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1 INTRODUCTION 

 

The purpose of this dissertation is divided into two parts: the first part 

deals with constructing a historical context within the Balkan theatre 

history for the creation and evolution of absurd dramas and staging of 

Havel’s plays in the Balkan countries before 1989, e.g. in Serbia. The second 

part traces the production of Havel´s plays after 1989 in Albania, Kosovo, 

Macedonia1, and Bulgaria.  

Through the historical, political and social context it is necessary to analyse 

the staging of Havel´s plays in different theatres and different Balkan 

countries, for as far as I know there have been no other studies dealing with 

the production of Havel’s plays in the countries mentioned above. The 

dissertation deals with the reasons as to why producers in the Balkan 

countries show interest in Havel’s plays.   

Václav Havel represents a “hero” for the Balkan people. He also shows the 

danger of splitting of the independent individuality and sovereignty of 

a person by the pressures of the system, in which one has to live. The moral 

importance of staging Havel’s plays to the audience was in expressing the 

reality of a society infected by totalitarianism. The audience decides 

whether to judge it, agree with it or find itself in it. Looking in the mirror is 

very important in the process of reflecting the past so that one is able to 

have a future. This is the “cleaning of conscience”, a role, which the 

productions of Havel’s plays carried in the Balkans after 1989. First of all, 

Havel was the mirror for every intellectual who struggled during the 

Communist era. Directors in the Balkan countries found in Havel’s play the 

principle of living in truth.     

1 Macedonia officially is a Republic of Macedonia, as a result of a dispute with Greece over 
its name; it was admitted under the provisional reference of the former Yugoslav Republic of 
Macedonia, sometimes abbreviated as FYROM. For the essay communication we are using 
Macedonia.  
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Following a time interval in every investigated country, trying to describe 

the productions of Havel´s plays as they can be found in the reviews of that 

time, will also be a point that we will highlight. Also very important sources 

are the notes of directors and studies which concern staging of Havel´s 

plays. They speak about finding the proper way of staging the plays and of 

searching for the main topics and themes. 

I have gathered the material, which is the source of this dissertation in the 

following theatre archives: the Albanian National Theatre (Tirana), the 

Academy of Fine Arts of Albania (Tirana), the Dodona Puppet Theatre in 

Kosovo (Prishtina), the National Theatre in Belgrade, Atelje 212 Theatre in 

Belgrade, the Theatre Museum in Belgrade, the Albanian Theatre in Skopje, 

the Macedonian National Theatre in Skopje, the Bulgarian Theatre Army in 

Sofia, the State Satirical Theatre “Aleko Konstantinov” in Sofia, the National 

Theatre “Ivan Vazov” in Sofia. Materials have also been found in the National 

Libraries of Belgrade, and Theatre Institutes of all those Balkan countries, 

and the Institute for Shorts and Docs in Strumica, Macedonia. 

I have also used materials from the private archives of Sanja Zivanovic, 

Ph.D., theatrologist at the National Theatre in Belgrade, director of the 

Albanian Theatre in Macedonia Muzbajdin Qamili, director of the Albanian 

Theatre Mehmet Xhelili, director of the Kosovo Dodona Theatre Fatos 

Berisha, director Goran Trenchovski from Macedonia, Olga Markovic, 

curator of the Art Museum Institute in Belgrade, and translator Alexander 

Ilic from Serbia. 

 

By presenting reviews, DVDs, photos, and texts of Havel’s plays translated 

into different languages and searching for Havel´s correspondence with 

directors of his plays in the Balkans, the dissertation aims  to  compare the 

differences between the original translations which follow Havel´s texts 

without differences with directors´ notebooks (scripts) and concrete stage 

realizations – scenes, inventories, costumes, and descriptions of characters. 

Those elements explain the differences in cycles between developed and 

developing countries.  
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With the help of directors, it is possible to find why they differ across the 

countries. First of all, we should consider the fact that operating between 

diverse cultures and countries will show different reasons for staging Havel. 

However, the research will be complicated due to the fact that some archives 

burned down during the Balkan wars (Kosovo, Serbia, Macedonia) and we 

have donated to them the materials that they possess now. 

 The performances of Havel’s plays entered the Balkan theatrical territory 

with an authority and big confidence. Havel's plays were on the stages of 

many countries in the region and some of them were broadcast by the 

television theatre as well. Havel’s plays appeared in the theatres of the 

Balkan region at the end of the 20th century which was a time of big 

political and social changes. In Albania and Bulgaria these changes had their 

influence on the way art functioned and a need to generate new ideas 

appeared. The ‘mass spectator’ of the time was pressed by a gloomy day to 

day life and wished to run away, to forget and to enjoy themselves. Foreign 

and indisputably entertaining plays full of unexpected changes, smart and 

spicy situations were put on stage. 
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2 VÁCLAV HAVEL (5 OCTOBER 1936 – 18 
DECEMBER 2011): HIS LIFE, LEGACY, AND 

INFLUENCES 

 

Václav Havel was born in Prague to a family of a businessman. After he 

completed his primary schooling in 1951, his chances for higher education 

were limited because of his “bourgeois” background. He attended evening 

classes at a preparatory secondary school while he was working as a 

chemical laboratory technician, and he completed his secondary education 

in 1954. Later from 1955 to 1957 he studied at the Economic Faculty of the 

Czech Technical University in Prague. Havel worked as a stagehand at the 

ABC Theatre in Prague until 1960 when he began working at the Theatre on 

the Balustrade (Divadlo Na Zábradlı́), first as stagehand and then later as an 

assistant director and dramaturgist. There he produced his first play Garden 

Party (1963). From 1992 to 1996, Havel studied dramaturgy at the Academy 

of Performing Arts in Prague. 

In the 1960s he wrote his texts under the Socialist rule while liberalizing 

cultural reforms were taking place. He wrote three full length plays: Garden 

Party, Memorandum, and The Increased Difficulty of Concentration. Small 

theatres used to invite him. These plays showed people the truth about the 

way they lived.   

In the 1970s, he wrote about the “man in the system” and the resulting 

identity crises. He experimented with the form: Conspirators and the 

Mountain Hotel.  He was isolated from his society, his work was forbidden, 

and the doors of the theatres were locked for him. 2 Then he continued with 

a series of small one-act plays: Audience, Unveiling and Protest. 

In 1975 he wrote an open letter to President Gustav Husák openly 

criticizing the government. In 1977 Havel became a co-founder and one of 

the three spokesmen of the human rights initiative, Charter 77; along with 

                  2  Rocomora Carol. Acts of Courages: Vaclav Havel’s Life in the Theatre. 
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Kohout, Kundera and Klíma he was also a member of the Committee for the 

Defence of the Unjustly Prosecuted, which was founded by a group of 

Charter 77 signatories. In the years 1978 to 1979 he was under house 

arrest. His primary thesis was that government of the Czechoslovak socialist 

state was in violation of the Helsinki agreement in the field of human rights. 

Thanks to Patočka’s influence, Havel came to understand himself better and 

he became more confident in his thinking. In his essay Last Conversation 

Havel spoke about Patočka and his influence.3   

In the 1980s he wrote about the “man in the system” and resulting spiritual 

crises, and in a desperate state of crisis Havel wrote two plays: Largo 

Desolato and Temptation influenced by a bankrupt country. During this time 

Havel was in prison for three years and eight months. He was banned in 

theatres, so his plays were performed in foreign countries.  

In December 1989, Havel was elected President of Czechoslovakia. After the 

June 1992 parliamentary elections, it became clear that the federation was 

heading for dissolution; Havel resigned from the federal presidency on 20 

July. In January 1993, he was elected the first President of the Czech 

Republic. After the Revolution of 1989 Havel, the playwright and President, 

was performed all over the country. He was too busy with his duties as 

President and had no time to write new plays. 

The critics, who reviewed the first Havel’s plays to be performed in the 

Balkan region, wrote that his plays were for everyone. Some Balkan 

countries even knew Havel first as a president and then as a playwright. 

Let’s point out that the audience knew Havel as a president; they knew his 

speeches so they came to the theatre to hear the voice of wisdom rather 

than the voice of absurd world drama. The audience doesn’t know much 

about the tradition of absurd drama and I will use the words of Vladimı́r Just 

“they forgot that it has an irony which is meant to entertain. Havel is always 

about us, about our stereotypes, about our consumerism, about our 

tendency to delegate our responsibility… In the 1980, we delegated our 

3 HAVEL, V., Last Conversation, p. 212. 
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responsibility to Havel the dissident, in 1990s, to Havel our president… We 

should wake up and eventually understand that we all are acting in a theatre 

without a curtain that we’re putting on a show for others and for ourselves 

as well.”4 

While Samuel Beckett, Tom Stoppard and Arthur Miller wrote plays in 

Havel’s honour with characters that represented him, Harold Pinter 

expressed his solidarity in the way that he played the role of Ferdinand 

Vaněk in the BBC production of two plays, Audience and Unveiling, 

performed under the title Private View and translated by Vera Blackwell. 

They were broadcast in April 1977. The theatrical lives of Stoppard, Pinter, 

Albee and Havel in the theatre were parallel to one another. All of them 

admired Beckett. All of them were connected to the movement known as 

the theatre of the absurd. Havel was affected mostly by Beckett and Ionesco. 

In his letter to Olga he wrote: … I had discovered the dramatic world of 

Samuel Beckett, Eugene Ionesco and other more or less “absurd” 

playwrights. I was tremendously excited, inspired and drawn to them, or 

rather I found them extremely close to my own temperament and 

sensibility, and it was they who stimulated me to try to communicate 

everything I wanted to say through drama.”5 

Although sometimes associated with Kafkaesque tradition, he seems closer 

to Capek and even more to Hašek although he lacks Hašek’s perkiness (this 

could be explained by the circumstances). 

Martin Esslin in the Theatre of the Absurd, comments on Havel plays and 

their Czech influences that Schweikian humour and Kafka’s depth are highly 

characteristic of Havel’s works.6 He also described the Garden Party as a 

political satire. 

Václav Havel received a number of honorary doctorates, decorations and 

awards for his stance on the defence of freedom and human rights, as well 

4 JUST, V., Literární noviny. 17 May 1990. 
5 HAVEL, V. Letters to Olga, Letter 102, p. 248. 
6 ESSLIN, M., The Theatre of the Absurd, p. 324. 
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as for his literary and dramatic works, for his contributions to bring 

understanding between cultures. (The Albanian government and Tirana 

University awarded him with an honorary degree Doctor Honoris Causa in 

2010.)7 

7 The materials that I have used were taken from KRISEOVÁ, E., Václav Havel: The 

Authorized Biography, pp. 168, 195, and also from archive funds of the Albanian Embassy in 

Prague.  
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3 ABSURD OR POLITICAL THEATRE? 

 

In the introduction to his book Three Eastern European Plays 

published in 1970, Martin Esslin illustrates the problem as follows: 

“Political theatre or non-political theatre: It depends on who defends it.”8 

Considering the fact that some of the Balkan countries have experienced 

wars and others have gone through a long transition period to democracy 

after being affected by past totalitarian system, the productions of Havel's 

plays have a tendency to be interpreted as political theatre. Still we are 

dealing with a different view regarding this point: 

Professor Goetz-Stankewiez in her introduction to Critical Essay on 

Václav Havel points out that to attempt to categorize Havel is to miss the 

point of his work9. Havel was the first to point out that the theatre of the 

absurd is associated with this plays. “My plays have been described as a 

Czech version of the absurd theatre. It’s not up to me to decide to what 

extent I learned from or was introduced by the absurd theatre as an artistic 

trend (probably quite a bit, even though I think that Kafka had a great 

impact); still, I would scarcely have been so alive to the absurd outlines of 

the world without those early existential experiences I have mentioned 

here. So I should be thankful for my bourgeois origins.”10 

Artur Adamov says in his analysis that the theatre of the absurd is an 

alternative theatre on its own. There exist question marks which divide the 

line of the expression of self-obsession, anxiety and the lunatic situation, or 

is the theatre a political and ideological instrument for the collective social 

action? Ionesco from the first was at the Adamov’s side that theatre was 

expression of self -obsession. Exactly, the sense of metaphysical anxiety that 

is caused by the absurd status which human being reacts to. These are the 

8 ROCAMORA, C., Acts of Courage: Václav Havel's Life in the Theatre,  
9 GOETZ-STANKIEWICZ, M., Introduction to Critical Essays, p. 6.  
10 HAVEL, V., Disturbing the Peace, p. 6. 
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main subjects of the work of Beckett, Ionesco etc. The linguistic element 

plays a crucial role, and what is played on the stage is totally different from 

what is being said or performed. The meanings that would be conveyed 

through their characters were part of their inner being in different time 

although filled with utopia.  

As the Czech theatre critic Zdenek Hořínek says in regard to politic 

theatre: “In the 1960s everything was interpreted politically.”11  Michael 

Simmons, British writer and Havel’s political biographer points out: 

“Political theatre? Definitely. Everything in that time was political, and 

everyone in Czechoslovakia was living a politic life.”12 The Czech-American 

film director, Miloš Forman, said: “I wouldn’t call Havel an absurdist. The 

time was absurd, not Havel.”13 

Havel gives us an answer: “This might surprise you, but it was never 

my ambition to write a political play… I simply want to write about people, 

about social mechanisms, about the mechanisms which crush people and 

how people let themselves be crushed, about the inhibiting role which 

language can play, and things like that. When I wrote (a play), they always 

said that it was political. A play which under the conditions of Communism 

was not said to be political I would have found suspicious, because it 

probably wouldn’t be about people.”14 

 All his ideas that were put to theatre by his plays and performances 

changed the course of the lives of so many people, and through them the 

course of the nations.15 Havel in the Balkan countries is spoken of as a hero 

of our time .  

If Václav Havel a contemporary European-class Czech playwright speaks in 

his plays Audience, Unveiling and Protest (presented in Balkan productions) 

about an intellectual who “serves his own conscience” and because of that is 

11 Interview with Zdeněk Hořínek by Carol Rocamora, 12 March 2002.  
12 Interview with Michael Simmons by Carol Rocamora, 6 February 2003. 
13 Interview with Miloš Forman by Carol Rocamora, 31 January 2003. 
14 HAVEL, V., In Not Only About Theatre, p. 43.  

                            15 Rocomora Carol. Acts of Courages: Vaclav Havel’s Life in the Theatre.  
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expelled from the society, he takes a step further in his latest drama Largo 

Desolato (which, freely translated, would mean “broken gramophone 

record”): he speaks about the porosity of the rebellion of that same 

intellectual, whose fate of a loser is determined not only by the ideological 

prefix of the social project but also by himself and the imperfection of 

human nature. Without bias and, moreover, with marked irony, Havel 

speaks about a rebelling intellectual to whom “truth is the only judge”, 

stripping him of the halo of martyrdom; he portrays him by human 

standards, with all spiritual virtues, human weaknesses and strength. Thus, 

although written based on his personal experience and expiation, this 

drama like the previous ones overcomes this subjective tone and ideological 

social prefix and gets a universal meaning when it comes to the conflict 

between intellectuals and government, a great subject of the 20th century 

world dramaturgy.   

Havel is a Czech, but directors and actors as well as the public in the Balkan 

countries think of him more and more as their playwright. By the time that 

you will have read the production of Havel’s plays in the Balkans you will 

understand better what I want to say in this sentence. For there are few of 

them in this world that can translate their expression about the position of 

man in socialism and about the conflicts of everyday existence into an 

authentic theatrical literature in such a superior, self-ironic and inspired 

manner. 
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4 TRANSLATORS AND TRANSLATIONS OF 
HAVEL’S PLAYS 

 

The first person to introduce Havel’s plays to the Balkans was a 

director and then a translator. So the interest in Havel came first from the 

Serbian director Ljubomir Draskic and then from the translator Alexander 

Ilic. In Albania, the first person to introduce Havel’s plays was the director 

Mehmet Xhelili and in Kosovo, the actor Shkumbin Istrefi and the director 

Fatos Berisha. In some countries there are different translations of the same 

text, because the translations came to the Balkan territory from official and 

unofficial translators. Some translators had a chance to consult their 

translations with the Czech author while others did not: 

Aleksander Ilic is the former ambassador of Serbia to the Czech 

Republic, and also a friend of Havel’s. He is an official translator and has 

been translating from the original language of Havel's writing, from the 

Czech language to Serbian. Translated by Aleksander Ilic the play 

Memorandum (Vyrozumění) was first introduced at the National Theatre in 

Belgrade in 1984. 

The same play was staged at the Gavella Theatre Drama in Zagreb 

with a different title of the unofficial translation, namely Desperately Funny 

(Ocajno Smijesno).16 Ilic also translated Largo Desolato (Largo Desolato, 

1984) and the Beggar’s Opera (Žebrácká opera, 1975), both performed in 

the same year 1985, the first one at the Belgrade Drama Theatre and the 

latter at Atelje 212. 

Aleksander Ilic also translated a collection of Six Dramas by Václav 

Havel (Šest dramat Václava Havla) published in the Nolit edition in 1991. He 

also prepared the play Pazite, which was an unofficial translation of the play 

16 The play was performed in June 1989.  
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Attention. In 1980 he translated Letters to Olga (Pisma Olgi), which was later 

published in 1989.17 

 
FIGURE 1: THE PHOTO IS AN EXAMPLE OF THE LETTERS TO OLGA (PISMA OLGI), NO. 137, 
WHICH I HAVE FOUND IN THE NATIONAL THEATRE LIBRARY IN BELGRADE. 

 

In Yugoslavia, the greatest translations of Havel’s plays by professional 

translators for the Czech and Slavic languages were made before 1990s.  

 

 

17 ILIĆ, A., Pisma Olgi. 
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The Garden Party (Zahradní slavnost, 1963), which had its premiere on stage of 

the Belgrade Theatre Atelje 212 in 1965 as I have mentioned before was 

translated by Jasna Novak. 

Protest (Protest, 1978) together with Pavel Kohout’s play Attest (Atest, 

1979) was set on stage on 12 October 1981 at the ITD Theatre in Zagreb 

and at the National Theatre in Belgrade in 1984 were translated by Ivan 

Kusan. 

 In Belgrade the two one-act plays Unveiling (Vernisáž, 1975) and Audience 

(Audience, 1975) were staged at Atelje 212 in 1981 and were translated by 

Renata Ulmanski, and then in the same year the play Audience was staged at the 

National Theatre in Zenica, and later both the plays at the National Theatre in 

Split on 12 April 1982. 

 

The actor Shkumbin Istrefi, an unofficial translator from Kosovo and 

Fatos Berisha, the director of preformance Audience, worked together to 

translate from the Serbo-Croatian language to Kosovo-Albanian. The play 

Audience was first published in the Magazine Theatre.18 

In Albania, Havel was translated by an unofficial translator, a 

director of performances Mehmet Xhelili who is based in the English 

language. The one-act play Audience was taken from the publication in 

Kosovo. The director Mehmet Xhelili translated unofficially the play 

Temptation and also the Beggar’s Opera. 

In Bulgaria, the only officially published play was Largo Desolato, 

translated by Anzelina Pencheva. There are also translations by Dora 

Janeva, regarding the plays Largo Desolato and Audience. The plays 

Unveiling (Vernisáž) as well as Redevelopment (Asanace) were translated 

by Jana Markova, and there also exists an unpublished translation of the 

play Autostop by Margarita Kyurkchieva (translated together with Czech 

writer and director Ivan Vyskočil). 

In Macedonia, the plays Audience (Audience) and Unveiling (Vernisáž) 

were translated unofficially from the Czech language by Kiril Zdraveski. 

18 Audience. Kosovo Magazine Theatre. pp.160 - 180. 
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The Beggar’s Opera was translated by Goran Tranchovi who also worked 

with Czech director Andrej Krob.  

There is documentation suggesting there are anonymous 

translations in Albania and Kosovo, and Bulgaria. However, it was not 

possible to find any of these translations.19 

During my work I have contacted some of the official translators. All of 

them agreed that it was not easy to translate Václav Havel. For them it was 

quite unusual language: The works that were translated from the Slavic 

languages were nearer to the original than the work translated from 

English. Humour and wit is much more understandable to the audience in 

Slavic territory rather than in others territory. For example, in Slavic 

language group is Serbia, Bulgaria, Macedonia, and Kosovo. It is also 

important to point out that we have countries such as Kosovo and 

Macedonia that are bilingual. The long period of coexistence is also a 

reason to understand that these countries are similar in their culture. In 

Bulgaria and in Albania the audience recognized a portrayed image of 

their society under communism. 

 

On the other hand, they also added the autochthon element to their 

translation as illustrated below: 

19 In regard to these anonymous translations the information comes from director Fatos 

Berisha in Albania and Kosovo and translator Margarita Kyurkchieva from Bulgaria. 
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The translator has added one page 
more where he has used dialectical 
words and names in order to adapt 
it to the Kosovo’s menthality 
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SLÁDEK: dál – 

(Do místnosti vstoupí Vaněk ve vatovaném pracovním úboru a v 

holínkách) 

VANĚK: Dobrý den – 

SLÁDEK: Á, pan Vaněk! Pojďte dál! Posaďte se – (Vaněk nesměle 

usedne) 

Dáte si pivo? 

VANĚK: Ne, děkuji – 

SLÁDEK: Proč ne? Jen si vemte – 

(Sládek vytáhne z basy láhev, otevře ji, naleje do dvou sklenek, z nichž 

jednu přisune před Vaňka a druhou okamžitě vypije) 

VANĚK: Děkuji – 

(Sládek si naleje další sklenku. Pauza) 

SLÁDEK: Tak co? Jak to jde? 

VANĚK: Děkuji, dobře – 

SLÁDEK: Musí to jít, že jo? 

VANĚK: Hm – 

(Pauza) 

SLÁDEK: Co dnes děláte? Koulíte? 

VANĚK: Přikuluji – 

SLÁDEK: Přikulovat je lepší než koulet, že jo? 

VANĚK: Ano – 

(Pauza) 

SLÁDEK: Kdo dnes koulí? 

VANĚK: Šerkézy – 

SLÁDEK: On přišel? 

VANĚK: Ano, před chvílí – 

SLÁDEK Je ožralej? 

VANĚK: Trochu – 

(Pauza) 

SLÁDEK: Pijte! Proč nepijete? 

VANĚK: Děkuji, nejsem na pivo moc zvyklý 
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If we analyze the translated text of the one-act play Audience in the Albanian 

language we will highlight a phrase in the Czech original text (shtyj kaca) 

which means “to push barrels”. For me as an Albanian speaker it was very 

difficult to understand the word “kaca” (barrels), which is a word in dialect. 

Another such word is “roll” (přikuluju – rrokullis).  

Due to the fact that the Slavic countries share a similar history and origin as 

Slavic nations, due to influences in their languages, as we can see the 

translations of Havel’s plays differ from one environment to another but 

still translators in the Balkan countries had to face Havel’s humour in the 

sentence structure of the plays. We see the same intervention by translators 

as well as directors during processing of the texts. 
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INFLUENCE BY CZECHOSLOVAK PRODUCTIONS 

 

In the Balkan countries there are examples of direct inspiration in 

theatre from Czechoslovak performances of Havel’s plays in Jan Grossman’s 

or Andrej Knob’s productions.  

Macedonian director Goran Tranchevski spent some time with Andrej 

Krob in the Czech Republic. After returning to Macedonia he decided to 

prepare a performance of the Beggar’s Opera and bring new form of 

directing and lead actors in a new way of interpreting. The directors 

interpret Havel’s plays differently from the author’s aims in some countries, 

for example in Bulgaria with performance of the play Largo Desolato.20 This 

point can be argued with a note that Václav Havel addressed to the 

producers of the play Largo Desolato. 

Václav Havel shared with the Bulgarian producer and director of his 

plays, that during the process of creation he had a great hope that by 

exploring a particular life event he will stumble across and touch something 

human. “I hope that my work will be adopted as musical reflection of not 

only the human burden but also a reflection of the difficult survival of the 

man’s identity in the struggle against the authority, which wished to limit 

the rights of the personality. Everything that may exalt the hope of the 

spectator, that this play is not addressed towards him, will jeopardize the 

idea and the concept of the play itself.”21 

In the end they had to direct the plays in such a way that would make 

sense for the audience of their country; for example, in Macedonia director 

Dino Mustafic was performing it in the form of political theatre. 

20 See the chapter Largo Desolato At the National Theatre OF Bulgaria by director Encho 

Halachev. 
21From the note of Václav Havel, addressed to the producers of the play Largo Desolato, 

translated by Dora Janeva and found in the archives of Theatre “Ivan Vazov” in Sofia. 
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If Havel’s plays are performed and directed as they should be, than no 

matter what their political views, all audience members should be able to 

appreciate the artistic quality of the work. Also, they should be able to adapt 

similar themes, independently of their nationality, political system and 

sense of freedom. And they should be able to feel common topics and 

themes no matter that they are in a different country: totalitarian systems, 

pressure of lack of freedom and longing for freedom are these themes which 

go through these countries and their historical experience. 

In order to have a better understanding of the idea that politics, 

society, and theatre were all interwoven together I will briefly explore some 

areas in the Balkan theatre history tradition. I will be focusing my 

dissertation on the interest in Havel’s plays that helped to open the Balkan 

theatre up to the techniques that were best associated with the theatre of 

the Absurd. It is important to understand that the time of change in the 

Balkan region brought the dissident phenomenon. Directors who had to 

cope with the amorphous power of censorship for many years and for 

whom the truth was the sweetest forbidden fruit, were, of course, aware of 

the electrifying power of the subtle statement, and naturally they used it. 

Balkan directors with Havel’s plays felt free to address themselves to their 

Audiences that responded readily and successfully to anything that could be 

taken as a reference to the current situation.   

There are some topics which were focused on after 1989 and which 

were not in productions before. The reason is not only the presence of 

artistic and political freedom or are there also reasons caused by changes in 

society. 

 Moments from the dissident life – in this way Václav Havel was 

brought on the stage by the Bulgarian director Ench Halachev. “The scrip 

presents complexity and richness, which cannot be on the stage”, Halachev 

will conclude about his work with Largo Desolato. The critic Nikola Vandov 

will pronounce after performance that the audience absolutely loved the 

way in which the director transmitted the message this is as realist as our 

life is.   
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The Macedonian director Dusan Numovski said in accordance with his 

own point of view: “I feel that Havel’s plays are the story of my country.”    

We should also mention that for the Albanian audience the 

performance of Pavel Kohout’s play Such a Love/ Taková láska was an 

innovation which brought the phenomenon of retrospective to the Albanian 

theatre for the first time. Also the audience had an opportunity to read a 

translation from Czech to Albanian of two books, namely I Served the King of 

England / Obsluhoval jsem anglického krále by Bohumil Hrabal, translated 

by Piro Milkani, former Albanian Ambassador in Prague and also a movie 

director, and Briefly, please / Prosím stručně translated by Ilir Allushi, a 

former Albanian diplomat who lives in the Czech Republic. The books were 

published in Albania one year after Havel’s death 2012. 

Described by directors and actors how they had to revaluate their 

steady way of acting, and find a suitable stage language, and how it 

influenced their future work, it may be pointed out that unlike classical 

drama Havel’s plays need to be staged non-psychologically. They need to 

show mechanisms and danger of a system which attacks individuality. 

There are not realistic situations; there are model situations which are 

there to show the mechanism. And this way doesn’t work with causality, 

psychology and a dramatic story. An actor who is used to playing the 

classical drama must find a new way of acting. 

The question is if staging of Havel’s plays had a visible influence on 

actors’ style in the Balkan countries I’m writing about at the moment Havel 

became an official author. Starting with Albania, Havel and absurd drama 

become popular after 1990. But at the beginning these productions weren’t 

successful. Director Mehmet Xhelili who staged Havel in Albania and had 

been already very famous, had had experience from Czechoslovakia,22 

turned back to Tirana Metropolis to stage a new piece – Havel’s Temptation 

22 Mehmed Xhelili, from January to April 1993, a three-month post-graduate course 

“History and Philosophy of Modern Art”, Central European University, Prague, Czech 

Republic. 
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at the National Theatre. His view and way of work were proper and 

experienced from the country of Havel’s origin but he brought a pretty new 

and unknown way of work to the country and to the actors who weren’t 

prepared because they had no possibility to be. They probably weren’t able 

to find a right creative way of acting. Actors in Havel’s plays should have a 

sense of light irony in all dialogues. They should feel the paradox and the 

absurd in the situations but not emphasize on showing this up 

In order to reach the wanted and needed effect, any actor should play 

energetically, truly and respectably. At the time the actor was not prepared 

for this way of acting on the Albanian stage. The second reason can be that 

the audience wasn’t prepared to get the message.  

 

Is Havel actually up to date? To make an example Alexander Ilic23 is 

wondering that the Havel performances are more understandable in the 

countries with post totalitarian problems; the totalitarian period pasted and 

for the new generation Havel and his language became difficult to 

understand. This could be a reason that Havel is not often performed in 

country as Italy for example that doesn’t know the totalitarian system is 

commenting Ilic.              

I would say that there is still interest in Havel’s contemporary work. The 

artists find Havel’s plays as inspiring example. Even those countries that are 

not totalitarian or post totalitarian have a problem with respect for human 

rights and dignity. In the most democratic countries the system has a 

problem. In order to conclude, I want to point out an open letter which 

Edward Einhorn, artistic director, Untitled Theatre Company wrote to 

President Bush: “…Of course, this was only the perception. In reality, it was 

the accumulation of not only Havel’s voice but also the voices of his 

countrymen, those people who for over twenty years were able to “live in 

truth” under circumstances much more difficult than I or most of those I 

23 Referred to my personal interview with Alexander Ilic, Beograd 2008. 
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know are facing here in America.”24 Because it is also a new activity of 

Havel‘s plays for contemporary theatre directors in the Balkans because his 

plays have a hope of living in truth and self-examination. That is the reason 

why Havel's plays are staged not only in the Balkan countries but also in 

America. 

The capitalistic mechanism looks very similar to totalitarianism in some 

aspects – because it uses the same mechanisms – the invisible power of 

dehumanized bureaucracy, the pressure of media in the commercial world 

that makes everyone scared of one’s own presence in the globalization. 

Main Havel’s theme speaks about the freedom of man in a totalitarian 

system. I can see thematic connotations in the contemporary situation of 

human freedom which is reduced by such a similar mechanism. — The 

artists were able to solve the plays inevitably fraught with meaning and 

perform them in such a way that would make sense for them in their 

society. 

  

24 EINHORN, Edward. An open letter to President Bush. Published in Untitled Theater 
Company #61 on the occasion of Havel Festival, 26 October, 2006.   
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1 PRODUCTION OF HAVEL’S PLAYS IN SERBIA 
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HAVEL AS THE TOP THEME IN FORMER-YUGOSLAVIA  

 

In the 1980s Havel’s plays were “Top Theme” on repertoires of the 

Yugoslav theatre.  

It should be said that Havel´s plays are extraordinary dramatic 

actualization of Czechoslovak social and political reality. At the same time 

they became almost images for specifics of the world because they describe 

the common structure of societies throughout the global situation.  

The new wave scene in Yugoslavia had a special impact on Yugoslav 

culture. To be specific, it should be said that those moments were satirizing 

the weakness of the Yugoslav socialism. Known for their political and social 

criticism the communist authorities and special communist young 

organization organized different events in the cultural area. It was the time 

that the theatre companies with artistic movements also related to the 

Avant-garde. 

Havel became a phenomenon as the leading satirist by the number of 

production of his plays in Yugoslavia. Theatre expert Petar 

Volk25commented in “Ilustrovana Politika” that he thought that in Havel’s 

work the audience had recognized topics and the time that they were 

living26. 

In all Havelʼs plays produced and performed in Yugoslavia, according to 

Volkov, “the audience recognized pathetic politicization of our mentality; 

we are less able to look ourselves in the distorted mirror, so help of these 

Czech comrades and writers comes in handy, so we are able as well to have 

a satirical theatre27.”  

25 Petar Volk was born in 1931 in Petrovac. He is a theatre and film critic, historian and 

theorist. He graduated in literature at the Faculty of Philosophy, in film and theatre 

aesthetics in Prague in 1971. He was director of the Yugoslav Film Festival, Theatre 

Museum Serbia and director of the Yugoslav Drama Theatre. He was a full professor and 

head of the Department of Theory and History Faculty of Dramatic Arts in Belgrade. 
26 Ilustrovana politika.  
27 VOLK, P., Protest i Atest, p. 10. 
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Publishers and other data, works of prose by Havel were exclusively 

translated into the Serbo-Croatian language in 1980s, and the popularity of 

his works in Yugoslavia was extremely high, the quality of reception even 

reached the level of local authors as Jovan Cirilov 28  mentioned in 

newspaper Politika that “the performances of Havel's plays are tragicomedy 

of our tragic time29.” 

At that time, plays by Václav Havel were put on the Yugoslav stage, e.g. 

on the stage of Atelje 212 in Belgrade, the Belgrade Drama Theatre, Gavella 

Drama Theatre in Zagreb, ITD Theatre in Zagreb, National Theatre in 

Belgrade, and others. 

  

 SITUATION IN YUGOSLAVIA: HISTORICAL, POLITICAL, SOCIAL AND 
CULTURAL CONTEXT 

  Yugoslavia was a prosperous country at that time thanks to its 

neutrality. In particular, due to this Yugoslavia was opened to all western 

countries, as well as to the Eastern Bloc, the Non-Aligned Movement, etc. 

According to this fact Yugoslavia felt more superior in comparing with other 

communist countries; Yugoslavia was open to learn from the mistakes of 

others and thus correct the political system30.  The Yugoslav state31 , it was 

28 Jovan Ćirilov was born on 30 August 1931, he is a Serbian theatre expert, philosopher, 

writer, poet, and significant contributor to Serbian culture. He was at the head of the 

Yugoslav Drama Theatre from 1985–1999, and before that he had worked as a 

dramaturgist from 1956, as well as in Atelje 212 from 1967 to 1985. Since its establishment 

in 1967 to date, Jovan has been the artistic director and selector of BITEF festival, longest 

in the history of international theatre festivals. From to 2007, he was the President of the 

National Commission of Yugoslavia, then Serbia, in UNESCO 
29 CIRILOV, J., Muke s jezikom, p 11. 
30 LAMPE, J. R., Yugoslavia as history: twice there was a country, 
31 Yugoslavia (Serbo-Croatian, Macedonian, Slovenian: Jugoslavija, Југославија) was a 

country in the western part of the Balkans during most of the 20th century. The constituent 

six Socialist Republics and two Socialist Autonomous Provinces that made up the country 

were: SR Bosnia and Herzegovina, SR Croatia, SR Macedonia, SR Montenegro, SR Slovenia, 

and SR Serbia (including the autonomous provinces of Vojvodina and Kosovo which after 
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the first communist country in the history which was openly opposed to the 

Easter Bloc. The country was led by Josip Broz Tito from 1937 to 1980.   

 

After 1980s, after Tito’s death things and political atmosphere changed 

gradually: the birth of nationalism, which earlier had been suppressed, 

flourished and its culmination occurred in 1990s, when the division of 

Yugoslavia occurred and wars also started in several republics of the former 

Yugoslavia from 1991 (the Croatian War)32, 1992 (the Bosnian war)33 and 

1998 (the Kosovo Conflict)34.  

The Yugoslav experience with post-communism and socialist realism is 

more equivocal than the experience of other “Eastern Bloc” countries in the 

time period from 1948 until the fall of the Berlin Wall (1989), and the 

Yugoslav Civil War until 1991. Due to a change in political interests, 

1974 were largely equal to the other members of the federation). Starting in 

1991Yugoslavia disintegrated in the Yugoslav Wars 
32 The Croatian War of Independence was fought from 1991 to 1995 between Croat forces 

loyal to the government of Croatia—which had declared independence from the Socialist 

Federal Republic of Yugoslavia (SFRY). 
33 The Bosnian War or the War in Bosnia and Herzegovina was an international armed 

conflict that took place in Bosnia and Herzegovina between 1 March 1992 and 14 

December 1995. The war came about as a result of the breakup of Yugoslavia. Following 

the Slovenian and Croatian secessions from the Socialist Federal Republic of Yugoslavia in 

1991, the multi-ethnic Socialist Republic of Bosnia and Herzegovina, which was inhabited 

by Muslim Bosnians (44 percent), Orthodox Serbs (31 percent) and Catholic Croats (17 

percent) passed a referendum for independence on 29 February 1992. 
34 The Kosovo War was an armed conflict in Kosovo that lasted from 28 February 1998 

until 11 June 1999. In 1998, Kosovo Liberation Army attacks targeting Yugoslav authorities 

in Kosovo resulted in an increased presence of Serb paramilitaries and regular forces that 

subsequently began pursuing a campaign of retribution targeting KLA sympathizers and 

political opponents in a drive which left 1,500 to 2,000 combatants and civilians dead and 

led to the plight of hundreds of thousands of refugees. After attempts at a diplomatic 

solution failed, NATO intervened billing the campaign in Kosovo as a "humanitarian war" 

while Yugoslav forces continued to commit atrocities during the two month-long aerial 

bombardment of Yugoslavia. Despite initial western claims of hundreds of thousands of 

Kosovo Albanians killed or missing, subsequent investigations have recovered the remains 

of several thousand victims.  
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Socialist Federal republic of Yugoslavia early got rid of socialist realism as 

the official art, and further forms of repression in culture evade a precise 

detection. The official censorship intervened only in a couple of cases, but 

the principle of self-censorship was perfected instead, as well a principle of 

art “surveying35”. Lidija Merenik, critic and contemporary art historian, 

mentions that in the post-war Yugoslav history, socialist realism kept its 

twisted continuity - not through the visual arts’ language, but as a dominant 

factor of the cultural policy, a modus operandi of the state and cultural 

establishment. Actually, we do not know what happened with the socialist 

realism, just as we do not know what happened with communism36. 

Thus, a liberalization of the Yugoslav culture should be seen as a social 

event strongly influenced not only by direct Party orders, but also by 

various shifts in the foreign policy. The trends of cultural and creative 

liberalization were quite often influenced, effectively or destructively, by 

the Party-state policy of closing or opening towards the East or the West - 

based on the current political interests. At the height of the cold war, Tito’s 

Yugoslavia strengthened her international position, and culture became 

important and obvious connection with the “capitalist countries”. One day 

the art of the West was identified as a symbol of the class enemy, an 

example that someone should avoid, and the very next day, the art of the 

West was “liberalized”, it became a welcome factor in the policy of “sitting 

on the fence37”. 

35 After 1952, the only exceptions were Tito’s attacks on abstract art, attacks on the “dark 

wave” in film, and the banning of a small number of exhibitions. MERENIK, L.,  “Dark Wave” 

in film, and the banning of a small number of exhibitions,   
36 “...Nobody knows what actually happened with communism in the former Yugoslavia, 

since there was no radical ideological demobilization in the country, as it plunged into 

political and ethnic conflicts, resulting in its bloody disintegration.” SRETENOVIC, D., Art in 

Yugoslavia 1992-1995, 

 
37 The synchronicity between the rhythm of holding international exhibitions in Belgrade 

and currents of the Yugoslav foreign policy is quite interesting: “For example, the 1956 

American exhibition is a response to the Soviet cultural offensive of the time...” MARKOVIC 

P. J.,  Belgrade Between the East and the West, p. 425. 
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At the same time, forms of cultural communication with an essentially 

pluralist art scene and with the world, not just started the corrosion of the 

conformity, but also provoked new dilemmas and polemics in the Yugoslav 

cultural environment. Some issues were deepened, especially the ones of 

the “influence” and form of “cultural imperialism”, as well as the issues of 

the “authentic expression” and “identity” that should have been in accord 

with some, for the time, characteristic ideal - in time of the Cold War, the 

ideal was an ideological and class one, and in the 1990s, a national one. 

The Party never ceased to control the cultural activities: “Every opinion 

that has a struggle for socialism and socialist democracy as its starting 

point... should be secured the right to express itself.” 

Belgrade Museum of Contemporary Art is, in every sense, paradigmatic 

for Tito’s policy towards the East and the West. It was built at the entrance 

to New Belgrade at the time of the Non-aligned countries “movement” 

foundation38. The Contemporary Arts Museum is also an example of a 

dream of modernization, which does not arise because of real economic and 

social circumstances, but due to “a modernism of underdevelopment”. 

Ironically, the Museum has completely shared the destiny of the political 

structure that created and nourished it. It had moments of great success 

during Tito’s “turn” to the West in the late 1960s and 1970s, it had moments 

of depression and decline during the second half of 1980s, it felt a 

totalitarian turn in the early 1990s (through the ruthless change of the 

qualified managing stuff, and the adoption of a completely closed, 

conservative, politicized exhibition concept). 

The animosity towards radical artistic languages on a part of the 

contemporary Yugoslav critics and establishment, as well as a lack of 

interest for the continuity of avant-garde artistic activity in this 

environment, is to a large extent based in the adopted and later perverted 

socialist realism (totalitarian) interpretive discourse. This discourse was 

expressed from the open attacks on abstract art of 1960s, through a sort of 

development of the conceptual art within the Belgrade Student Cultural 

38 Conclusions of the Sixth KPJ (SKJ) Congress, p. 256.  
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Centre (SKC) after 1968. The ignoring or obstructing of the processes of the 

real rehabilitation of some artistic ideas is already visible from 1950s and 

the so-called “opening up” of the culture39.  

In the course of 1970s-1980s, during the rise of the Belgrade 

conceptual art, a radical language of “another line” was sharpened, in 

contrast to both the inherited conservatism, as well as to the modernist 

“civilization’s outer shell”. Its anti-system actions, limited as it were inside 

the SKC, further intensified para-theses of the established culture on the 

“avant-garde conspiracy”. 

During 1980s, a “new wave” generation offered a concept of irony 

directed against the socialist realist and totalitarian structures of the 

society, the concept was entertaining, funny, anticipating, but achieved 

nothing, perhaps because it was soon crushed by the brute force of 1990s. 

In the first half of 1990s, especially between 1992 and 1995, it is almost as if 

art took a generally Houdini- attitude, confronted with problems of the 

sense of its own activity and survival in impossible conditions. 

In mid-1990s and later  after 1995, in the post-Dayton period, art 

displayed a distanced, cynical political engagement, which should not be 

understood as a mere consequence of the law of action and reaction, but 

more as a form of expressing critical thoroughness, the one that through a 

roundabout strategy deconstructs symbols of political power. In a moment, 

it referred to the concept, representations, and consequences of violence. 

Mechanism and representations of the instruments of violence served as a 

medium for de-canonizing of a totalitarian structure. In the works of some 

artists, art offered toys of violence and instruments of death, weapons as 

forms of popularization of monstrosity and demystification of the 

demagogically-heroic the period then in art of the 1990s is known as Guns 

& Roses40. 

39 In Serb historiography, this phenomenon was called “socialist aestheticism”. See LUKIC, 

S. Socialist Aestheticism, pp. 67-69. 
40 MERENIK, L., The Yugoslavian experience with Realist Socialism in realism socialism,  
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That liberalization art period, primarily and especially in the field of 

culture scene had its own dissidents and banned writers from the Eastern 

Bloc, through a slightly open door came to the Yugoslav public.  

 

HISTORY OF THEATRE ATELJE 212 IN BELGRADE 

 

The Theatre Atelje 212 has been in operation since 1956, in front of 212 

chairs, with the opening night of the play of Goethe’s Faust (directed by Mira 

Trailovic) presented in the small hall of the old Borba building. The theatre 

was founded by a group of actors, producers, writers, and musicians, at a 

moment when there emerged a need for a theatre that would play a new 

avant-garde drama which had a great influence in Europe at that time41. 

Atelje 212 was the first theatre in Eastern Europe on whose stage the 

performance Waiting for Godot by Samuel Beckett was played in 1956. A 

great success of this play paved the way for a whole range of other avant-

garde dramas and authors to be staged in the theatre. It was on the stage of 

Atelje 212 that such authors of world literature were presented to the 

Yugoslav audience for the first time as Sartre, Faulkner, Ionesco, Camus, 

Pinter, Adamov, Rozevicz, Joyce, Jarry, T. S. Eliot, Vitrac, Schisgal, Kopit, 

Genet, Havel, and Kohout, as well as such Yugoslav writers such as 

Aleksandar Popovic, and Dusan Kovacevic. From its very foundation, Mira 

Trailovic managed Atelje 212, initially, when the Theatre was headed by 

Radoš Novaković and Bojan Stupica, as the Assistant Manager, and 

thereafter as its long-standing manager. Led by her hand, Atelje 212 made 

its way across the borders of Yugoslavia and, in the course of time, became a 

theatre known all over the world. Together with Jovan Ćirilov and her other 

associates, Mira Trailović initiated foundation of one of the greatest 

41 It was the first theatre in Belgrade that started to perform the theatre of small form. The 

Garden Party was perfomed at Atelje 212.  
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European theatre festivals, BITEF, which emanated in Atelje 212 in 1967. 

The Belgrade International Theatre Festival is one of the theatre 

festivals that take place in Belgrade, Serbia, each year.  

Founded in 1967, Bitef has continually followed and supported the 

latest theatre trends, and thus becoming one of the biggest and the most 

important European festivals. Bitef began with a decision of the City 

Assembly of Belgrade in 1967 to establish and support an international 

festival of the performing arts that would be an event of special importance 

to the city. It is held annually in September. The chief purpose of the festival 

is to present authors, productions and trends that are the most important 

phenomena in modern performing arts. In doing so, Bitef initiates and 

promotes a different approach to theatre, expands the boundaries of 

cultural identities and creates a map of professional contacts. It also 

enriches and encourages the new Serbian theatre scene, contributing 

towards its greater recognition in the European and broader international 

context.  

Transcending all political and cultural borders, in more than four 

decades Bitef has managed to keep its pace with a tumultuous evolution of 

performing arts. Thus, one could identify the history of Bitef as a history of 

contemporary theatre.  

Through the revolutionary 1960s and 1970s, Bitef spectators could see 

some of the most courageous stage experiments pursuing the destruction of 

dramatic forms, but also some significant classical achievements, as well as 

the examples of the traditional Oriental theatre. In the 1980s and 1990s, 

Bitef presented highest reaches of the post-modern theatre and dance. Even 

in the conditions of political-economic crisis and embargo the festival 

succeeded to promote ultimate cultural values, bringing to Belgrade some of 

the biggest names of the world performance. In the first decade of the 21st 

century, Bitef presents the original and innovative productions of the world 

mainstream theatre, the performances of post-dramatic, non verbal 

expression, as well as those realised with new technologies, thus opening its 
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doors to the virtual reality of cyber theatre.  

In the course of all these years, Bitef has preserved its place in the 

family of major international festivals. For its continuity and quality Bitef 

was awarded the Special Prize for 1999 “Premio Europa per il teatro”. 

Instead of explaining the history of Bitef at a great length, it will suffice 

to list the names of the artists who have visited Belgrade in the past years. 

Some of them were discovered at the festival, while, for others, Bitef has 

been another in the series of affirmations of their artistic significance and 

value. 

The festival is held at many venues, in traditional and “untraditional” 

performance places. Recently Bitef began a program of regional 

cooperation, and performances are held not just in Belgrade, but in Novi Sad 

and Nis42.  

Today, Atelje 212 has a repertory company of 32 actors, but it is also 

open to those artists who are not permanently engaged by this Theatre. The 

greatest celebrities among the actors still play on the stage of Atelje 212, 

and the best domestic and international stage-managers work in this house. 

On the stage of Atelje 212, the new dramas of contemporary domestic and 

foreign authors are played, on which the Theatre leaves its own, very 

recognizable stamp. Lately, the performances of this Theatre have been 

breaking through the newly established geographic borders and conquering 

the world. 

In the Atelje 212, on the big stage, the premiere of the Garden Party (in 

the Serbian Language Drugarsko Vece/ Zahradna slavnost) had its premiere 

42Ljubomir Draškić who had been in the Theatre as a stage-manager almost from its very 

foundation became the head of “Atelje 212”after Mira Trailović. For twelve years, when he 

was its Manager; the Theatre enlarged its theatre company with young artists, and got a 

new building. As of 1992, “Atelje 212”, in its reconstructed building, became one of the 

most up-to-date equipped theatres in the Balkans. The Large Stage has 385 seats in the 

auditorium, and the Theatre in the Cellar has 141. 
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on 20 April 1965 by director Ljubomir Draskic43. At that time, his eccentric 

social satire the Garden Party was being performed with great success. The 

play was performed sixteen times on the stage until 16 June 1966. In the 

archive of the theatre Atelje 212 the material of production of Havel’s 

Garden Party is in the file no. 067. 

 

43 In honour of the Director Ljubomir Draskic a festival was founded, Mucijevi Dani. The 

festival has no competitive dimension, its purpose being to enable experience exchange, 

cooperation and creative associating among people of the theatre from former Yugoslavia, 

mostly from those cities in which Muci Draškić left a deep imprint as theatre director.  
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FIGURE 2: DRUGARSKO VEČE (ZAHRADNA SLAVNOST) – LAST PERFORMANCE ON 16 JUNE 
1966. AUTHOR: VÁCLAV HAVEL (VÁCLAV HAVEL), PR: JASNA NOVAK, AD: RAJA JEDLINSKI, 
DIRECTOR: LJUBOMIR DRAŠKIĆ, SCENOGRAPHY: PETAR PAŠIĆ, COSTUMOGRAPHY: BOŽANA 
JOVANOVIĆ, PREMIERE: 20 APRIL 1966 
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Actors: Vladimir Popović (Hugo Pludek), Nikola Milić (Oldžih Pludek), 

Olga Ivanović (Božena), Miroslav Bjelić (Petar Pludek), Tatjana Beljakova, 

Olga Poznatov (Amalka), Slobodan Aligrudić (Ferda Plzak), Milutin Butković 

(liquidation secretary), Ružica Sokić (liquidation secretary), Taško Načić 

(director). 

Director Lubomir Draskic also presented Havel’s one-act plays, 

Unveiling (Private View) and Audience to the Belgrade audience in 1981, as 

well as full- length play the Beggars’ Opera in 1985.  

Just three years after Garden Party (1965), Havel’s personal Calvary 

began: he opposed the 1968 military intervention, jeopardised his literary 

and social survival and even got imprisoned.  

Without this kind of experience, he would never have created his 

brilliant satirical plays Audience and Unveiling, which, after Vienna and 

Zagreb the Serbian audience was also lucky to see them again at the same 

theatre and directed by the same director. 

Ljubomir Draskic staged at the Atejle 212 theatre on 23 February 1981 

both the one-act plays Audience and Unveiling in one performance because 

in both the plays there varies the same theme of loneliness of confronted 

intellectual lack. 

The playwright is now among the braggy but, of course, well-meaning 

petites bourgeois who “like” him and want “all things to work out fine” for 

him. In their short-sightedness and emptiness, they stupidly advise him to 

enjoy what he can take from life and point to the advantages of so-called 

family happiness, period furniture, flambéed mussels and an imaginative 

sexual life, only for it to end without any solution – in staring at glasses of 

bad champagne, with the fire from the fireplace and the thundering of 

Mozart’s Requiem. 

The performance of one-act plays Audience (Audience, 1975) and 

Unveiling (Vernisáž, 1975) by Václav Havel, directed by Ljubomir Draskic 
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(Atelje 212), translated by Renata Ulmanski, was reminiscent of the times 

when real theatrical plays were performed in basements, sheds, small 

theatres and other similar places.  

AUDIENCE AND UNVEILING,  SOCIO-POLITICAL CONTEXT 

 

No matter how much Havel’s work is being classified into particular 

genre forms, it quintessentially presents the picture of a socio-political 

situation reflected on and in many different ways, while outgrowing the 

basic genre premises. Audience and Unveiling are not typical political plays, 

but we cannot view them by excluding the socio-political context in them, 

either: allusions are very obvious because everything in these two one-act 

plays takes place in the post-1968 period. The problem of the Czechoslovak 

intellectual is the central question of Havel’s Audience and Unveiling, no 

matter how much that intellectual is in a subordinate role, being almost 

invisible in the dramatic events. The sting is best crystallised in that way 

because it is expressed by those who “relieve” the intellectual of his own 

self, his intellectual and creative work; no real dialogue with him is possible 

and he is not allowed to open up, by which he is doomed to eternal silence. 

These plays present Havel in a slightly different light; his satire has become 

less attractive in formal terms but incomparably truer in terms of life. 

 

DIRECTING 

 

Ljubomir Draskic, director of Audience (Audience, 1975) and Unveiling 

(Vernisáž, 1975), in an exceptional way set the misanscene relationships of 

Sládek and Vaněk in Audience as well as Vera, Mihael and Vaněk in 

Unveiling. The play is weaved by placing Vaněk in the position of an almost 

static figure that neither decides nor considerably influences anything, only 
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for it to eventually turn out that he is the one who, with his inarticulate role, 

builds relationships and develops the story to show who and what he is by 

talking about others. In this way, Draskic also set the political context, 

because the less it was emphasised the more striking it became. But in front 

of this socio-political context as a kind of deeper meaning, there are a 

number of different layers flowing into one another, from grotesque and 

comedy to paradox, irony and satire. 

For Draskic, his main character in fact only suffers the action, bends 

under the weight of these characters’ behaviour; with his mostly silent, 

discreet reaction, he comments the actions of the people with whom he is in 

contact. In other words, he evolves into a complete, well-rounded character, 

whose social impotence is quite obvious and fate tragic, solely through 

instantaneous, spontaneous reaction to what life sets before him in specific 

situations. Thus, the full measure of realism is achieved while satire 

unobtrusively emerges from the facts of life, which were not violated for the 

sake of satire. 

Draskic, who is often reproached for unduly putting his imagination to 

the forefront, for sacrificing the message of the work for the sake of joke, is 

here strict with himself as a director, concise, modestly withdrawn to the 

background while firmly controlling the realisation of the characters, the 

maturation of the story and the thickening of satire. Ljubomir Draskic 

showed an entirely different and surely real face of Havel’s play. His 

approach to Havel’s texts was confident, restrained, intelligent and without 

flaunting. Although it is hard to see the reason says critic Vladeta Jankovic44 

for putting such performances in basements and placing them in salons, 

Draskic’s use of the spaces available to him deserves all the praise. With a 

great sense for it, he led the actors to play just on the discomfort, and this 

atmosphere, in Unveiling in particular, was thick to the point of becoming 

tangible.  

44 Vladeta Jankovic, PhD is a founder member of the Democratic Party of Serbia and as an 

art critic she is author of a number of reviews about the avang gard theatre.  
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In Havel’s excellently written one-act plays, the questions directed to 

Vaněk gave us a view into their life, and his brief answers float in the silence 

that Ljubomir Draskic knew how to measure in an exceptional way in his 

play45.  

45 Vladeta Jankovic wrote about the two one-act plays Audience and Unveiling in newspaper 

Politika Beograd, found at the National Library of Serbia in Belgrade.  
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FIGURE 3: AUDIENCE AND UNVEILING, MATERIAL FOUND IN THE YEARBOOK OF THEATRE 
ATELJE 212, NO. 186 SEASON OF 1980/1981. PREMIERED ON 23 FEBRUARY 1981 IN THE 
YELLOW ROOM. ON 16 AND 17 JUNE 1984 THEY PARTICIPATED IN THE INTERNATIONAL 
FESTIVAL IN QUEBEC.   
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The theatre critic Milorad Vucelic46 for Audience and Unveiling, directed 

by Ljubomir Draskic at Atelje 212 Theatre mentions that “when writing 

these one-act plays, Havel seemed to have in mind that intellectuals should 

neither cry nor laugh but comprehend. In a really impressive way, he 

managed to dramatize the situation of an intellectual in a society 

characterised, above all, by the breakdown of values, corruption and 

repression. (Havel wanted to show and point out) and Draskic followed him 

in this in a great and unobtrusive manner the inadequacy of intellectual's 

moralistic position and all the drama of his confrontation with life as mere 

survival. By confronting him with denunciation, envy, primitivism and 

similar at the brewery where he is forced to work, Havel dramatically raised 

and opened the question as to who should be with whom and against whom 

and if revolutionary and human involvement has any sense at all. Draskic 

presented all the tension and Temptations to which any progressive 

involvement is exposed when directly facing its social addressee and 

primary driver of progress”.  

It belongs among the works that confirm that it is possible to achieve 

unity between historical dramatics and intimate dramatics in the theatre. 

Milorad Vucelic brings the message there are few plays that have brought so 

much excitement and managed to disturb us in such a productive way in 

recent years in Belgrade theatres.  

Theatre critic Mladen Sukalo47 defines the performance as “a sting 

about the intellectual”; the play has lost nothing of its freshness despite the 

time span, which, in our Yugoslav framework, is not so short after all. 

Havel’s symbolic and sign system, which he offers through these two 

dramatic texts as well as through his entire dramaturgy, is built on simple 

images, on everyday lines of the characters who, when gathered into a 

whole, get transformed into an almost paranoid picture of man’s alienation 

from others and the environment. 

46 VUCELIC, M., Two Types of Dramatics.  
47 SUKALO, M., A Sting about Intellectual.  
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 Draskic had exceptional collaborators in Petar Kralj (Vaněk), Danilo 

Stojkovic (Sládek), Bora Todorovic (Mihael) and Svetlana Bojkovic (Vera), 

who built so great miniatures in which elements for the recipe for the art of 

acting may almost be found. 
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ACTING 

 

Theatre critic Vladeta Jankovic48 in the Politica Beograd newspaper 

estimated that the Atelje 212 and special actors Petar Kralj (Vaněk), Danilo 

Stojkovic (Sládek), Svetlana Bojkovic (Vera) and Bora Todorovic (Mihael), 

guided by their sure sense of Havel’s dramaturgy and its stage 

transpositions by director Ljubomir Draskic, lived up to that task 

completely. They played their roles leisurely, with an authentic tone of 

ordinary, everyday conversation – starting from Vaněk’s entering Sládek’s 

office and all the way until he resignedly gives up his silent opposition to the 

dull petit-bourgeois mentality of Vera and Michael, accompanied by an 

excerpt from Mozart's Requiem: Dies Irae. 

To all these stories and countless, mostly stupid and sometimes 

insultingly curious questions, Vaněk responds with brief and restrained 

sentences between which lies a vast wasteland of silence. And how else 

could respond a man who suddenly found himself outcast to another world, 

whose life has now become so different from the life of the people he 

encounters? This distance of Vaněk from his partners in the conversation 

was masterly presented to us by Petar Kralj: in his every move, reaction, 

colour of his voice, we saw a man from the other side, some of whose links 

of communication with people are broken. 

Perhaps the most ungrateful task went to Petar Kralj, who in the role of 

writer (intellectual) achieved an impressive acting performance that is also 

among the best actor achievements seen recently, based on the reviews of 

the time49. The way in which Petar Kralj is present in both parts of this play 

(at the brewery and in the petit-bourgeois parlour of his friends) reveals, 

before all, the entire objective side of the circumstances. Without being 

resolute and declarative and without explications, almost without words, 

48 JANKOVIC, V., Audience and Uveiling.   
49 Reviews found in Atelje 212 without specific name of author and date of publication.  
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intelligently, Kralj endures a truly dramatic situation that thus becomes a 

picture of an entire period, a real truth of a historical moment. At the same 

time, Kralj manages to upgrade his human position and endure in a truly 

human and superior way.  

Nonetheless, his seeming nonchalance, his apparent non-participation 

in the performance of his partners only intensified their performance and 

thus created a contrast of two different worlds they represent. His 

expression of indifference to the fates of his partners is so suggestive and 

unfeigned that it represents an essential quality of both the play and the 

directing process. For theatre critic Milorad Vucelic the interpretation of 

Petr Krajl, not away from the people and not against the people who 

surround him, but with the understanding of all challenges of the situations 

he is in. It must be said also that such kind of reaction of an actor to easily 

recognisable life situations and common places of futile conversation in 

which he must live from time to time has not been seen in our theatres for a 

long time50.  

However, the most is accomplished by Petar Kralj, whose performance 

brings a real little triumph of stage realism and achieves what in principle 

may only be achieved in the films: he most often confronts us with an 

extremely moving albeit silent face onto which, as if it were made of wax, 

mixed feelings, the suffering, the passing time and the actions of the people 

surrounding him are being imprinted – with a face that is a full stage 

equivalent of the fate of a man whose suffering remains without an echo in 

the real world, happening amidst general indifference, amidst oblivion.  

Deprived of real text, Kralj phenomenally played the subtext part, 

expressing himself with discreet facial expressions (so many things may be 

expressed by eyebrows), the position of his body and arms, intonation of 

banal lines, and even mere pauses. 

50 VUCELIC, M., Two Types of Dramatics. 
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In a really exceptional way, Danilo Bata Stojkovic felt and understood 

precisely this dimension of the play and accordingly played his role 

brilliantly. Stojkovic did not play the small manager of the brewery as an 

unambiguous primitive, prisoner of his immediate dirty interests, but as a 

man who is immersed in the worry of survival and witnesses all the traps of 

the situation in which he is placed and where he must find his way and 

survive. Stojkovic did not play this role using the tools that would transform 

his privileged dramatic status into the superiority of his position. At the 

same time, Stojkovic's role did not give the chance for his life to be 

understood as the mire distant from the loftiness of a martyr intellectual. 

Using sovereign acting tools in a thoughtful and inspired manner, Stojkovic 

truly dominated the whole first part and managed to control and turn to the 

right direction all the reactions of the audience in a superior manner. 

 As regards Danilo Stojkovic’s performance, there would almost be not 

enough words to describe all that is seen and felt while attending the 

performance of Audience. It is enough just to mention some of his gestures 

and facial expressions as he, say, is drinking beer, glass after glass, in a 

specific way, when he mentions the actress Bogdalova or when he 

repeatedly opens the circular flow of the performance, which is started with 

almost identical means, from words to gestures, so that each new structure 

has a common denominator. Stojkovic fascinated the audience by routinely 

drinking a large quantity of beer while managing to keep his acting 

concentration. Danilo Stojkovic (played the brewery manager) and was 

convincing in the gradual increase in blunt beer drunkenness (they drink 

real beer in Audience, unfortunately not Czech). 

Danilo Stojkovic made his bureaucratic martyr moving and worthy of 

contempt at the same time. Remaining in our memory will be brief, 

insecurely cautious glances from below to check the effect of the offer – one 

of the delicate moves by which really good actors know how to breathe life 

into the playwright’s creation. 
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 Bora Todorovic and Svetlana Bojkovic did their job as a typical petit 

bourgeois couple fully for the purposes of the play. Svetlana Bojkovic and 

Bora Todorovic, in the role of a married couple adapted to the new order of 

things, look like a masterfully trained duet, like puppets from the surviving 

and yet so real bourgeois world; they reduce their acting to emptied 

gestures, to ritual monkeying around a ceremoniously laid table, traversing 

the stage like a peacock, like a face from Buster Keaton comedies. For the 

theatre critic Mida Stevanovic in a review in the newspaper “Ilustrovana 

Politica”51 the actor, Bora Todorovic, demonstrated his exceptional skills of 

conversational acting and Svetlana Bojkovic brought into her Vera character 

such a dose of charm and femininity that is hard to resist even though Vera 

is a type of narrow-minded petit bourgeois.  

 

FIGURE 4: ACTOR BORA TODOROVIC IN UNVEILING PERFORMANCE, ATELIE 2012.   

Bora Todorovic outlined the character of a successful conformist who 

deliberately turns a blind eye to the reality and does not dare to sign the 

postcard he is sending from Switzerland to his disfavoured friend. The most 

deserving for the sought and obtained atmosphere of unpleasant tension 

51 STEVANOVIC, M., Review,  ILUSTROVANA POLITICA 
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that Unveiling was redolent of is Svetlana Bojkovic; the affectedness and 

falsity may be expressed in a natural and genuine manner only by highly 

self-conscious actors such as her. In this, Bojkovic had an ideal collaborator 

in Bora Todorovic, who sovereignly controlled the potentially dangerous 

caricature element in the text. 

Based on the reviews of the time the performance of Svetlana Bojkovic 

and Bora Todorovic in Unveiling, no matter how impressive it may have 

seemed, perhaps did not have such a range of quality as the performance of 

Petar Kralj and Danilo Stojkovic. This in no way indicates their value52. 

 SCENOGRAPHY  

 

Havel's plays were performed in two different venues: the first at the 

Theatre in the Basement, where for a moment the interior was 

reconstructed on the stage of a dusty, greyed-out shack in which the only 

trace of luxury, the only status symbol, is a thickly padded entrance door, 

and the second at the Art Salon of Atelje 212 where a false splendour of a 

world was evoked under a brilliant light towards shiny mirrors, among 

walls crammed with paintings. 

The scenographer of Atelje 212, Todor Lalicki, was often working with 

Ljubomir Draskic. He managed to create a gloomy atmosphere of a brewery 

office in the basement of Atelje 212 and furnished, with excellently selected 

details, a nouveau-riche apartment full of objets d'art in the Art Salon and 

Svetlana Bojkovic prepared real flambéed mussels that Bora Todorovic 

gladly ate. 

 

CONCLUSION 

52 Collected reviews from the Theatre Atejle 212. 
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And the actors, in turn, perform like in the best days of Atelje 212. 

Danilo Stojkovic, as an unfortunate brewery manager, simulates a real 

father of the nation: thorough, worried, prone to philosophising, basically 

insecure, with eyes constantly alert, with a face flaring with flickers of bare 

instincts. 

Finally, it should be said that Audience and Unveiling, both one-act plays 

are dominated by Petar Kralj as Vaněk, and he achieves it, paradoxically, by 

silence and minimal gestures and facial expressions. By finding tiny facial 

interjections visible only to a careful observer, always in a precise manner 

and at the right point, he ideally incarnated the position of the intellectual. 

Based on the reviews of the time we can have a conclusion that the 

performance of Audience and Unveiling, directed by Ljubomir Draskic was 

the recipe for the Art of Acting.  

 In the opinion of theatre critic Vladeta Jankovic, Petar Kralj’s role is so 

far the most impressive acting achievement of the season. Although there 

will be more premieres by autumn, the October jury can already count with 

one serious nomination. Deprived of real text, Kralj phenomenally played 

the subtext part, expressing himself with discreet facial expressions (so 

many things may be expressed by eyebrows), the position of his body and 

arms, intonation of banal lines, and even mere pauses. Very rarely, there are 

occasions like this where it seems that the actor performed more and better 

than the playwright wrote and perhaps even conceived. Danilo Stojkovic 

made his bureaucratic martyr moving and worthy of contempt at the same 

time. Remaining in our memory will be brief, insecurely cautious glances 

from below to check the effect of the offer – one of the delicate moves by 

which really good actors know how to breathe life into the playwright’s 

creation. It is possible; however, that Stojkovic slightly overemphasised the 

comical dimension of the Sládek character. The most deserving for the 

sought and obtained atmosphere of unpleasant tension that Unveiling was 
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redolent of is Svetlana Bojkovic; the affectedness and falsity may be 

expressed in a natural and genuine manner only by highly self-conscious 

actors such as her. In this, Bojkovic had an ideal collaborator in Bora 

Todorovic, who sovereignly controlled the potentially dangerous caricature 

element in the text. 

According to the opinion of theatre critic Vladeta Jankovic, Havel’s texts 

Audience and Unveiling are not some grand literature. In particular, the 

second one-act play is more direct than it should be, while both slightly tend 

to “drag” to their points, but the whole is meaningful, relevant and 

humorous. “His resignation is true and human and his bitterness does not 

bear hate.” In her opinion, critic Jankovic points out, that it would be deeply 

wrong to look primarily at politics in these plays. “They reveal some of the 

innumerable faces of moral conformism, too”.  

Audience and Unveiling should suggest a certain almost unbearable 

feeling of pressure and helplessness, which was well noticed by the 

interpreters of the play.  

Based on theatre reviews published at that time, Petar Kralj’s role was 

so far the most impressive acting achievement of the season. According to 

Jankovic, very rarely were there occasions like this where it seemed that the 

actor performed more and better than the playwright wrote and perhaps 

even conceived.  

Two years later, the plays Audience and Unveiling were performed by 

the Atelje 212 Theatre at the stage of the National Theatre of Bosanska 

Krajina in Banjaluka and also in the skyscraper Hall in Rijeka. Even hardly 

practicable in that guest performance, the production did not lose much 

because of this, although the overall experience of these two one-act plays 

would have been quite different from one that was performed from the 

guest performance of Atelje 212 ensemble in Banjaluka53. The same year 

53 Notes by DRAŠKIĆ L., Audijencija / Vernisáž.  
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the play Audience (Audience) was played in the National Theatre in Zenica; 

and then both one –act plays in the National Theatre in Split on 12 April 

1982.  

General impression was that performances were well done and they 

were also different from other plays that had been staged until that time. In 

the National Theatre in Zenica, the play was directed by Zoran Ristovic, 

production designer was Radovan Marusic, costume designer Vesna 

Karaus-Suljic, actors Bosko Maric and Mugdim Avdagic. The premiere took 

place on 28 December 1981. Because it was performed on the small stage, 

due to the interest of the public two premieres were arranged. One 

exception was the set design by Radovan Marusic, and he received many 

awards for this work. The audience could clearly feel like it was in the 

brewery where the play was unrolling. This play had a realistic orientation, 

but also general stylistic orientation of the theatre. Based on the reviews of 

the time the play lost its tempo, was very slow and the audience found it 

difficult to follow the play at some moments.  

We should note that at that time until May 1992, Bosnia-Hercegovina 

was part of the former-Yugoslavia.  

Chamber Theatre 55 (founded in 1955) following the vision as defined 

at its very outset by its visionary founder, Jurislav Korenić, introduced to its 

audience a new form of drama which was emerging in the art of European 

theatres at that time, namely “the Theatre of the Absurd” or “anti-drama.” 

Absurd paywrights such as Beckett, Ionesco, Genet etc, and many other new 

authors were heard for the first time in Bosnia and Herzegovina. Theater   

had a decisive influence in a whole generation of drama artists who have 

recognized this “ring-like stage”, surrounded by audience, unlike the frontal 

type of stage, with its insurmountable swing-gate, as the opportunity of a 

more intimate and more sincere acting and for the establishment of His 

Majesty the Actor as the key factor in theatre, since it was only at the small 
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stage that actors could act on their audience in more direct and natural 

manner, resisting the pathos, clichés and false intonation54.  

Over the years, Chamber Theatre 55, National Theatre of Zenica, 

Theatre of Tulzi etc, introduced many original plays written by Bosnian-

Herzegovinian playwrights as well as international playwrights including 

Brecht, Pinter, Albee, Pirandello, Camus, Durenmatt, Pavel Kohout, 

Shakespeare, Sartre, and Havel. 

Since its founding, Chamber Theatre 55 has premiered over two-

hundred and fifty new plays. It also holds a certain status as a cult spot. 

During the years Sarajevo was under siege, audiences would still come 

during those incredibly difficult times from 1992 to 1995, and bring candles 

to watch performances literally under the shells and mortars falling. Almost 

every day this continued but still the theatre remained open and held 28 

premieres during that time.55 Regarding the Havel’s plays staged in Bosnia 

and Herzegovina, see the work of Emir Zec.   

  

 

NATIONAL THEATRE IN BELGRADE  

The National Theatre in Belgrade opened its 1982/83 season with 

Havel’s play Memorandum directed by Vladimir Aleksi. Throughout its rich 

history, the audiences of National Theatre in Belgrade had seen many 

performing guests, best dancers, singers and actors of their time. The 

constant quality of the repertoire that merges good tradition with 

contemporary approach, along with the outstanding level of performing 

quality is the artistic trademark of the theatre. Productions of the National 

Theatre in Belgrade are touring the country and abroad, reconnecting with 

the family of best European theatres that we belong to. 

54 Sarajevo: Oslobođenje (newspaper), 1955 
55   ZEC, E. VÁCLAV HAVEL’S PLAYS STAGED IN BOSNIA AND HERZEGOVINA. 
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Since its inception in 1868, the National Theatre in Belgrade has been 

fostering finest Serbian culture and tradition. Today, it hosts three artistic 

ensembles of Opera, Drama and Ballet under the same roof. The National 

Theatre productions are given in two auditoriums on the main Belgrade 

square. The main stage can seat 700, and Rasa Plaovic stage seats 300 

spectators. Including guest programmes, the National Theatre in Belgrade 

shows more than 600 runs per year for the audience of almost 150,000 

spectators. 

At the beginning of the 19th century, at the time of national awakening 

of the Serbian nation, the idea of a theatre as an institution was born, an 

institution which would be of a great help in fighting backwardness and 

illiteracy. It would also contribute to the creation of progressive ideas and 

the growth of national culture. 

The first amateur performances were shown in Kragujevac in 1835, in 

the presence of Prince Mihajlo. They were organized by a great theatre fan 

and writer Joakim Vujić. When the capital of the Serbian Principality was 

moved to Kragujevac, the idea of a theatre also moved there. There were no 

professional actors in Serbia at that time nor a suitable theatre building. 

Performances were held at various venues, in buildings adapted for those 

needs: Belgrade Customs Office, better known as Đumrukana, where the 

performances were played in a warehouse, than at the hotel “At Jelena’s”, in 

Šopić’s bathroom, in Prince’s Great Brewery, hotel “The Serbian Crown” and 

the restaurant “The English Queen”. 

The first idea about a permanent theatre in Belgrade appeared in 1851, 

when the committee “Lovers of National Education” was founded. The 

theatre was supposed to be at Zeleni Venac. However, due to unsafe marshy 

soil the construction, soon after the beginning, had to be brought to a halt. 

Only remains of foundation were left at that site and parts of walls from 

which bricks were taken for the new theatre building later built near 

Stambol Gate. Cessation of building of the theatre at Zeleni Venac did not 

discourage the Theatre Council and their supporters who turned to Prince 

Mihajlo for help. So, in 1863 the National Theatre was established. It had 
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professional ensemble, management well educated in literature and theatre, 

rich repertoire and stock system.  

The erection of the building of the National Theatre in Belgrade was 

done quickly. Next to Captain Miša’s edifice, it was the largest and most 

luxurious building in Serbia. By distribution of masses, horizontal and 

vertical division of spaces and the chosen motives of the surface treatment 

of the main façade, this theatre remind us of La Scala theatre in Milan, built 

20 years earlier.56 

The activity of drama of the National Theatre can be viewed as a 

development in four stages: from 1868 till 1914, from 1918 till 1941, from 

1945 until 1991, and from 1991 till today. The first stage is marked by many 

tragedies and enactments inspired by medieval and modern history, like the 

Death of Uroš V by Stefan Stefanović. The characteristic feature of the 

repertoire of the National Theatre, especially at the end of the 19th century 

were plays with singing like dramatizations of Stevan Sremac’s57 popular 

short stories: Zona Zamfirova and Ivkova Slava. 

In the first two decades of the 20th century the broadening of subject 

matters was noticeable. Beside Branislav Nušić others like Simo Matavulj, 

Vojislav Jovanović Marambo, Mirabo and Milivoj Predić must be mentioned. 

Koštana by Borisav Stanković was first shown at the very beginning of the 

20th century and it has remained the cult performance of this theatre till 

this day. In the first stage on the repertoire of the National Theatre were 

plays written by the most significant writers of all periods: from the earliest 

(Sophocles), to Shakespeare, Calderon, Molière, Racine, Goldoni, Rostand, 

Gete, Ibsen, Strindberg, Gogol, Ostrovsky, Chekhov and Gorky. 

The National Theatre in Belgrade has two halls for performing arts. The 

main stage, also known as the Grand Hall has 3 levels. The ground level has 

56 External link, accessed at http://www.narodnopozoriste.rs/ 
57 Stevan Sremac (11 November 1855, Senta – 13 August 1906, Sokobanja) was a Serbian 

realist and comedy writer. He is considered one of the best truly humorous Serbian writers. 

SKERLIC, J., Istorija Nove Srpske Književnosti, pp. 397-403.  
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219 seats in total with the seats at the front being most expensive. There are 

3 balconies in the theatre with the first one being the most expensive. Large 

operas, dramas and ballets are presented at the Grand Hall. 

The second performance facility is Raša Plaović Stage that has 281 seats 

and no balconies. It is much smaller and less beautiful then the Grand Hall. 

Smaller scale dramas are performed on this stage. 

The events of 1999 

During one of the toughest times in Serbian history, which is the 1999 

NATO bombing this theatre was the only one to open its doors to the public 

during the 78-day air raids. For only 1 dinar, opera plays and ballets were 

performed to the public. The performance times were very unusual, from 3 

to 6 pm. It was done this way because in that period of time there were no 

NATO air strikes on Belgrade. World well-known opera conductor, maestro 

Alberto Zedda, said once that during those horrible days the Belgrade Opera 

was proudly writing the most dignified pages of history of world opera58.  

 

THE MEMORANDUM  

 

The play Memorandum (Vyrozumění, 1965) was staged at the National 

Theatre in Belgrade on 1 October 1982, for the first time in the Balkan 

countries, translated by Aleksandar Ilic. The anecdote about the terror of an 

unknown language is stretched to two long hours without enough theatrical 

turns, although the characters rapidly enter and exit the scene, as in French 

vaudeville.  

Directed by Vladimir Aleksic, this production has the crisp precision of 

farce as it moves from scene to scene, though the back-and-forth banter 

58 External link, accessed at http://www.narodnopozoriste.rs/ 
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within those scenes often feels slack. Director Vladimir Aleksic, directed the 

Memorandum with the right conviction that the absurdities of an “absurd 

drama” should be treated as normal in order for them to be really absurd. 

The reach of the play is not particularly great. According to the idea of 

the young director, Vladimir Aleksic, it is placed in an inappropriate, 

excessively large stage area, burdened with many rotations, commented 

from the outside by a noisy cacophony of voices, which prolongs the story 

as whole as well as individual actions beyond the limits allowed by the play. 

In relation to the performance, the theatrical language the director uses 

behaves as the language communication that Havel mocks: with these tools, 

everything is named from a distance in a somewhat complicated manner, 

but nothing is completely mastered. 

 

ACTING: 

 

The main character of Joseph Gross (not accidently a namesake of 

Kafka’s Joseph) was played by Bogdan Diklic as a slightly melancholic 

ordinary man who found himself in unusual circumstances, a man ready for 

any compromise, having no lust for power and drifting with circumstances, 

the sort we all tend to be within the coordinates of public life. Branislav 

Jerinic as Jan Balaz was the complete opposite of the quiet Joseph Gross, a 

man blinded by the lust for power.  The whole ensemble performed in 

Ptydepe in a humorous and skilful manner, and delivered a natural 

presentation of the translation of Aleksandar Ilic, an excellent connoisseur 

of Czech literature. 

Scenography was all white walls and white furniture, punctuated by a 

wall-to-wall bright red rug and a sparing use of primary-colour props — has 

a sort of “Mad Man” meets Czech modern sleekness.  
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The audience was well engaged throughout the staging, and the closing 

scene with lighted lamps served as a telling conclusion. The absurdity of the 

situations and the mandated languages had the audience often laughing 

aloud. 

SET DESIGN:  

 

  I must particularly mention the set design. Highlighting of different 

areas evoked different locales without any change of stage properties. Two 

rotating “doors” of rectangular frames allowed the constant procession of 

the cast members to enter and exit throughout the play. 

COSTUMES:  

  

  And it’s complemented by costumes, all in shades of gray (with one 

delightful burst of colour). The theatre critic Vladimir Stamenkovic in his 

review “form as destiny” mentioned that “Two actors, Mihajlovic and Diklic, 

somewhat reconcile the two opposite methods and that is why their 

creations are most striking. Indeed, both the young director and the actors 

with their preferences formed in the realistic theatre, have an excuse: 

Havel’s play is too much of a task, mostly because it is hard to define in 

terms of genre59”.  

In the review of the theatre critic, Jovan Cirilov, “Trouble with 

Language”, he pointed out after the premiere: “Clerks are living in their 

grey, musty rooms, and the power is held by those who know a new 

language called Ptydepe, until the declaration of the period of the newest 

language, Chorukor. In the meantime, we are witnessing scenes in which, 

during the entire working hours, secretaries comb their hair and buy rolls, 

other clerks hide in secret storage spaces in the walls and chairwomen of 

59 STAMENKOVIC, V., Form as Destiny, pp. 156-158.  
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something not specified appear. So it is an iconography of humoristic clichés 

on bureaucrats and Kafkaesque terror of “unknown language60”. 

Based in others sources and reviews of the performance of the 

Memorandum at the National Theatre, I am also of the opinion that the 

performance was slow and dragged out, only at times being witty and 

funny, primarily when classroom scenes were shown. The acting in it was 

uneven in terms of style; one moment it approached character comedy 

(Jerinic, Viktorovic, Pesic), the next moment it was so stylized that we get 

the impression that we have before us the figures from an Ionescian type of 

theatre (Ejdus). 

 

PROTEST AND ATTEST  AT THE NATIONAL THEATRE IN 
BELGRADE 

 

Havel’s one-act play Protest and Pavel Kohout’s one-act play Attest was 

performed on stage as one piece in couple of cases in Yugoslavia. The 

performance was staged on 10 January 1984 at the National Theatre in 

Belgrade. The circle 101 Stage, where small theatrical forms was fostered 

with noticeable success, also saw premieres of two one-act plays – Václav 

Havel’s Protest and Pavel Kohout’s Attest – both directed by Zelimir 

Oreskovic and with good scenography by Vladimir Marenic and costumes 

by Ljiljana Orlic. The director chose both one-act plays for the fact that these 

two playwrights had similar literary fate and anti-political alliance that they 

were sharing. (Pavel Kohout, novelist and playwright like Havel was outside 

his country the most performed Czech playwright in the post-Second World 

War period, but he belonged to the group of banned writers who had left 

the country after 1968).  

  

60 CIRILOV, J., Trouble with Language. 
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DIRECTING 

 

Since such performances are noticed not so much for their technical 

arrangements, light, disposition of scenic elements and movement of actors 

as for the satirical observations and laughter they provoke, the attention 

was focused on the text itself and its interpretation. What is interesting and 

unusual for this theatre is that the main character in both of these miniature 

performances is one and the same person, Vaněk, a writer, dissident and a 

man who has gone through imprisonment and various tortures in his 

Socialist community but has not changed. He still fights for human rights, 

freedom and subjective concepts of democracy. He has therefore come to 

terms with his fate and social status, behaves very modestly, can bear 

various forms of harassment, responds quietly and sticks persistently to his 

ideas. As soon as he hears that a young actor was arrested, he immediately 

initiates a campaign of protests and collects signatures of prominent 

persons from the world of culture. This leads him to a former schoolmate of 

his, now a respected conformist writer Stanek (played by Milos Zutic). But, 

at the same time, the latter wanted to call Vaněk and persuade him of the 

need for protests, because the arrested is a guy whose child Staněk’s 

daughter bears. 

This likable and easy-to-understand Vaněk also appears later in 

Kohout’s Attest with his dog Ajax at a Cynology Association, with a desire to 

obtain documents and a pedigree for the purpose of breeding that 

exceptional Czech herding dog. However, the man who has violated the 

official policy and, what’s more, is no longer a member of any association or 

union, cannot even get a permit for his dog. 

Director Zelimir Oreskovic understood this difference and set Protest as 

a modern conversational marivaudage and Attest as an absurd comedy of 

manners in which the paradox culminates in the character of the Cynology 

Association director, who has a pathological fear of dogs, as a symbol of the 

socialist bureaucratic principle “a wrong person in a wrong place”. 
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This is sufficient for the writer to develop a satirical comedy with a lot 

of associations. The standard characters are brought up to date and 

localised so a recognisable atmosphere is created, a lively, rhythmical play 

is encouraged and some effective scenes spontaneously arise. 

ACTING 

 

Of course, it is better when current one-act plays are played in a 

spirited manner, like Staněk in Protest was played by Milos Zutic – 

brilliantly, although with an excessive touch of irony towards a moral 

vacillator like that playwright is – a master of moral self-justifications – or 

discreetly, as Vaněk is portrayed and usually played in Havel’s earlier one-

act plays Audience and Unveiling, the way he was played by Mida Stevanovic. 

 In Attest61 too, Mida Stevanovic remained the reserved Vaněk while 

Ljiljana Jankovic and Slavka Jerinic outlined in sharp strokes the clerical 

souls from the Cynology Association as did Predrag Tasovac the permanent 

guest of the Association, engineer Čech. In strong, even excessively strong 

colours, Branka Sekulovic painted in our manner an official’s daughter, who, 

no matter how limited and incompetent she is, saves the day because she 

transfers the ownership of the dog to her father and then entrusts Vaněk 

with the dog. She tried to make the character of Ivanka, who got employed 

here through connections but has no idea what her job is and how to do it, 

extravagant just as if she was from our parts. 

Blaza, the clerk, was played by Ljiljana Jankovic, comprehensively, with 

a colourful look and gesture and with her casual confessions and stories, in 

a really attractive way. Slavka Jerinic, who plays their director, confidently 

makes satirical points and creates a character that reveals in her actions the 

relations ridiculed with pleasure by the author. The crown of everything is 

Predrag Tasovac as engineer Čech, a typical man versed in dogs, but who 

61 We have also found the play Attest with the name Permit.  
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also charmingly depicts the mentality of a Czech citizen and shows the 

reactions typical for the present time in addition to all of his traditional 

traits. 

The theatre critic Petar Volk wrote in the newspaper “Ilustrovana 

Politica” on 31 January 1984 that when actors themselves enjoy the play, it 

is easy to make a coherent performance. This one is just such situation – in 

the tradition of the very best that has so often been seen on this stage and of 

those Mincic settings: simple, unobtrusively organised but pure and direct, 

unpretentious and open, so there is no forcedness. 

 In my opinion, the public of those performances in the Balkans 

countries can still experience something quite close to them in humorous 

situations, although they relate to a different environment and concept of 

socialist relations in everyday life.  

 In the same article theatre critic Petar Volk writes about the premiere. 

“There are works for which it doesn’t matter how they were set or how well 

they were played. Those are current satires whose spirit is captivating and 

whose sharpness is conscience-awakening. The message is so universal that 

it can easily be understood even outside the territory of the socialist 

countries62.” 

62 VOLK, P., Protest i Atest. 
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FIGURE 5: REVIEW OF THE PERFORMANCE PROTEST- ATTEST, 18 JANUARY 1984 IN 
THE NEWSPAPER “POLITIKA BEOGRAD”. 
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FIGURE 6: REVIEW IN THE NEWSPAPER “ILUSTROVANA POLITICA”, 31 JANUARY 
1984, PROTEST – ATTEST. 
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 FIGURE 7: A REVIEW PUBLISHED IN THE NEWSPAPER “ILUSTROVANA POLITICA”, 
BELGRADE, 15 JANUARY 1984. 
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CONCLUSION 

 

Based on the theatrical performance and theatre reviews of that time I 

think that Havel became also a leading satirist, and why not, when he covers 

the issues as well as the time that the public themselves knew well. Those 

who dictate taste prefer foreign satire to domestic one. In those 

circumstances, therefore, it was increasingly reducing it to harmless poetic 

aphorisms. Theoretical viewpoints are formulated too according to which 

they don’t even need satire so they most often identify it with fault-finding.  

Directors and actors on Yugoslavia territory are proud of their freedom 

and they think of themselves as equal to others and yet they perform plays 

written beyond our borders. They have long performed Russian classical 

texts and then contemporary Polish ones and, more recently, Czech texts 

because, in the pathetic politicisation of their mentality, they are less and 

less able to look at themselves in a distorting mirror, and the brotherly help 

of these Czech writers comes in handy so that we also have a satirical 

theatre. 
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FIGURE 8: FLYER OF PERFORMANCE PROTEST - ATTEST STAGED ON 10 JANUARY 1984 AT THE 
NATIONAL THEATRE IN BELGRADE. 
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FIGURE 9:  PHOTO FROM THE PERFORMANCE PROTEST- ATTEST STAGED ON 10 JANUARY 
1984 AT THE NATIONAL THEATRE IN BELGRADE. ON THE LEFT IS ACTOR LILJANA JANKOVIC 
(BLAZA) AND ON THE RIGHT IS SLAVKA JERINIC (DIRECTOR). 

 

 BELGRADE DRAMA THEATRE  

 

The Belgrade Drama Theatre (Beogradsko dramsko pozorište, BDP) 

was founded in August 1947, and it was the first city theatre formed in 

Belgrade, Serbia after the Second World War. The first opening night of the 

Youth of the Fathers by Boris Gorbatov, staged by Petar S. Petrović was 

performed on the stage on 20 February 1948. The building on Crveni Krst, 

in which this theatre is nowadays, was opened in the season of 1948/49, 

and the first opening night performed on this stage was Sumnjivo lice by 

Branislav Nušić, produced by Salko Repak, on 20 March 1949. In the period 

from 1959 to 1975, BDP, with Belgrade Comedy, made one theatre house – 
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“Contemporary Theatre”, and in December 1975, it became the Belgrade 

Drama Theatre again. 

In the mid-1950s and at the beginning of 1960s BDP had its “golden” 

period, mostly owing to particularly successful performances of the works 

of contemporary American playwrights and a brilliant galaxy of actors, 

stage managers, stage designers, costume designers, who, with their talents, 

made the reputation of the stage on Crveni Krst. The legendary 

performances of Death of a Salesman, Cat on a Hot Tin Roof, The Glass 

Menagerie, Mother Courage and Her Children, A View from the Bridge and 

other contemporary classics came near the cult status among the 

theatregoers. 

Today, Belgrade Drama Theatre (BDP) works with a repertory artistic 

company and carries on the tradition created by performances of the classic 

and avant-garde dramatic literature, whereby it has created and maintained 

its recognizable style and artistic expression. In the spring of 2003, a 

thorough reconstruction of the theatre building was completed, bringing it 

to the level of high European standards. 

 

 LARGO DESOLATO,  PERFORMANCE AT NATIONAL DRAMA 
THEATRE 

 

In late December 1985, Largo Desolato had its premiere on the New 

Stage of the Belgrade Drama Theatre.  

The main character of the drama Largo Desolato, philosopher Leopold 

Kopriva, is constantly under the surveillance by state authorities because of 

his texts On Love and Nothingness and Ontology of the Human Self. However, 

living on the profits of his courage that he acquired by his public activity in 

the society are his wife, his mistress, his friend, two strange characters and 

a young female student. All of them are seeking in him a public 
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representative of their own hidden dissatisfactions, disagreements and 

cowardice. Torn between these aggressions, Kopriva is losing his identity 

and his attitude is melting down; instead of persevering in his work, he 

surrenders to the mainstream of insignificant encounters that make him 

neurotic and apathetic, to finally desperately exclaim, “Leave me alone!” 

 

DIRECTING 

 

Director Dejan Mijac masterly builds a play of remarkable dramatic 

tension in which the fate of Kopriva develops vertically to that scream and 

cry, “Leave me alone!” The interpretation of the parts of the drama’s 

nonverbal plane was achieved by distinctive stage language so that the main 

character’s fear, anticipation, dilemmas, apathy, and then neuroticism and 

anticipation of imminent, cruel future are experienced with full intensity, 

without pathos or complacency. And last but not least: Mijac discreetly 

emphasises the humour that makes a nightmarish and cruel human 

situation credible. 

Dejan Mijac proved to be a master in the work with his actors as well. 

The ensemble of the Belgrade Drama Theatre performs as if they were 

rejuvenated. 

From theatre critic Avdo Mujcinovic in this review “A Rebel’s Fate” 

published in Politika Expres Daily Newspaper he quotes, “For the director of 

Largo Desolato, Dejan Mijac, one carefully observes everything that is 

arranged in it, it is clear that Dejan Mijac has a very precise concept of their 

common expression. In contrast to the scenery, the actors speak quite 

quietly, almost in a whisper, with no special intensity in many passages, so 

that this creates an impression about something that perhaps has not been 

uttered at all or has not happened, and in any case it is about an 

introspection of the main character. His thoughts and distance in relation to 
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his surroundings and even himself are threaded through seemingly every 

day and ordinary events63”. 

63 MUJCINOVIC, A., A Rebel’s Fate. 
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 ACTING 

 

The actors’ energy was controlled in a precise manner according to the 

requirements of intimate theatre. Vlastimir Djuza Stojiljkovic masterly 

played Dr. Kopriva. Stojiljkovic added such nuances to the character in such 

a superior manner towards the highest emotional point; he artistically 

interpreted it so well that it cut both into the heart and into the soul of the 

audience. The Lusi character was excellently shaped by Ljiljana Lasic. 

Without her inspiration, her openness on the stage and her discreet 

naturalness that is captivating, the performance would not have had that 

precious humorous dimension. Excellent roles, with a sense of discreet 

acting style, were performed by Ljiljana Sedlar as Zuzana, Dragoslav Ilic as 

Olda, Bora Stojanovic as Olbram, Milan Erak and Nikola Jovanovic in double 

roles, as well as young Zeljka Cvijetan Gortinski as Markéta. 

The sharp sound of the doorbell was musically shaped very effectively 

by Vojislav Kostic, who turned it into a pure theatrical sign of a specific 

dramaturgical effect. All this is expressed by Vlastimir Djuza Stojiljkovic in a 

simple but rich and meaningful manner, in nuances and with a desired self-

irony that destroys all symbols of heroism, suffering, humiliation and 

dissidence until it creates a picture of alienation not only from the society 

and his own work but also from himself. This really is an actor's expression 

of first-class value. 

 Every time he comes to visit Leopold’s wife, his friend, a doctor named 

Olda, played quite appropriately by Dragoslav Ilic, routinely checks her 

pulse and does the same things in a mechanical and uninterested manner. 

Leopold’s wife Zuzana was convincingly played by Ljiljana Sedlar, also in 

the same atmosphere: she takes care of their home, shopping, her husband 

and his female friend, but these words of hers are only conventional 

expressions behind which a different life with all of its more important 

details may be sensed. There are also two characters from the police and 
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two workers from the printing bureau, having the same name because there 

are no substantial differences in their reactions, and they are played quite 

well by Milan Erak and Nikola Jovanovic. 

The text emphasises irony but not only on the general level, and so 

there is also Leopold’s friend Lusi, effectively and vividly played by Ljiljana 

Lasic. A young female student that would like to help her professor with her 

love was played by Zeljka Cvjetan. 

Both these pretentions become evident only partly in our play, and that 

despite the obvious effort both of the director, Dejan Mijac, and of the eight 

good actors, and especially Vlastimir Stojiljkovic (Leopold) and Ljiljana 

Lasic (Lusi), to avoid everything politically declarative and to use both 

psychological and grotesque elements in acting to show that what is 

generally human within a tragicomedy played in undertones.  

All this is expressed by Vlastimir Djuza Stojiljkovic in a simple but rich 

and meaningful manner, in nuances and with a desired self-irony that 

destroys all symbols of heroism, suffering, humiliation and dissidence until 

it creates a picture of alienation not only from the society and his own work 

but also from himself. This really is an actor’s expression of first-class value. 

All actors in the play use almost the same words, but, deprived of their 

original meaning, they seem conventional and even absurd. Each character 

has only a few lines and, by being repeated, they succinctly outline his 

disposition. 

All actors in the play use almost the same words, but, deprived of their 

original meaning, they seem conventional and even absurd. Each character 

has only a few lines and, by being repeated, they succinctly outline his 

disposition. 
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 SCENOGRAPHY 

 

Probably for this reason, Boris Maksimovic scenographically shaped the 

playing area as standard scenery for a large stage, as Dejan Mijac wished. A 

recognisable ambience was achieved, which was dominated by certain 

social and living conventions. One might at first think that because of all this 

it was, after all, a mistake to place the play in the small hall. 

Costumes and everything here is quite realistic and typical. Made by 

Branka Petrovic the costumes are in a similar style as well. Boris 

Maksimovic gave his contribution to this performance; he brought a 

cultivated stage language together with costumes and composer Vojislav 

Kostic and also choreographer Dragana Ivanji. The sharp sound of the 

doorbell was musically shaped very effectively by Vojislav Kostic, who 

turned it into a pure theatrical sign of a specific dramaturgical effect.  

 

CONCLUSION 

 

Simply in the performance the audience is willing to see less the deeper 

layer, the philosophical irony in the Havel’s story and more what is 

recognisable at first glance, a real presentation of a specific social practice. 

There are no dissonant tones in this play and Dejan Mijac enriched all 

elements with his setting, so it resulted in a subtle performance of very 

stable qualities, for the theatre critic Petar Volk “that confirms that we need 

playwrights like Havel because they create a modern theatre that ascends to 

the domain of real art”. 

For the theatre critic, Vladimir Stamenkovic, in the performance of 

Largo Desolate everything is in its place in this muted tragicomedy: the 

characters are intensively lively, the physical actions discreetly deepen 

79 
 



what people speak and feel, and the atmosphere is simply soaked in 

threatening silence, which, as the play progresses, acquires more and more 

the role of active dramatic character. However, what is most precious in the 

play is that it is somehow radiant from within with a melancholic, warm 

humour and sympathy for human weaknesses, the qualities that our 

viewers so appreciate about Havel and for which they see him as their own, 

Yugoslav playwright. 

 Both these pretentions become evident only partly in our play, and that 

despite the obvious effort both of the director, Dejan Mijac, and of the eight 

good actors, and especially Vlastimir Stojiljkovic (Leopold) and Ljiljana 

Lasic (Lusi), to avoid everything politically declarative and to use both 

psychological and grotesque elements in acting to show that what is 

generally human within a tragicomedy played in undertones.  

 

FIGURE 10: EXCELLENT SUGGESTIVE ACTORS: LJILJANA LASIC AND VLASTIMIR 
STOJILJKOVIC FROM LARGO DESOLATO PREMIERE AT THE BELGRADE DRAMA THEATRE. 

 

 In the same year 1985 the Beggar‘s Opera was performed at the theatre 

Atelje 212, directed by Ljubomir Draskic, the play did not overcome 

dramatic configuration (boulevard and social-satire); for the simple reason 

it was  following the narration of the play, failing to establish the central 

idea from which the perspective evolves. Regarding directing, instead of 
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using black-humour sections to level disruption in the structure of dramatic 

text, the director only deepened it. Based on the review of Avdo Mujcinovic, 

some parts of the play are turned into cheap entertainment, when there is 

no need for that. On the other hand, the director allowed unbearable 

psychological insight. This conglomerate of dramatic and scenic elements 

resulted in superficial, clichéd play with slow rhythm and inadequate comic 

situation. At times, the play is even boring judging from the review, which is 

almost unbelievable when speaking of director as renowned as Ljubomir 

Draskic, since Draskic’s theatre is known for its vividness and dynamic.  

 

 If Havel turns protagonists of Gay’s drama into clerks, there is no 

reason why the ensemble (which consisted of some good actors and 

actresses) wouldn’t interpret the characters in such a clerical way. The 

reviews of the time mentioned that the performance was without 

inspiration, effort, semi-private, without a hint of playing style, there was no 

sign of a common play, effects were placed individually and sporadically not 

as a designed result of text, scenic language and joint play. In his critique, 

Avdo Mujcinovic, saw an exception in actor Dragan Nikolic64 who lighted up 

the scene with his appearance as Macheath and tried to “start the engine” of 

the ensemble. In the first part he excellently formulated his character from 

various aspects, while in the second part he became somewhat pathetic. 

Neda Arneric65, also found an adequate style for the role of Polly. From time 

to time Vlastimir Stojiljkovic was acting as Peachum joined them. 

The performance was shown in super decor, pleasant with red gamma 

and brilliant costumes very rich of renaissance style made by Liljana 

Dragovic66.  

64 MUJCINOVIC, A., A Rebel’s Fate.  
65 Dragan Nikolić, is a very well known Serbian actor. He has since appeared in many films 

of different genres and has portrayed various characters, becoming one of the most iconic 

and recognizable actors. In 1963 he starred in a classic film Kad budem mrtav i beo, which 

was the beginning of a prolific career that has lasted to this day. 
66Liljana Dragovic has always been one of the most fantastic costume designers in Serbia. 

She always takes care to open an exhibition after performances and theatre seasons, which 
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On several occasions, the Embassy of Czechoslovakia in Belgrade made 

official complaints about staging of Havel’s productions. 

The production of Havel’s plays was performed successfully until 1989 

in Yugoslavia. Than after 1989 the staging of Havel’s plays was slowing 

down. But in 1991 during the tragic events in Yugoslavia the traditional 

friendship between Czechoslovakia and Serbia was seriously damaged. 

People that loved Havel and his performances in Serbia started to hate him. 

Later then, in January 1997, an open letter was published in the Newspaper 

“Politika”67 from the director of Atelje 212, the director of Havel’s plays 

Ljubomir Draskic. In that open letter Draskic wrote that he had been 

astonished by Havel’s words “that it would be necessary to bomb the 

Serbian position to end the war there”. In the letter Draskic said that Havel 

even didn’t appreciate it that Serbia had opened all the doors for his plays 

and performances at the time when he was banned everywhere.  

 Havel wrote back to him saying that he had very much appreciated the 

help of the Serbs when he was dissident, but regardless of this, he had 

nothing to say about the punishment of the whole Serbian nation, he even 

said he had nothing against Serbia as a nation.  

  

will remain open until mid-May and presents costumes from productions of Nabucco, Aida, 

Oblomov, Cinderella, Croatian Faust, Mephisto, the Beggar’s Opera.  
67Published in the newspaper Politika- Beograd, 12 January 1997.  

82 
 

                                                                                                                                                                                              



2 SOCIAL AND POLITICAL SITUATION IN MACEDONIA 
BEFORE 1989 AND AFTER 1993  
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Before 1989 the Socialist Republic of Macedonia was one of the six 

Republics of the former Yugoslavia. Following Tito’s68 death in 1980, 

different factions in Yugoslavia became agitated and demanded more 

autonomy. It was the fall of the USSR in 1991 that finally broke up the 

jigsaw puzzle of the state. Federal Yugoslavia disintegrated as Slovenia, 

Croatia, and Bosnia declared independence in the year 1991; the 

Macedonians proclaimed independence with a referendum on the 8 

September.  Bulgaria was the first country to recognize the new state under 

its constitutional name. Kiro Gligorov was elected the first president. New 

constitution was adopted, declaring the Republic of Macedonia a sovereign, 

independent, civil, and democratic state, and recognizing complete equality 

of the Macedonians and the ethnic minorities in the country69. The principal 

ethnic majority are Macedonians who account for 66 percent of the 

population, while 21 percent are Albanians, and other ethnic minorities 

include Bulgarians and Turks. In 1999, the Kosovo War led to 340,000 

Albanian refugees from Kosovo fleeing into Macedonia, greatly disrupting 

normal life in the region and threatening to upset the balance between 

Macedonians and Albanians. Refugee camps were set up in Macedonia. 

Athens did not interfere in the republic's affairs when NATO forces moved 

to aid the region ahead of a possible invasion of Former Republic of 

Yugoslavia. The Republic did not become involved in the conflict. Although 

Macedonia is a young state which became independent in 1991, its roots 

run deep in history70. 

 Back in the history of the Turkish Empire the expression Karagöz 

theatre, that is Karaghiozis (shadow puppet toy), is a Turkish word literally 

meaning a black eye, but describing a specific type of theatre in the Republic 

68 Marshal Josip Broz “Tito” was leader of Former Yugoslavia. While his presidency was 

criticized as authoritarian, due to his successful economic and diplomatic policies, Tito was 

seen by most as a benevolent dictator and a popular public figure both in Yugoslavia and 

abroad. Viewed as a unifying symbol, his internal policies successfully maintained the 

peaceful coexistence of the nations of the Yugoslav federation. 
69 The British Foreign Office and Macedonian National Identity, pp. 369-394. 
70 Accessed at http://www.historyofmacedonia.org/AncientMacedonia/Rawlinson.html 
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of Macedonia as in other Balkan countries (Bosnia and Serbia). This 

exceptionally popular theatre reached the Balkans from the Far East, this 

type of theatre went through a transformation as it was passed along from 

person to person through many cultures. Karagöz Theatre was brought to 

the region by the Ottoman Turks and it easily adapted to the new 

environment, existing for centuries up to the 1950s71. 

Based on a UNESCO database, 4th edition “The World of Theatre (1992-

1994)72, theatre researcher professor of drama and Macedonian theatre at 

the Skopje Faculty of Dramatic Art, Jelena Luzina, gives us a table of theatres 

in Macedonia. Until 1991 theatre was at the crossroads moving between the 

past and present in order to find its existentialist form. Directors that 

worked in the Former Republic of Yugoslavia, Bulgaria, USA, Russia and 

others countries contributed to establishing the Macedonian Theatre. From 

1992 until 1994 Macedonian drama improved. New period of a theatre 

without boundaries began; people of the theatre stepped out and started 

rich theatrical life with over 60 new plays a year: the Drama Theatre, 

Macedonian National Theatre, and Theatre of Nationalities in Skopje where 

Albanian and Turkish drama was presented. From world classic drama and 

modern drama, from ancient Greek to Shakespeare and Moliere up to 

Beckett’s Waiting for Godot were successfully directed by Macedonian 

director Vladimir Milchin and others.  The repertory is balanced with new 

and old authors performed on stage and also a new generation of actors 

with natural style of interpretations have satisfied the audience.  

From 1993 to 1994 there were thirteen professional theatres in the 

Republic of Macedonia. The Macedonian National Theatre (drama, opera 

and ballet companies), the Drama Theatre, the Theatre of the Nationalities 

(Albanian and Turkish drama companies) and other theatre companies 

71 ALOK, E., Karagöz-Hacivat: The Turkish Shadow Play, p. 66–69. 
72 "THE WORLD OF THEATRE" (1992-1994). UNESCO.International Theatre Institute (ITI). 

Jelena Luzina, theatre researcher, Professor of the Drama and Macedonian Theatre at the 

Skopje Faculty of Dramatic Art is the authorof many books and papers on dramatic theory 

and theatre. Accessed at http://www.unet.com.mk/iti-macedonia/worldoftheatre.html 

85 
 

                                                             



comprised about 870 professional actors, singers, ballet dancers, directors, 

playwrights, set and costume designers, etc. There was also a professional 

theatre for children and three amateur theatres.  

 The year 1994 brought a number of festivals of which the most 

important in the context of the opening the contemporary Macedonian 

Theatre to the outside world, theatre festivals such as MOT International 

Theatre Festival (“Young Open Theatre”) and “Ohrid Summer” played an 

important role.  

 Macedonian theatre over the last decade, that is contemporary 

Macedonian theatre, has been accompanied by profound paradoxes. To 

explain and describe Macedonian theatrical reality we first must 

understand the global context. Macedonia is the smallest Balkan country 

with heterogenic cultural history in which there live together Macedonian, 

Albanian, and Jewish people73with different traditions and languages. Its 

present reality is dominated by what is known as the process of transition 

which characterizes all the former communist countries that try to 

assimilate other democratic lifestyles, which proves that the Macedonian 

theatre will be successful only if it adapts other forms from other culture. In 

the long list of theatre festivals, one should mention the very lively 

‘Skomrahi’, traditional meeting of students from the theatre and film 

academies of all the Balkan countries as well as several European countries 

organized by the Skopje Faculty of Dramatic Art74. 

73 Albania and Macedonia were countries that kept the Jewish population in their countries 

during the World War II.  
74 Skopje Faculty of Dramatic Art, mention should be made of its indisputable contribution 

not only to systemizing theatre studies (the faculty trains actors- Macedonian, Albanian 

and Turkish, all in their own languages - directors, dramaturgists, editors, producers for 

theatre and film), but also in the establishment and development of Macedonian theatre 

research. Without a systematic approach, with a well determined profile of responsible 

people, without methodology, or even accurate terminology, the fragile Macedonian 

theatre research presents up to now the weakest point of the whole Macedonian theatrical 

context. 
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 Being the oldest and the largest theatre in the Republic of Macedonia, 

the Macedonian National Theatre (opera and ballet) has always faced many 

challenges and tasks. Standing upright in front of the challenges they 

explain their position in this way: “To be a theatre towards which the most 

talented Macedonian actors, directors, scenographers, costume designers 

would gravitate as well as a theatre that educates the audience, provides 

theatre-goers with an opportunity to develop their taste, a theatre that 

comprises current affairs, eternizes the past, anticipates the future, makes 

people laugh, entertains them, makes them think, and sometimes makes 

them cry75.” 

The opera ensemble was founded in 1947 (the first performance of the 

opera Cavalleria Rusticana took place on 9 May 1947), and the ballet 

ensemble in 1949 (the first ballet Valpur’s Night was staged on 27 January 

1949). The approach based upon Stanislavsky’s method/system essentially 

determined first two decades of the history of the plays at MNT, fully 

defining its future development. This kind of model of theatre organization 

(known as Austro-Hungarian) was applied by MNT until the year 2004, 

when the theatre began a process of stage-splitting: theatre, opera and 

ballet. The theatre continues to use the name MNT, whereas the opera and 

the ballet have taken on the name of MOB – Macedonian Opera and Ballet.  

The first theatre team was composed of Dimitar Kjostarov, director and 

manager of the team, Iliya Milcin, actor and director, Todor Nikolovski, 

Petre Prlicko, Krum Stojanov, Trayko Chorevski, Mirko (Tihomir) 

Stefanovski and Blagoja Crvenkov, actors, Tomo Vladimirski and Vasilie 

Popovic-Cico, scenographers76. 

 

75Standing Upright in Front of the Theatre's Challenges, accessed at  

www.mnt.com.mk/en_kontakt.php 
76 The materials are taken from the History of Macedonian National Theatre, accessed at 

http://www.mnt.com.mk/en_kontakt.php 
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AUDIENCE AND UNVEILING 1989 

 

Already in 1989 when the Republic of Macedonia was still part of the 

former Yugoslavia director Dusan Naumovski staged at the Macedonian 

National Theatre (MNT) in the 25 August 1988 on the stage No. 21 the 

performance of two one-act plays, Audience and Unveiling. The plays were 

translated by Kiril Zdraveski.  

 

DIRECTING  

 

The concept of the director Dusan Noumovski was to create the 

performance as “Laterna Magica”. 77 With this performance they were 

invited to play in the Satiric Theatre in Blagoevgrad, part of Bulgaria near 

the border with Macedonia. At that time Bulgaria was still under the 

communist regime.  

According to the director by the time he performed the play he didn’t 

have any ideological motive and he thought it was a nice text and nice 

characters in the play that could give a good opportunity in directing. One of 

77 Laterna Magika was originally created for the World Exhibition EXPO ‘58. The theatrical 

project combined dance, film and black light theatre. The official goal of the project was 

to introduce life in Czechoslovakia from the 1950s in an approachable and attractive way. 

The performance became a smash hit at the World Exhibition. Before the exhibition was 

over, 14 states had asked for the license to it, for at least a guest performance. The history 

of new multimedia technology starts in 1958, when the director Alfred Radok and the stage 

designer Josef Svoboda created a special performance called Laterna Magika (Magic 

Lantern). Laterna Magika was first staged in the Czechoslovakian pavilion at the World 

Exhibition in Brussels, Belgium.Alfréd Radok was a Czech stage director that works in the 

princip of Laterna Magic. He worked also as a stage director in National Theatre (1948-

1949) (1966-1968)  

 . 
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the actors of the play Zivko Niklevsky was finishing his study in Paris in 

pantomime.  

Unfortunately there are not many documents in the archives, only some 

photos and some flyers and posters of the performance which I have added 

in the annex, but in 2007 I had an opportunity to talk with the director 

regarding his directing of the play. Dusan Neumovski combined elements of 

dance, film and black light theatre. In the performance of Audience he kept 

both the characters in the office and around the wall of the office he put 

images from a data projector that time after time could just show the work 

in the brewery. Also to express the dramatic tension of the characters he 

was using effects in the video projection. By projection and sounds from life 

sources the stage was turned visually in real time. The reflection of the 

characters was expressed by plastic dance. With pre-determined zone to 

transmit the message “that the intellectual symbol is between hammer and 

anvil and he needs to keep resistance against freedom and unfreedom”, 

throughout he used the stage space with black light images.  

 

COSTUMES AND STAGE DESIGN 

 

Costumes were treated in a minimalist way. They were kept in a 

realistic style in the black and white colours. The elements of décor were 

also presented in black and white tones. The only element that was 

colourful in the performance was effects in the video projection that were in 

red chrome shown in red colour, an element which was also shown in the 

poster of the performance. In both performances the video projection 

effects were in contrast to an empty stage. Empty stage, with very rich 

visual video projections that were appearing and disappearing as a function 

of the idea. 

 The only review that I have found in magazine Theatre Scene 21 Skopje 

(Teatri) published on 26 August 1988 (the author is unknown) described 
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the performance as successful but as the key to the success was mentioned 

the  interpretation by Zivko Niklevsky, who had studied pantomime with 

Marcel Morceau78. He played in both plays Audience and Unveiling. The way 

of his interpretation was so original, from Vaněk in Audience to Unveiling. 

He was interpreting synchronically with effects and film elements.  

In the end the director’s form was mentioned “I convey how I can”, he 

brought a new form of presenting the message of theatre to the audience. 

The public enjoyed the performance but he also took the message of 

“Laterna magica-politica”79 as director Dusan Neumovci would define. 

 

THE BEGGAR’S OPERA AT THE DRAMA THEATRE SKOPJE  

 

 On the occasion of the 50th Anniversary of the Drama Theatre on 11 

April 1996, the president Václav Havel was invited to attend the opening 

night of the performance of the play the Beggar’s Opera. Because of his 

duties in the role of the head of state Havel could not attend the 

performance. The staff of Drama Theatre in Skopje received a thank-you 

note from him. At the end of the note, Havel wished the staff a “receptive 

audience80”. The premiere of the Beggar’s Opera was staged on the 21 April 

78Marcel Marceau was born in Strasbourg, France to a Jewish family. Marceau performed all 

over the world in order to spread the “art of silence” (L’art du silence). He is known for 

establishing his own school, “École Internationale de Mimodrame de Paris” (the 

International School of Melodrama of Paris, Marcel Marceau). He his famous for creating 

Bip the Clown that was first played at the Théâtre de Poche (Pocket Theatre) in Paris. BEN, 

M., Marcel Marceau: Master of Mime. 
79 The sources come from a meeting with the director Dusan Neumovski, 2007 in Skopje, 

Macedonia. 
80 The original thank-you note is included in the anex. The material was found in the 

archive of the Drama Theatre in Skopje. 
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1996 and was directed by Goran Trenchovski81. For the director the text 

was understandable as a satirical story of relations between a regime and 

criminals, corruption and crime. Director Trenchovski used in the right way 

the entire element of stage design, costumes, and the music, all the acting 

and the performance communication with the Audience is mentioned in the 

reviews of the time. (I have found pieces from the review, author unknown, 

which the director personally kept). The audience laughed at their 

problems because they could not cry. The fact that the prostitute and the 

thieves speak in an intellectual hall is a clear metaphor highlighted by the 

director too. 

  

THE BEGGAR’S OPERA AT THE ALBANIAN THEATRE SKOPJE 

 

The premiere of the Beggar’s Opera was performed on the stage of the 

Grigor Prliceva Centre of Culture on 18 July 2012 on the occasion of the 

Ohrid Summer Festival82 by director Dino Mustafic.83 Afterwards it was in 

the repertoire of the National Institute, “Albanian Theatre” in Skopje. 

81 Goran Trenchovski is An Macedonian Director. From the year 2006 until now is Director 

of Festival Aster Fest in Strumice Macedonia. He lived and worked for one year in Prague, 

Czech Republic. He directed Sound Pictures, Slavic Orpheus, Infernal Machine, Libretto 

Wagner, Leonce and Lena, The Spirit of the Can, From the First Breath, Beggar's Opera and 

Endgame, as well as plays by Aeschylus, Witkacy, Andreyev, Artaud, Beckett, Ionesco, 

Pinter, Albee and Arrabal. He was engaged as chief of the department for directing in 

national television MKRTV in Skopje.  
82 Ohri Festival celebrated its 53th year, it is certain that its existence of many years 

indicates to an awareness that the festival leans on something that indeed represents a 

great tradition. Festival program established enough to make the festival an inviting 

gathering place for many guest theatres from all over the world and especially the area of 

former Yugoslavia. There were a lot of theatrical performances by theatres from antiquity 

up to the absurd performance. 
83 Dino Mustafic is Bosnian director. He gratuaded from Academy of Fine Art in Srajevo and 

he has a second degree from the Departmant of General Literature at Faculty of Arts in 
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Artists from different Balkan countries gathered together in one 

production of Havel translated from the Czech language by movie director 

and former Albanian Ambassador to Prague Piro Milkani.84  

 

DIRECTING 

 

For the director Dino Mustafic, the Beggar’s Opera seems to be more 

related to the era in which we live now than to the situation in the 

Communist regime in 1970. The Beggar’s Opera actually reveals the society 

as a place of conflict and cohabitation of different criminal organization, 

each of which for the director Mustafic considers itself to be the major one, 

but actually they are very skilfully controlled and directed by the strongest 

above them, the state. That is the world of the police, thieves, prostitutes 

etc. 

During his work the director updated Havel’s text with facts that were 

current in Macedonia; one of the problems was corruption. Names are 

mentioned on the stage: that of the prime minister, former prime minister, 

and ministers, leaders of the governing party and opposition, and some 

events that are part of Macedonian reality. But not only inside Macedonia 

but also in all Balkan countries names that are contested directly in political 

affairs during twenty years of democracy are applied directly by director to 

the production. The director used the text from Havel as pretext to point out 

all the problems of Macedonia and at the same time of all the Balkan 

countries, such as the justice system, a problem of multi-ethnicity, 

Sarajevo. His plays have been staged on all theatre stages in Bosnia and Hercegovina and at 

all festivals. He is a director of many documentaries and director of Mess- International 

Festival in Sarajevo, the oldest festival in region. 
84 Piro Milkani is Albanian movie director; he is a former Ambassador of Albania to the 

Czech Republic. He studied for camera in the Czech Republic. He has translated from Czech 

to Albanian Obsluhoval jsem anglickeho krale by Bohumil Hrabal. He is director of the 

Czech- Albanian coproduction of Smutek Pani Snajderove. 
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corruption etc. According to the dramaturgist of the production, Zheljka 

Udovichikj Pleshtina, “today, the transition carried out through our own 

characteristic method is facing us with total moral erosion that erases the 

border between good and evil. Today, the corruption becomes highly 

excepted modus, and politics often becomes an instrument that legitimizes 

that kind of behaviour.”  

That is the reason why - in accordance with the dramatic frame – the 

dramaturgist in Macedonia tried to interpret their own reality by playing 

with the dramatic structure through interpolation of their own texts in 

Havel’s Beggar's Opera, such as discussions on the subject, newspaper 

articles that indoctrinate us as a society, twitter messages used in our 

communication day by day. At the end the dramaturgist points out: “That, 

relatively speaking, documentary approach, artistically underlines the 

motive of the performance and makes the jail, the brothel and the kitchen 

heroes of the show, places where drama takes place, for all of us.”85 

Back to the directing, the coherent message comes with rich element, 

for example the director didn’t hesitate to bring “new man” created in the 

socialist system in the contrapuntal irony of pseudo-democracy. The 

director used different element forms like karate, the best of Martial Arts. 

The main characters occasionally take on the appearance of different beasts 

which is used throughout as a symbol of all show. 

In this case a rich spectacle was seen with all mixed elements such as 

acting through a variety of languages, music, songs, and choreography.  

 

 

 

 

 

85 Pleshtina, Zheljka Udovichikj. 2012.   
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STAGE DESIGN  

 

 Dragutin Broz86 is a stage designer of the performance. Coming from 

Croatia to work specially with Dino Mustafic with whom they have 

produced a number of plays, he builds up the stage in the form of scales 

with entrances and exits, all underground. In the implementation of ideas 

Dragutin Broz occasionally used sculptures and elements that were part of 

the communist period. All the elements of the stage designer strongly 

support the idea that even when all the system changes, the mechanism still 

remains the same. 

 

THE CHOREOGRAPHY 

 

The choreography by Albanian choreographer Gjergj Prevaz87 is unique 

and all in the function of the directing concept. The choreographic elements 

according to the period of the 1970s through which he makes irony with 

reality of counterfeiting “happy” that appear in works of art of those years. 

To highlight a choreographic element tango is used as the dance between 

Jenne (Gresa Palaska) and Macheath (Dzhevdet Jashari). Tango elements 

are known as a form of seduction and passion which maintains the 

positions of both characters at the end but also deepens the conflict and 

dramatic situation. Costumes by Blagoja Micevski are rich and colourful 

with elements from the modern time but also elements from socialist time 

are used such as the pioneer red scarf.  

86 Dragutin Broz was born in 1952. As a stage designer he often works with director Sasa 

Broz. Stage designer of about 150 shows for HRT, B92, Channel A, POP TV, TV SLO in the 

period in 1985 
87 Gjergj Prevaz is choreographer. He is also director at Albanian Dance Meeting - Festival. 

He is associate professor at Tirana Arts University 
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Throughout the performance we have presence of a chapel choir that 

sings and performs at the same time. The music is composed specially for 

the performance and the composer Trimor Domi is from Kosovo. 

 

ACTING  

 

Actors: Dzhevdet Jashari (Macheath), Adem Karaga (Peachum), Bajrush 

Mjaku (Lockit), Gresa Palaska (Jenny), Mirlinda Saiti (Polly), Hisnik Zekjiri 

(Harry Filch), Teuta Ajdini Jergeni (Diana), Amernis Jovanovska Nokshikji, 

Drita Kaba Karaga (Elizabeth Peachum, Mary Lockit), Zarije Jonuzi (Lucy), 

Dritero Ame (Jack), Besfort Idrizi (John), Genci Mirzo (Harold), Mona 

Mustafa (Betty, Vicky, Ingrid), Visar Etemi (Jim). 

All the actors performed well but Dzhevdet Jashari (Macheath), Adem 

Karaga (Peachum), Bajrush Mjaku (Lockit), and Gresa Palaska (Jenny) acted 

in a very original way. A good interpretation was not only about psychic 

aspect but also part of the plastic theatre in performance. Each actor was 

working with the choreographer for two months to reach the plastic aspect 

in the best way and be prepared to act and interpret at the same time. 

According to theatre critic Liljana Mazova in the article published in the 

Globus magazine on 26 September 2012, the Beggar's Opera is a brave and 

precisely staged performance about the criminal and the lost morality in the 

world under Balkan and Macedonian conditions: the direction, the 

dramaturgy, the stage design, the costumes, the music and the 

choreography, all that and incredible acting that during the whole 

performance communicates with the audience which reacted with laughter 

at familiar things and interrupted the actors with applause. 
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FIGURE 11: A PHOTO FROM THE PREMIERE OF THE PERFORMANCE OF THE BEGGAR’S 
OPERA STAGED ON 25 SEPTEMBER 2012 AT THE ALBANIAN NATIONAL THEATRE IN 
MACEDONIA. 

CONCLUSION 

 

While maintaining the main line fabulative, ideological and thematic, 

expressions were used that contained the power of protest. “What do I need 

freedom of speech for when one side does not understand and the other one 

does not want to hear me”, says one of the characters in the show. The 

Beggar’s Opera is a story about the history of cooperation between criminal 

organizations, namely between British criminal gangs and William Mack’s 

Piçam. Each of them thinks that it is strong but, in fact, both are controlled 

by certain state structures. So, they operate under the same roof. 

With faster pace, action stage, dramatic as well as satirical situation, 

with extraordinary expressiveness, the play conveyed not only ideas, but 

also emotions, a story that grabbed the protagonists who identified 

themselves with real life. In certain situations the characters act driven by 

animal motifs. Devotion, this is the true human nature, betrayed by animal 

instinct. This element made the characters more interesting, more special 
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and distinct. Harmonized movements on stage and martial arts only added 

to the sense of this kind of directing concept. 

 Setting the display type for a show just how the filmmaker shows the 

director Mustafic in his theatrical performances to build out frameworks 

and schemes. The platform begins to find directing concept. The director 

begins to upgrade his idea in the form of spectacle, with chants and singing 

choirs and injected the protagonists of the show to find the animal in the 

human being, to be conrecte, every character was symbolized by an animal. 

In certain situations the characters act driven by animal motifs.  

At the end of the performance the director put in the retrospective the 

“open” letter that Havel decided to address to Dr. Gustav Husák in spring 

1975. At the end of the prison term our character denounces the crime and 

corruption in the system and the paper is used by the director as element to 

give the message at the end of the performance. 
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3 PRODUCTION OF HAVEL’S PLAYS IN 
ALBANIA 

 

The first contact with Havel’s plays in Albania was in 1993 but it was 

unsuccessful. It was the Temptation which was selected by the Albanian 

theatre director Mehmet Xhelili88 after his scholarship at the Central 

European University in Prague (History and Philosophy of Modern Art). The 

director started to work for the National Theatre in Tirana89 with Havel’s 

88 Mehmet Xhelili was born in Albania on 26 March 1962. He is a well known Albanian. He 

graduated in 1987 in Theatre Directing, Academy of Arts, Faculty of Dramatic Arts, Theatre 

Directing Chair. His rich activities include more than 20 theatrical performances in 

institutions throughout the country. After his post-graduate course “History and 

Philosophy of Modern Art” at the Central European University, Prague in the Czech 

Republic, he has translated Havel’s plays such as Audience, Temptation and the Beggar’s 

Opera. His repertoire include performances such as: The Bald Singer, Chair, Lecture by 

Ionesco, Caprice Scenic, Shoes, Chapter Two, Art, The Magic of Red Wine etc. He is honoured 

with the academic title of Associate Professor. He was also declared the best director of the 

year 2005 by the Culture Academy in Albania. In the 9th year of the Apollon Theatre 

Festival in Albania he won the awards for the best actor for the performance of the show 

Force of Habit on 4 October 2010.  
89 Albanian National Theatre was inaugurated as the first Albanian professional theatre on 

17 May 1945 in the building where activity continues today in the centre of the Albanian 

capital. The National Theatre has a sixty-five year history with a repertoire of 500 

premieres of national and international dramaturgy starting from antiquity to authors such 

as Shakespeare, Moliere, Chekhov, Brecht, Ibsen, to contemporaries as A. Miller, E. De 

Filippo, T. Dorts, E. Albee and many others. The National Theatre has two halls for feature 

performances with capacity of 220 seats and 550 seats respectively. In a calendar year the 

institution stages 6-7 premieres and 5 collaborations with about 6 shows per week in both 

halls. In an artistic season in both halls about 250 performances are put on stage. Since 

2008 the National Theatre has been a member with full rights of the ETC (European 

Theatre Convention). 

The first show was comedy Topaz by Marcel Pagnol, directed by Sokrat Mio that was 

perceived as “the founder of the National Theatre’s appearance.” For the first time in 

Albania there was discussion about theatre in the Renaissance period in the late nineteenth 

century. In the years 1945-1956 the Albanian state tried to orient the National Theatre at 

least in three ways: – providing a drama repertoire of “socialist realism” with authors from 
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plays after his return from Prague. For the first time the actors had in front 

of them the experience of the Absurd Theatre. Until that time they were 

influenced by the Stanislavsky system. The process at the desk was very 

difficult, they tried to analyse a text step by step but it didn’t work out 

because Stanislavsky system could not work easily in the absurd theatre. 

The actors weren’t prepared for making equivalence to a sense of giving the 

Eastern countries. In addition to the repertoire with political influence, dominating world 

dramaturgic premieres: Auditor – Gogol, Othello – Shakespeare, Servant of Two Masters – K. 

Goldon. In the years 1956-1965 there comes a truly professional theatre the ranks of which 

were joined by qualified directors and actors. But I would also point out that in the 

repertoire of this period stand out major works by world dramaturgy: Intrigue and Love – 

Schiller, Hamlet – Shakespeare, Noble Bourgeoisie – Moliere, Uncle Vanya – A. Chekhov, King 

Lear – Shakespeare. 

The years 1965-1972 differ from the treatment of national dramaturgy as a staple in the 

repertoire and gradual restriction of outstanding works by dramaturgy. The years 1972-

1985 distinguished to the extreme the politicization of the repertoire of the National 

Theatre, punishment and removal from the scene of some of the writers, and actors as 

modernists and the dilution of the repertoire and premieres. The years 1985-1992 are the 

years of the end of dictatorship until 1990 when it was reversed and beginnings of freedom 

took place, where one could observe: a broader presence of foreign repertoire, courage to 

tackle taboo subjects, first experiments and untried taste of forbidden authors. We can 

distinguish several premieres: Death of a Commissioner – A. Miler, Romeo and Juliet – 

Shakespeare, The Taming of the Shrew-Shakespeare, Fear and Misery in the Third Reich-B. 

Brecht, Fox and Rrushtë – G. Figueredo, Richard the Third – Shakespeare. The years 1992 – 

2010 marked the years of radical structural changes in the National Theatre, which are 

identified as the following phenomena: the application of the latest methodologies theatre, 

almost absolute possession of repertoire from foreign parts, mainly comedy and 

tragicomedy, reducing significantly the Albanian authors, open space for the establishment 

of private companies. Some of the premieres – Two Gentlemen of Verona – Shakespeare, 

Fernando Krafti Has Written a Letter by T. Dorst, Don Juan byMoliere, Man, Virtue, Animal, 

Six Characters Require Author by L. Pirandello, Enemy of the People – H. Ibsen, Filumena 

Marturano by De Filippo, The Trojan Women by Euripides, Electra by Sophocles, King Dying 

– E. Ionesco, The Picture of Dorian Grey – O. Wilde, View from the Bridge, The Witches of 

Salem – A. Miller, Who’s Afraid of Virginia Wolf – Edward Albee. From national drama 

Season Boring Olympus by I. Kadare, the Boat by M. Luarasi, “Father” R. Pulaha, Twilight 

Bells -  T. Laço, White Raven by M. Luarasi, Alegreto Albania by S. Çapaliku “winning first 

prize in criticism Wisbadenit Biennial, Germany-June 2010, Wrong Supper by I. Kadare, A 

picture absurd by F. Hysi. 
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physical and reflex emotion, processing physical-plastic body through 

exercises and symbolic details in the costumes, the stylized décor, colours 

and vertical lighting etc. And the director wasn’t prepared to face it. So they 

were not able to introduce their performance to the public.90 

Director Mehmet Xhelili chose Havel because first of all, Havel would go 

well with the Albanian public because that would give the public 

opportunities to see the synthesis of a liberal mind, of well-known dissident, 

and medieval hell that had passed. According to his opinion he would 

emphasize: “I thought Havel himself was taking incentive from the medieval 

hero, Faust, and sticking into parody naming himself Foustka, he wanted to 

give as an example the idea that the system, which is fighting against the 

“magic”, itself pursues the Middle Ages. The message regarding this is given 

in the final scene of Temptation91.” 

The actuality of the play for the director, Mehmet Xhelili, stems from the 

universality of the issues that are dealt with by the play. In any system the 

mankind is under pressure from two kinds of topics, concreteness and 

metaphysics. These problems are treated in the 20th century almost by all 

artists in their art and their work. They were ready for something new—

something that would move beyond the old stereotypes and reflect their 

increasingly complex understanding of existence. The focal point of these 

dreams is often man's fundamental bewilderment and confusion, stemming 

from the fact that he has no answers to the basic existential questions: why 

we are alive, why we have to die, why there is injustice and suffering? 

So for example, the war and bomb attacks, unstoppable giant technical 

inventions, and tougher laws of commercialization have a fatal tendency to 

turn this man into an automatic robot that performs mechanical rituals of 

his existence, thus enclosing him in boredom of living and turning him into 

a Lilliput facing gigantic objects, in a being without identity. 

90 In support of this study personal materials and manuscript were used from director’s 

notes of the director Mehmet Xhelili.  
91 The material has been provided from the exclusive interview with the director Mehmet 

Xhelili.  
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Influences, comparison, categorization, literary traditions, trends, when 

it comes to placing Havel’s oeuvre in the twentieth century drama, once 

again it is a question of identity. 

For Director Xhelili, in this situation, the solution is that man must be in 

search of himself, in search of the truth which realizes his human 

dimensions in search of endless faith that even though it is very difficult to 

find, at least it was worth the effort, in search of the system that realizes it 

as well or if we can say in figurative meaning at least to be sensitive to 

discern the devil where he has been hidden and masked perfectly.  

As a theme throughout Havel's work the relationship man-mechanism 

is described92. 

A relation symbiosis for directors Mehmet Xhelili and Agim Qirjaqi was 

important not only to highlight the historical context but also to reflect as in 

a mirror of the humankind the creation of ideological-cultural mechanism, 

the creation of a new man. Through analysis of communist ideological 

project to create the new man absurd situation of Albanian society can be 

analyzed, impasse, because of dictatorial mechanism system in which a 

large part of the people were the executioners and victims of each other, 

controller and controlled by each other, misleading and deceiving each 

other, except in the category of people labelled as opponents of the regime, 

they would be destined to be constantly victims. 

In his essay Living in truth93 Havel means that the totalitarian closed 

systems are nothing else than a theatre which is built not on truth but on 

lies and deception. 

92 Hořínek, Z., Člověk systemizovaný, p. 7. 
93Living in truth is the first philosophical essay by Havel published in the Albania language 

in the Albanian Magazine Today/SOT. SOT is a magazine that was popular in Albania at the 

time of the Albanian fall of communism in 1991. 
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FIGURE 12: MATERIAL LIVING IN TRUTH IN THE ALBANIAN LANGUAGE 94 

94 The essay Living in Truth was translated from Czech to Albanian by Piro Milkani who 

completed his study at the Camera Department of FAMU in the 1960s. After that he was 

working as Albanian director, screenwriter, actor, painter, producer, teacher, and festival 

103 
 

                                                             



They are designing the mythical medieval structure, dark forces that 

exist within man. Scenes of violence between Foustka and his girlfriend 

show that the hero himself is possessed by demons of evil that provoke 

power instinct that is present in every one of us. 

By the way, with this performance the director Mehmet Xhelili, wanted 

to highlight some really true points that weren’t articulated in Albania in 

1994 but Havel had articulated them much earlier, one of which was that 

any system created by all, regardless of responsibility go according to the 

position that you enjoy in society. What I want to say plus was that the new 

system was coming, with the disposition of the material, was beginning to 

reveal features of totalitarianism, for example, all after money order, there 

is no idealism, no values win. 

For director Xhelili, even now the risk of falling in the dregs of a system 

designed on the evil of man is now extremely evident, the system built on 

fear for a living, material interest, on mediocrity, envy, thirst for power, and 

filth built not on ideology but on pseudodemocracy today.  

Here’s how director Xhelili shows the relationship features of several 

joint characters. Almost all the characters except Magi play and are 

implicated directly with the main topics. 

For example, they constitute a polyphonic orchestra where the 

characters just like playing instruments to create the harmony of the whole, 

while preserving each character. The director tried to identify the topic of 

two faces. It is played by all, for example, all behave with respect to the 

director and all almost insult him behind the back.  

The theme related to the two faces phenomena was played by the 

Director, Fistula, Foustka, Vilman, Lorencová, Kotri, Neuvirth, the theme of 

domination, which is also the root of the author were played by all. Director 

will dominate his subordinates, especially Foustka, but he slides. Foustka 

organizer. In the years 2000-2005 he was the Albanian Ambassador to the Czech Republic, 

he also made a career in diplomacy in the Czech Republic. 
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wants to dominate Vilman. Another theme is of deception on the basis of 

which complete relationships of the characters played by all are built. And 

there are the most important topics you everyone wants to avoid with the 

exception of Magi who therefore ends in a madhouse, all together creating 

this system of relationships, after all. Foustka will be hiding at the end but it 

fails. 

The plot of Temptation is drawn from the mediaeval legend of Faust, 

about a man who sold his soul to the devil. It is one of Havel’s most 

ambitious and complex plays, the story of two worlds, the official and the 

“other world”, the scientific and the occult, and the soul that is tempted to 

cross the border from one to another. The “official” world in Temptation, a 

scientific institute, is a structural one, with its own rules and regulations. In 

scene one, we are taken to that world, its employees and its bureaucratic 

double-talk and speechifying. It is a far cry from Foustka’s dim, smoke-filled 

lair, filled with books, papers, a globe, and the map of Heavens. There we 

find him in scene two, kneeling in the middle of his room, clad in hid 

dressing gown, with four burning candles on the floor around him, a fifth 

candle in one hand, and a piece of chalk in the other. He draws a circle 

around himself and the candles, while consulting an old tome on the occult, 

which lies open on the floor. He is experimenting, trying to break through to 

the “other side”. There enters his ageing housekeeper Houbová to announce 

the arrival of a visitor. As the stranger takes the first step over the 

threshold, the ceremony of Temptation has begun.  

As devils go, Fistula looks more like a character out of Beckett’s 

Endgame than out of Faust. He cuts a rather not demonic figure; a small, 

slender man “of dubious appearance” with a limp, he enters carrying a 

paper bag containing slippers. According to Houbová, he smells rather like 

cheese. In fact, he is quite pleasant and nonthreatening, this agent of 

darkness. Foustka fears Fistula, thinking that he is a representative from 

another world that he has conjured up (his fears are increased by Fistula’s 

icy handshake). But Fistula reassures him, saying: 
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You’re afraid of me, I know, I don’t blame you, you think I’m an agent 

provocateur, you don’t know if I’m a devil or only pretending to be. Duality 

in life and truth-they are always up to us to decide. I can’t give you any clear 

proof of what I am and what I’m not. I might be, and then again I might not 

be. I’m not able to convince you. I have no arguments. Here I am, you must 

decide what I am. 

Fistula temps Foustka by suggesting that Foustka keep an open mind 

about who he really is, and meanwhile that they work together, so that 

Foustka can take advantage of Fistula’s knowledge and special powers. 

After all, says Fistula, who knows? It may be Foustka who is the agent 

provocateur, not he. Thus, preying on Foustka’s fear as well as his curiosity, 

tantalizing him with his offer of special powers, the “pact with devil” is 

made. As proof of his capabilities, Fistula offers to make Markéta, the office 

secretary, fall in love with Foustka at the institute’s garden party that 

evening. 

At the party, Foustka, possessed by a sense of freedom and 

empowerment, waxes philosophical to Markéta. Boldly and recklessly, he 

speaks out on antiscientific issues: 

Foustka: When man drives God out of his heart, he makes way for the 

Devil. What else is this contemporary world of ours, with its blind, power-

crazed rulers and its blind, powerless subject, what else is the catastrophe 

that is being prepared under the banner of science… other than the work of 

Devil? It is well known that the Devil is a master of disguise. Can you 

imagine a more ingenious disguise than that offered him by our modern 

lack of faith? No doubt he finds he can work best where people have 

stopped believing in him.95 

Seduced by his philosophical outpourings, Markéta falls madly in love 

with Foustka. Fistula has triumphed. And Foustka, intoxicated by his own 

transformation, is not yet aware of its consequences.  

95 HAVEL, V., Selected Plays 1984-1987, Temptation, p. 88.  
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Foustka: Something is going on inside me – I feel I’d be capable of doing 

things that were always alien to me. As if something that had lain hidden 

deep inside me was suddenly floating to the surface.96 

Meanwhile, the director of the institute has sensed Foustka’s 

subversion. He announces to the staff that something serious has happened: 

the institute, that “lighthouse of true knowledge’’ and scientific progress, 

has been infected by a virus of dissent. Someone in the institute has been 

engaging in hermetic practices, astrology, alchemy, and magic for the 

purpose of prescientific investigations. Someone has made “contact” with 

the world of occult practices. He accuses Foustka by name, announcing that 

he is “on trial “and must respond to the accusation. When Markéta protests, 

she is fired.97 

Foustka returns home, to find Fistula already installed at his desk. 

Enraged, Foustka lashes out at Fistula for what has happened. But way, says 

Fistula? Isn’t it just that something has been liberated in you that was 

already there, dormant until now? “If the devil exists”, says the agent of the 

devil, “then he is within all of us98”. I am just a catalyst, says Fistula. I just 

“stimulate” things that are already there. Through my efforts, they find the 

courage to lead a more exciting life. Fistula didn’t temp Foustka, he insists; 

Foustka exercised his free will to choose temptation.  

Fistula: You know why you call me a devil? To rid yourself of 

responsibility- and to ease your conscience… you must understand that I-an 

insignificant invalid-could not budge you by so much as an inch if you did 

not want to be budged; if indeed you had not dreamed about being budged 

long ago. Our little experiment was merely designed to bring these 

trivialities home to you.99 

96 Ibid., p. 92.  

                            97 Rocomora Carol. Acts of Courages: Vaclav Havel’s Life in the Theatre 
98 Ibid., p. 92. 
99 Ibid., p. 104. 
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Ultimately, says Fistula, Foustka is suffering from self-deception. 

Disguised as an innocent seeker of truth, he not only fooled others, but also 

himself. Anyway, continues Fistula, truth is a tricky thing. It is not only a 

question of what we think the truth is, but also of to whom and under what 

conditions we articulate it. Fistula has simply revealed to Foustka his darker 

side. 

Foustka is done for, basically. He is “tried” by the institute’s director and 

deputy director, and he confesses to the study of hermetic literature, a 

fascination for mysticism and supernatural, and the practice of magic. The 

director is dismayed: How could Foustka, as a scientist, deal with 

magicians? 

Foustka’s answer: If mysticism, the occult, and superstition pose a 

threat to science, then why not study it and learn more about it? Foustka 

goes a step farther, saying that to study the other side, he in fact took “on 

oath of silence”, to string along their emissaries so as to infiltrate them and 

observe them better. In short, Foustka has become a double agent. Yes, now, 

as a scientist, he sees it was a mistake to undertake this new line of 

research.  

The Director compares the end of play Temptation with the end of the 

Visit of the Old Lady by Durrenmatt, A Tragic Comedy.  

“Today’s state has become impossible to survey, anonymous and 

bureaucratic… genuinely representative people are lacking and the tragic 

heroes have no name100.” 

As Durrenmatt mentions, “Everything is dragged along and everyone 

gets caught somewhere in the course of events. We are all collectively 

guilty… Comedy alone gets at our problems.”  

Director Xhelili, demanded the actors to follow the minimalist approach 

to acting. The director and the actors together attempted to develop the 

100  ROYSTON, P., A Brief Biography of Freidrich Durrenmatt, Creator of the Visit  
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concept of the grotesque and satires, for example the costume was white 

shirts with gangster’s caps. This element was used on purpose by the 

director to surround the spectators with the image of uncertainty. 

The director defines in the performance in this way the character of the 

action and the character of the conflict. Such work will be shown through 

Fistula’s ironic smile. The stage will occasionally take the appearance of a 

spider web - tragicomic characters taken in the network of the spider and 

their fatality.  

The place described by the author in a way to the unsecure: office, halls, 

studios, sale operation, library. What? In this strange place performed 

strange jobs in all likelihood have to do with a surveillance institution. Two 

characters conditioned in a graphic way by opposing basic feelings, love and 

jealousy, love and hate. 

The collaboration, understanding and interest between the director and 

actors to stage the Temptation worked until one point, the misanscene. The 

process of misanscene for director Mehmet Xhelili was the point that actors 

couldn’t understand. He wished that the misanscene be based on elements 

that had used the absurd drama, which was later acquainted more with 

him101. One element, for example, has no meaning or purpose, repetitive or 

meaningless actions. So the performance will be as complex as a ritual in the 

form of pantomime, characters caught in hopeless situations forced to do 

repetitive, dialog nonsense and not psychological by Stanislavsky method. 

Either a parody or dismissal of realism was the concept of the message to 

give the idea, that here there is no freedom (people act, not according to 

what they want, but according to what was required). Not individuality, 

only collectivism, not a soul but only acts according to orders, etc. It seems 

that from the beginning the director went into resistance because not all 

101 From the personal interview with director Mehmet Xhelili. 
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understood Havel at the time. They were searching for the misanscene of 

the Temptation, the well-made play.102 

THE ABSURD THEATRE IN THE ALBANIAN THEATRE 

 

The playwrights of the absurd theatre that appeared in Albania after the 

1990s were among the most unacceptable as they were considered to be 

consequences of postmodern theatre after World War II. 

The absurd theatre was known as such between the years 1950-1960, 

where most of the plays were written by playwrights such as Ionesco, 

Becket, Adamov, Zhene, Arrabal etc. As a matter of fact the one that 

represents such literary talent, which appeared in an esoteric form, since 

the end of the 19th and the beginning of the 20th century with such authors 

as Joyce, Kafka in a surreal form, as well as in the art of painting in the last 

decade of the 20th century with cubism and abstract paintings. We cannot 

say that such a school ever existed with a so-called defined principle of the 

Absurd. In the contrary, as described by the well-known scholar of the time, 

Martin Eslin, “every writer is an individual on its own, totally isolated in 

their own world, therefore their works have a unique style, shape, roots and 

cultural background”. 

One of the examples of this genre is the existential dramaturgy, 

represented by Sartre and Camus. Their works became a getaway from 

where many other future writers started their career. 

In the years 1993 and 1994, National Theatre festivals were organized 

in order to help the theatre overcome the crises and chaos. It was the first 

time when the absurd theatre was set as the main theme and this was 

102 The techniques of well-made plays also lend themselves to comedies of situation, often 

farce. In The Quintessence of Ibsenism, Bernard Shaw proposed that Ibsen converted this 

formula for use in “serious” plays by substituting discussion for the plausible dénouement 

or conclusion. Thus, plays become open-ended, as if there were life for the protagonists 

beyond the last act curtain. 
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marked as an important point for the Albanian Theatre, supported 

primarily by young artists. The National Theatre presented Arrabal’s Fando 

and Lis, directed by Agim Qirjaqi103. This Director, who is also one of the 

best actors of the National Theatre, has been directing for ten to fifteen 

years. His abilities have truly become apparent within the last three or four 

years with his staging of absurdist plays. After Fando and Lis (for which he 

won the Best Director that year), together with Mehmet Xhelili, he went to 

stage Ionesco’s Bald Prima Donna, which was presented at the Chisinau 

Ionesco Festival in Moldova.  

The Albanian Theatre is now experiencing the most interesting period 

in its history. Under the communist regime, theatre was the most censored 

art form. In the opinion of the Albanian director, Agim Qirjaqi, “The 

renaissance of the nation and the deformed spirit of fifty years will take a 

long time. Thus optimism will eventually give away to pessimism, to lost 

hopes, and to chaotic emotional and mental states and in this sense 

appreciation of the absurd takes on an important role in life104.” Many 

artists saw absurdum as a mean of rebelling against socialist realism.  

Another director of the absurd theatre is Arben Kumbaro105, whose 

staging of Beckett’s Waiting for Godot won Best Production at the 1993 

103 Agim Qirjaqi (1950 – 28 March 2010) was an Albanian actor and television director. As 

an actor his filmography was extensive, while as a director his output was limited to some 

television work. He worked with a number of prominent Albanian directors. He completed 

his specialization with Peter Brook.  
104STEFANOVA, K., Eastern European Theatre after the Iron Curtain,  
105 Arben Kumbaro, Fulbright Scholar, theatre director, playwright, journalist and 

translator, brings his knowledge and experience of Eastern European theatre and culture in 

Albania. In  1991 Kumbaro left Albania to study in France. There he worked with Silviu 

Purkarete at Theatre de L’Union in Limoges and studied at the Conservatory of Dramatic 

Arts in Paris. After his studies, Kumbaro became a resident artist at Centre Dramatique in 

Normandy and later a professor at Université de Caen. In 1998, Kumbaro returned to 

Albania, which had a newly established democracy, and he is currently the president of the 

Albanian Critics of Theatre. He is also a professor at the Academy of Dramatic Arts in 

Tirana, where he teaches acting and directing. A member of diverse cultural boards in 

Albania, Kumbaro has directed numerous professional and academy productions of 

111 
 

                                                             



Theatre Festival. Like Qirjaqi, Kumbaro found a perfect outlet in absurd 

plays, especially those of Beckett. Kumbaro agrees with the analysis of critic 

Kudret Velça who points out in his study: “The plays of the absurd not only 

allowed him to express his rebellious point of view, but also to demand the 

opening of new artistic paths along which to lead the Albanian theatre to 

modernity106.” Agim Qirjaqi, in the role of Vladimir, discussed the parts as 

follows: “My dream is to stage Godot, but I hesitated about starting off with 

the “advanced mathematics” of absurdist drama, and turned instead to 

Arrabal’s Fando and Lis.” He added that he had realized his dream in an 

excellent way by playing the part of Vladimir. Asked what he could find in 

the role, he replied, “Myself. The role was within me, but at the same time, it 

portrays the psychological state of artists in general, of the Albanian 

intellectual actually, who is waiting for something better. His waiting is 

fatal. He knows that Godot will not come, but encourages Estragon who 

keeps the hope of his coming alive. Thought Vladimir, I wanted to portray 

the position of some intellectuals who cannot aspire to greater things, but 

who should do so107.” 

The design for Godot, realized by the well-known painter Edi Hila, 

played an important role in the production. The stage gave the impression 

of the endless space, establishing an ironic contrast between the endless 

universe and the microscopic individual. The abstract scenery of Godot and 

the Cubist /surrealist design by Agim Zajmi for the Bald Prima Donna, mark 

an important turning point in Albanian scenography by their departure 

from realistic design.  

The new content and form of Beckett’s drama challenged the director 

and actors to make new creative and aesthetic choices, which they did quite 

successfully.  

classical authors including Chekhov, Ibsen, Shakespeare, Beckett, Ionesco, Brecht, 

Pirandello, Durrenmatt, Genet and Edgar.  
106 KUDRET, V., The main directions of contemporary theatre, 
107 PAPAGJONI, J., Theatre & Albanian Cinema,  
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The world knows nothing or next to nothing about Albanian theatre for 

two reasons: First, Albanians, subjected to a policy of self-isolationism 

under a totalitarian regime, were not allowed normal relations with the rest 

of the world, especially in the domains of cultural affairs, literature and art. 

For fifty long years, isolationism was especially marked in the field of 

theatre, which would normally have been gathering artistic experience 

through direct contacts and exchanges with outside influences. Second, the 

Albanian theatre is now experiencing the most interesting period in its 

history. Under the communist regime, theatre was the most censored art 

form. In those days, a dictum existed that paved the way towards 

mediocrity. According to this dictum, in any controversy regarding the Party 

line, a communist was the specialist to be consulted for the ultimate 

decision. The Albanian directors cannot forget the experience with 

members of the nomenclature of the so-called Trade Union. In regard to 

every play they would remark, “The play is not bad, but a worker character 

should be added in order to bring in the spirit of the working class108.” 

Nowadays, this mediocrity seems grotesque, but then it was painful. 

Nevertheless, art has hundreds of ways of deceiving censorship, and many 

good artists were able to write realistic works that will remain in the 

repertoire of Albanian theatre forever. What was lacking was the 

“unknown”, that is to say, modernism. The Albanian Theatre longed for the 

innovations of the twentieth century.  

The creation of the sense of absurd to the audience, as Albanian 

director Arben Kumbaro said, is nothing else but the weakness from the 

banal lethargy of its everyday life. The breakthrough from schematic living 

and their every taboo will compose their resistance which will later take 

them to a mental collapse. This is normal, Kumbaro says. “One day it will 

happen. I would also say that today, the absurd is not only experienced by 

the Albanians! The absurd is a co-traveller of the chaos that has strained all 

108 STEFANOVA, K., Eastern European Theatre after the Iron Curtain,  
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eastern European societies109.” And to go further in our searching in the 

book of theatre theory writing by Flori Slatina the situation is compared by 

him as follows: “This is certainly a consequence of the change of the political 

system and their ethical codes. These phenomena affected our societies as 

the dictatorships were harsher, wild and the poverty and ignorance reached 

the extreme. It could be compared with the post war situation in Western 

Europe110.  

It is this present day search that is so beautiful and so difficult. 

Beautiful, as is anything that strives to be new; difficult, as is any venture 

into the unknown where not everything that glitters is gold. The thirst for 

the new and modern is great, and artists are trying to quench this thirst 

with the works of Beckett, Ionesco, and Arrabal. They are the famous ones-

tried and true but there is no knowledge of the drama in the last twenty or 

thirty years. Young directors that were dreaming about international 

theatre, created a desire to “taste the forbidden fruit.”  

Later in the year 1995 director Agim Qirjaqi staged Havel’s Audience. 

For the director Qirjaqi, Havel is an original voice; he is a trustful picture of 

life, in the Albanian reality in which the system of dictator Enver Hoxha had 

made it the new humankind. His plays are not a cry of protest against 

meaningless universe. The ultimate aim of Havel’s plays for the director 

Qirjaqi “is the improvement of man’s lot through the improvement of 

human institutions.” Qirjaqi continues: “Havel speaks mainly for culture, 

how people's minds should be open and carry through and that everyone 

should find his position in society. This is very nice, very interesting - as 

Havel, when he wrote, was in a political and social unrest and what shall 

transmit, through the work, is that the man in all this turbulence must find 

themselves and their position to maintain balance. This part written by 

Havel relates a history of its own, there are times when a person must 

consume extraordinary quantities of spiritual energy to preserve himself 

109 Slatina F. - Trends of today's theatre, interview with Arben Kumbaron, Mokra 2001, p. 

143. 
110 FLORI, S., The expression of today theatre. View over the Albanian theatre 1991-2001. 
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and not surrender to negative emotions such as fear and terror, which not 

only cost him his clarity of mind but also his dignity, and make him give way 

to evil111.” 

He was working with the acting student of the Academy of Fine Arts112. 

On 11 April 1995 the cast started their work and the premiere was 

arranged for 30 June 1995. The June premiere of Havel’s Audience opened 

theatrical season of the Scenic Art in Academy. Four premieres were 

arranged. 

The play was made for a small black box stage which meant that a small 

number of spectators could be present during the performance.  

 

AUDIENCE – DIRECTING 

 

Agim Qirjaqi as a very successful actor and director of the National 

Theatre brought other influences of the modern theatre. As many young 

directors and actors in Albania that trained in the Eastern and Western 

countries he took such opportunity to assist at the Peter Brook’s studio. It 

was his idea to turn the studio of the Academy of Fine Arts in the first black-

box theatre in Albania. The performance of Audience was foreseen by the 

111 Interwiew with Agim Qirjaqi, conducted by Joseph Papagjoni, June 30, 1995. Agim 

Qirjaqi was my professor from 1992 to 1996, in the department of 

Directing/Stage/Design/Choreography/Art Theory Department.  
112Founded in 1966 as the High Institute of Arts, it merged three artistic institutions: the 

Tirana State Conservatory, the Higher School of Fine Arts, and the High School for Actors 

“Aleksander Moisiu”. The Academy of Arts was able to take advantage of the Russian 

tradition in classical music and ballet due to the fact that Albania and Russia had close 

relationships during communism. The school still maintains ties with the Russian School of 

Ballet and Classical Music. In 1991, the High Institute of Arts was promoted to university 

level and renamed Academy of Arts. On October 12, 2009, the President of the Republic of 

Albania, Bamir Topi awarded the Academy of Arts the “Grand Master Order”. 

The Academy of Arts has three faculties: Faculty of Music, Faculty of Visual Arts, and the 

Faculty of Drama. 
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director in the form of a pub because it was a moment of growing up of the 

westernizing movement which influenced the stage. Until that time pubs 

were foreign elements contrasting with the tradition of society that was 

used to the Pasteur-Cafe which was the only way of the social life113.  

The director differed from Havel’s original version that put the 

characters to a brewery and chose to move to the pub. With his solution the 

director indirectly tried to adapt the Havel’s play that was coming from a 

society where beer is famous to the mentality of his society that was kind of 

spirits society common to all the Balkans and to the new status quo – 

capitalism114. So the performance was characterized by more gesticulations, 

colour of emotions which were creating a line between emotions of the 

actors on stage and public emotions. 

The work was about a dissident writer forced to work in pub, in a bleak 

and despairing environment, where the owner (Sládek) often gets questions 

about his life. The director says that the show is not a story only about life 

113More than 25 per cent of the population was part of the emigration phenomenon after 

1990s and it was an immediate, vehement and explosive phenomenon after a 45-year ban. 

Immigration played an important role in alleviating unemployment and poverty in the 

difficult years of transition. (UNICEF Institute for Urban Research, Albanian migration after 

1990s and its influence on the economic and social life).  

At the beginning of March 1991, the arrival at Brindisi harbour of the ships filled with 

about 26,000 desperate migrants looking for salvation from the political unrests and 

poverty would mark the first act of the most important migration from East to West, which 

still continues today. Five months later, in the heat of August, about 20,000 others arrived 

by ships and boats.  
114 The change from dictatorship to democracy brought many challenges. The Democratic 

Party had to implement the reforms it had promised, but they were either too slow or 

didn't solve the problems, so the people were disappointed when their hopes for fast 

prosperity went unfulfilled. In the general elections of June 1996 the Democratic Party 

tried to win an absolute majority and manipulated the results. This government collapsed 

in 1997 in the wake of the additional collapse of pyramid schemes and widespread 

corruption, which caused anarchy and rebellion throughout the country. The government 

attempted to suppress the rebellion by military force but the attempt failed, due to long-

term corruption of the Armed Forces. 
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under communism. In his concept of realistic he noted art policy report: 

How can art change people’s lives? Where can I find them the test of life?  

These two questions were the same for the actors that played in the 

performance. Those two characters were played by actor-director Mehmet 

Xhelili – the owner and manager of the pub Sládek and by Donard Hasani – 

the employee Vaněk. The space is divided between Sládek and Vaněk: Some 

time Sládek is at the bar side and Vaněk is on the public side. The director 

used some elements so that pub also looked like an office. For example, a 

typewriter desk in the bar was always functional. Always two glasses of 

grappa on the table were never empty. The Balkan element was 

implemented by the director in contrast to Havel’s text where he often ran 

to the toilet which was replaced with people filling the glasses and knocking 

their brandy accompanied by keyword “cheers”, as clinking of glasses is 

traditional element in Albania. This element adds dramatic tension 

throughout the dialogue. 

On one hand the character of the writer is a shy and cold character, at 

all times there is a kind of self-confidence that you feel from the beginning 

until the end of the performance. The writer personifies Havel himself and 

during the dialogue between them more thoughtful ideas emerge, the 

dramaturgy on life and society in general. The two characters are in a sharp 

contrast. The owner of the Pub is more complex. He is warm, passing 

quickly from one stage to another. We can see the main character Sládek 

(Mehmet Xhelili) trying to persuade Vaněk (Donard Hasani) to betray 

himself for the benefit of others. An Albanian spectator could easily identify 

with this typical plot and development, and typical Czech humour of this 

absurd satire.  

Spectators and the critics but art critics praised the positive grades that 

appeared. “The performance of Audience is a theatre that has no sense, 

affirms nothing and I, as an individual in the society, do not know anything, 

but only raises the hypothesis and allows us to see the truth, with many 

implications and violent dizziness, complexities, all faces and paradoxes of 

individual. A confrontation that immediately puts the public in the role of 
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spectator and creates a situation of involvement that the performance is 

quite well done” mentioned Adriatic Kallulli115. 

The discussion in the artistic circles concerning Audience took long. The 

performance was an inspiration for the students of the Academy of Fine 

Arts in which Qirjaqi was also professor.  

Together with developments in the Albanian society, the intellectual 

woman’s role in this society became the main topic in the years 1995 and 

1996. That also brought to the arts an inspiration to find new forms in this 

absurd world of the Albanian society. At that time, in 1996, another 

director, Rozi Kostani, a student of the Academy of Fine Arts, was intrigued 

to impose a new staging with two female characters: “I preferred to go a 

little deeper because everyone can occur in the circumstances in which 

Havel’s characters find themselves in the play and I would like to see their 

reaction,” unfortunately we have no information or documents about that 

experiment. The only thing that we can do is just to guess how it the same 

situation worked between two women. For example, to be more authentic 

Albanian, the woman character would be a secretary of the Socialist Party, 

would be like a man and stronger than man, stronger than the director 

because of the ideology. The scenography would be held in a typical 

cigarette factory in Albania. If in the original version they are drinking beer, 

a type of stimulant, cigarette is a strong stimulant, the smoke which blocks 

breathing and has precisely this aim with these people. 

 

115KALLULLI, A., Audienca: That Makes Me Feel Audience,  

Adriatic Kallulli, a renowned art critic. Professor Adriatic Kallulli was born on 28 August 

1938 in Bari, Italy. He was one of the founders of the Academy of Arts. Prof. Dr. Adriatic 

Kallulli was a member of the League of Writers from 1967. In all critical writings and 

literary studies in literature and the arts, he enthusiastically supported all quality and 

innovative trends in literature and the arts. His works include studies and analyses of 

precious Albanian literature, dramatic art, aesthetics, as well as painting and sculpture. He 

passed away in Tirana on 28December 2011. 
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 COSTUMES 

 

Another important role is played by the costumes. The costumes are 

very realistic and minimalist, the designer, Erald Bakalli used contemporary 

costumes of the 1990s to better determine the social status and the 

different characters. They portray the differences in the social class and 

work, position in society which the two characters belong to. Sládek, the 

owner of the pub, has very chic clothing with expensive suits and buttons in 

the dark navy blue costume. In the contrast was Vaněk, the intellectual man 

that was in a very simple shirt, trousers and athletic shoes. The director, in 

the contrast to costume, had used the dialectic language in the mouth of the 

Owner. Dressed very elegantly, as he was opening his mouth we understand 

that he is a person coming from the highlands. 

 

SET DESIGN 

 

The audience could clearly feel like it was in the pub. It was furnished 

with spirits such as grappa, vodka, gin, different bottles and different tables, 

etc. Autochthon elements are standing next to the bar that is a kettle in 

which is produced an Albanian traditional drink which is made from grapes. 

The décor give the impression of a pub from one side but also element of an 

office from the other side. Décor was very realistic, almost naturalist and 

minimalist. The public was standing in the bar chairs and the chairs were 

related to the small bar table. There was one door located in the central 

position on the stage. This served as the entrance door to the toilet and the 

other was the main door which was used by the public behind which the 

audience was able to notice a ray of light, representing the main entrance 

and the exit door from office or hell. The colour that was used for decor was 

a kind of symbolic that expressed the dark side and light thought, morale 

and immorality, good and evil. 
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STAGE LIGHT 

 

The light atmosphere in the pub changes appearance with an 

investigation office which adds to the experience. Every spectator has a 

lamp on his table which was very symbolic, as a mean of interrogation the 

light was functional in certain moments for the public.  

We need to point out before the conclusion that from the year 1991 

there was discussion in Albania about civil society. A system in the hands of 

oligarchs who have captured politics and media and used it for the 

consolidation of their interests. Civil society at that time was weak and 

looked like a tree upside down with roots above nourished by Westerners 

and put in function of one or another political party without criticism of the 

system. No exception were the young, they are a critical mass, blindly 

serving their heads without being catalysts of change. However, recent 

years have created large spaces of freedom of information, movement, 

contact with new global ideas which civil society and young people should 

use to change the Albanian fragile democracy and its development model. A 

flight and the construction of life in the West became an all-Albanian dream. 

This approach was seen with a critical eye at the beginning, because it was 

regarded by both sides, by the Albanians as well as by the West, that 

salvation must come primarily from within and not from aid, people, ideas, 

or financing made by the West.  

The critic Fatos Lubonja116 tried to make parallels between the Balkans, 

Eastern and Western countries. He remembers that the Secretary General of 

116 His father, Todi Lubonja, was a close associate of Enver Hoxha and head of Albanian 

national television until the early 1970s. In the course of Hoxha’s split with the USSR in 

1960, Todi Lubonja was arrested for voicing opposition. Fatosi, who had been studying 

physics in Tirana, was also arrested due to the discovery of his diary, which was very 

critical of Hoxha. Fatos Lubonja was initially sentenced to seven years’ imprisonment. He 

was accused of belonging to a pro-Soviet circle in the prison and was sentenced to twenty 
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the Helsinki Federation, Gerald Nagler, was talking about a meeting with 

Havel. Nagler had asked Havel: “What can we do now for you to help you?” 

Havel responded with something like this: “I think you've asked the wrong 

question, because we are in the same boat.” 

So according to him, we would have been entitled to question what we 

can do to save all in this boat and not as if it was another ship coming to 

help our drowning ship. In a sense the West should look more like being the 

same boat rather than two boats, one being drowned and the other to give 

help. Fatos Lubonja comments regarding the performance of Audience 

“there are the times when a person must consume extraordinary quantities 

of spiritual energy to preserve himself and not to surrender to negative 

emotions such as fear and terror, which not only cost him his clarity of mind 

but also his dignity, and make him give way to evil117.” 

Many intellectuals in Albania and others that are concerned with the 

political and social Albanian life are trying to explain the Havelian 

tendencies have also existed in Albania. There are competing, figuratively, 

more years. After having spent thirteen years at hard labor, he was moved to solitary 

confinement. There he wrote a diary and a novel on cigarette paper, which was concealed 

in the spine of a dictionary. His novel The Last Massacre is a take on communism under 

Hoxha. 

Fatos Lubonja was released in 1991, after having spent seventeen years in prison. He is an 

outspoken critic of the Albanian government, Prime Minister Sali Berisha, leader of the 

opposition Edvin Kristaq Rama and poet and novelist Ismail Kadare. He edits the literary 

journal. 

Born in Tirana in 1951, Fatos Lubonja, who was called Albania’s Václav Havel by the New 

York Times in 1997, is one of the most highly reported independent writers of Albania. His 

penetrating analyses are much noted both at home and abroad. Under the communist 

regime, he spent seventeen years as a political prisoner in detention centers and work 

camps. He has recorded his experiences in autobiographical stories and the novel Ridënimi 

(Second Judgement). Lubonja is publisher of the literary journal Përpjekja, which he 

founded in 1994. He lives and works in Tirana. 
117 Newspaper Shekulli, 1 July 2005. 
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in the voice of a famous critic Albanian Fatos Lubonja who was therefore 

referred to as Albanian Václav Havel118. 

 Few have done more to struggle for and constructively criticize 

Albania's democracy than Fatos Lubonja, writer, editor of the quarterly 

journal Endeavours and now representative of the Forum for Democracy, 

which is attempting to replace confrontation with dialogue in Albania's 

political life. In his 1995 writing, Lubonja presciently analyzed what he calls 

“the vicious circle of despotism and defence” which he blames for the 

difficulty in implanting civic freedoms in Albanian society: “It is precisely 

because of the Albanian individual, being at the beck and call of the 

patriarch and the clan, has little scope for expression, that he has often 

displayed either compliance, which has created a closed society, or been 

prone to violent outbreaks in the shape of devastating acts of parricide119.” 

The crackdown followed a demonstration in 1990, when 10,000 

Albanians converged in a pro-democracy rally that was believed to be the 

118 Excerpted from Editorial Notebook ROSENBERG, T., Fatos Lubonja: Albania’s Václav 

Havel. 

Albania, the Nation Without Heroes / Why Its Own Václav Havel Is an Intellectual Ignored. 

If most Westerners had to choose one person to symbolize Eastern Europe’s emergence 

from Communism, it would be Václav Havel, one of a generation of Western-oriented 

intellectuals and writers who were dissidents and political prisoners under Communism 

and then continued to provide moral and sometimes political guidance after Communism 

fell. Then there is Albania, and Fatos Lubonja. He is the author of many novels, numerous 

essays and a diary and stories from prison. He uses his prison experiences — the murder of 

a cellmate’s cat, the joy of a prisoner released from shackles into the relative liberty of 

solitary confinement — to write about freedom and dignity … he has helped found 

Albania’s first human rights group. In Endeavor, the remarkable journal he edits, he argues 

for a more critical, tolerant and European Albania. Mr. Lubonja is all the more isolated 

because most of Albania’s intellectuals now live in America, France, and Italy. Some left to 

make a living they cannot make in Albania, others to be free of Mr. Berisha’s thugs. Mr. 

Lubonja stays because he thinks intellectuals must build a European political culture and 

show Albanians that not everyone in public life is there to get rich. 
119ROSENBERG, T., Fatos Lubonja: Albania’s Václav Havel, 
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largest outbreak of unrest in Tirana since the hard-line socialist state was 

proclaimed after World War II. 

Apparently spurred by the protest and growing signs of a restless 

public, Alia demoted his interior minister and other key figures who 

Western diplomats considered to be obstacles to reform.  

On the 10 July 1990, the Czechoslovak Foreign Ministry in Prague sent 

President Václav Havel’s plane to evacuate 51 Albanians from Tirana. The 

Prague Government sent a Tupolev-154 aircraft used by President Václav 

Havel to pick up the refugees - 49 men and 2 women. The Albanians Fly to 

Czech Capital; Thousands Await Chance to Flee: Eastern Europe: The 

exodus begins from the region's last bastion of Stalinism. It may signal a 

softening by the hard-line regime in Tirana. The 51 were among an 

estimated 6,000 Albanians who have crowded into about a dozen Western 

embassies in Tirana in recent weeks seeking to flee Eastern Europe’s last 

Stalinist Government. They were the first of those seeking refuge to leave 

the country.  

 The career of Ismail Kadare120, his country’s best known writer, 

illustrates the extreme difficulties. Unlike other countries of Eastern Europe 

under Communism, Albania had no publicly acknowledged system of pre-

publication censorship of literary works. The mere idea of an oppositional 

culture under the quasi-Stalinist “Hoxhaist” regime which held power from 

1944 to 1991 seems to have been inconceivable to the authorities, who 

controlled dissent by mechanisms of terror which were exceptionally 

120Ismail Kadare (born 28 January 1936) is an Albanian writer. He is known for his novels, 

although he was first noticed for his poetry collections. He has been a leading literary figure 

in his own country since the 1960s. In the 1960s he focused on short stories until the 

publication of his first novel, The General of the Dead Army. In 1996 he became a lifetime 

member of the Academy of Moral and Political Sciences of France. In 1992, he was awarded 

the Prix mondial Cino Del Duca; in 2005, he won the inaugural Man Booker International 

Prize and in 2009 the Prince of Asturias Award of Arts. He has divided his time between 

Albania and France since 1990. Kadare has been a Nobel Prize in Literature candidate 

several times. He began writing very young, in the mid-1950s. His works have been 

published in about thirty languages. 

123 
 

                                                             



brutal. Writers and artists obeyed the unwritten rules, or they and their 

works perished.  

In October 1990, while on a visit to his French publisher, Kadare 

announced that he was disenchanted with the tentative reforms initiated by 

Hoxha’s successor, Ramiz Alia, and that he would not return to Albania until 

it enjoyed full multi-party democracy. He has since made return visits, but 

continues to be based in Paris. In choosing exile at a moment when change 

seemed irreversible, Kadare dismayed his compatriots and disconcerted his 

foreign readers. At the same time, he drew attention to a cultural scene 

which, in the English-speaking world at least, had been almost totally 

neglected. 

 

A Polish novelist, Tadeusz Konwicki, would describe: “Writing under 

censorship has positive aspects. It can be like gambling or doing battle. The 

fact of having to face a censor can mobilize a writer to create ways of 

bypassing censorship; it forces the writer to employ metaphors which raise 

the piece of writing to a higher level121”.  

Kadare’s works are ambitious in their attempts to present the inter-

national background and internal repercussions of events which 

determined Albania’s isolation, and at the same time, to show their effect on 

the private lives of a small group of intellectuals and bureaucrats in a 

realistic style not found elsewhere in Kadare’s work. 

For a foreign reader, the interesting side of these novels may lie more in 

the picture they give of urban Albania – the texture of domestic and 

bureaucratic life is well conveyed – while for Albanians, their immediate 

appeal may have been their “unofficial” interpretation of state policy and 

public events, and the satisfactions of reading about Albania playing a role 

on the world stage. Once their country was committed to its solitary path, 

121 KONWICKI, T., The Polish Complex 

124 
 

                                                             



there must have been few. Kadare has been glibly compared with Václav 

Havel.122 

 
 

 

 

  

122 General Literary Studies, Number 19. spring 1995, special Section: Eastern Europe 
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4 PRODUCTION OF HAVEL’S PLAYS IN KOSOVO 
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THE DODONA THEATRE – THEATRE BEFORE THE KOSOVO WAR 

 

The Dodona Theatre123 for Children and Young People in Kosovo has a 

short history. The first theatre troupe for children was founded in 1986, 

comprising enthusiastic amateur actors and usually producing puppet 

shows, which were played in different settings. In general, Kosovo has had a 

poor governmental record of organizing activities for children and youth. 

This was even part of the state politics of the time of Yugoslavia, which 

treated Kosovo Albanians as second–class citizen, even though they 

constituted 90% of the population in Kosovo. 

In 1992, an old building in the outskirts of Kosovo capital, Prishtina, 

was turned into a theatre. Due to the shape of the building, the theatre had a 

narrow and a shallow stage and only 167 seats. 

Enver Petrovci, a renowned Albanian actor who had built a successful 

career in ex-Yugoslavia, and who in the time of political turmoil had left its 

capital Belgrade to return to Prishtina, was named director. The beginning 

of the work in this theatre, later known under the name “Dodona”’, was a 

major event of the time. 

It was exactly the time of the disintegration of Yugoslavia – the war in 

Bosnia had just started, while for the Albanian population in Kosovo 

discrimination and apartheid were ongoing. The occupation of Kosovo by 

the Serbian regime had paralysed the whole of Kosovo. The schools and 

University of Prishtina were closed, tens of thousands of Albanians were 

thrown out their jobs, and the only daily newspaper in the Albanian 

language was banned, as were the Albanian speaking TV and radio stations. 

Most of the cultural institutions were closed or put under state-imposed 

Serbian management. At the time this campaign of violence and 

discrimination was widely referred to as “the violent measures”. 

123 Not to be confused with the Dodona theatre, first oracle site in ancient Greece. 
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“Dodona theatre was considered one of the very few spaces where 

people felt “free”. Inside the walls of the theatre the audience could laugh 

and cry freely… Dodona was the only place that made them feel proud and 

dignified, while outside those walls they were treated in the most inhuman 

way124”. 

Having understood that he was to be expelled from his positions as the 

director of Dodona Theatre of Children and Youth, Enver Petrovcin signed a 

contract with Faruk Begolli, who had just created a private firm for theatre, 

film and design. This contract made it possible to utilise the evening stage 

for activities programmed by Faruk Begolli’s firm, while the theatre 

benefited from the percentages of the tickets sold. Faruk Begolli was one of 

the most famous film actors in ex-Yugoslavia. He, together with Enver 

Petrovcin, came back to Kosovo and opened the acting school within the 

Faculty of Arts of the University of Prishtina.  

Soon after signing the contract, Enver Petrovcin was expelled from his 

job and a Serbian director was appointed. Most of the actors acting in the 

evening shows were students of the acting school, with Dodona becoming a 

sort of laboratory theatre, creating the first experience for new actors and 

directors. 

Due to the lack of budgets, most of the productions in this theatre had 

very poor stage scenery and most of the costumes were made by the actors 

themselves. Actors and others working in these productions were paid from 

the tickets sold. Comedy was the most favoured genre and it brought 

greater numbers of audience to the theatre. One play, (Professor, Am I 

Talented or What?) directed by Faruk Begolli, was shown 360 times, with 

some people seeing it more than ten times.  

Due to frequent movements of the Serbian “police” patrolling on the 

street and their frequent provocation of the Albanians, going to Dodona 

theatre became a very difficult journey. The real trouble was returning 

124 Monografi Cult - Decada of Dodona 1992-2002.  
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home after shows. Because of this, actors sometimes slept in the theatre 

after the shows or rehearsals. 

During these years life in Kosovo had become very hard. Kosovo-

Albanians were living in a kind of ghetto. The Dodona theatre was 

considered one of the very few spaces where people felt “free”. The actors, 

directors and the others working in Dodona Theatre had an added, yet 

unseen, enthusiasm for their work. Their work was seen as a kind of protest 

against the violence and a manifestation of dignity and non–submission. In 

its ten years of work, Dodona theatre became a symbol of Kosovo theatre 

and culture. It was justly called “the Muse of Resistance”. In Kosovo the one-

act play Audience was performed on stage on 30 May 1997 at the Dodona 

Theatre.  

 

PRODUCTION OF AUDIENCE  

 

Director Fatos Berisha chose Havel’s play Audience since he was 

convinced that Havel’s language was the language which should be spoken 

to the Kosovo spectator properly in that period in Kosovo. For director 

Fatos Berisha, Havel is a dissident playwright who has suffered under 

Communism for his open criticism against the communist government 

which made it very difficult for the publication of his works. The production 

of Audience was staged at the theatre “Dodona” in Prishtina in 1997; at that 

time Kosovo was under Serbian regime and the message of the performance 

might reflect the actual situation in Kosovo. In the performance of Audience, 

intellectually of the writer himself, he is exposed to endless challenges and 

persecution. The brewery itself is a metaphor of a prison of the intellectual 

who is inserted there to do voluntary work which gives him punishment but 

who also needs to succeed with his humour, intellect and sarcasm in order 

to survive, explains director Berisha in an exclusive interview. The Audience 

showed to us how the known figures of society had to compromise in order 

to survive; spying and ongoing challenges of intellectuals to comply or to 
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not compromise with the system. For eleven years the production of 

Audience was on the stage with some breaks.  

For the director of the production, Fatos Berisha, the 80 percent of the 

public who come to see the performance is the same. Perhaps the fact that 

Havel's confession is a black comedy, which for the director of performance 

can be well considered as political theatre, and even through black humour 

he presents a Balkan phenomenon, a specific and very sensitive point in 

Kosovo now, such as corruption. According to the director Berisha: “The 

performance has been successful not only in Kosovo, but also in Macedonia 

and in the Albanian Territory, especially in the post-communist countries”. 

Repression and report of intellectual freedom is not something that is 

“harassing” only in a while. In society that constantly changes it appears 

that the human being is constantly in search of itself, especially in 

repressive systems it feels constrained to be realized within the limits 

themselves. But those who feel more pressured and “victimized” and clearly 

reflect this drama are the elite of society. 

 

The production of Havel was performed for the first time in Kosovo, in 

an atmosphere of repression, fear and dehumanization. Where intellectual 

“must make a very difficult choice to either rebel or compromise. To escape 

through the open window of the brewery prison, or remain within the 

oppressed. He chooses to flee from freedom”, director Fatos Berisha 

completes his explanation in the exclusive interview for our research.  

 

DIRECTING 

 

Fatos Berisha graduated from the Academy of Arts in Prishtina in 1997. 

From 1995 he had the first contact with Havel’s plays.  

He was reading an executive summary of Havel’s work at the time he 

was sick in hospital. He immediately got the impression that Havel with his 
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symbolic language was speaking to Kosovo –Albanians in the Albanian 

language. The black humour immediately intrigued him. It was time for 

change on the Kosovo stage; it was time for political, social and human 

problems to wake up the intellectuals of this country. The time was absurd 

in Kosovo too. Based on the acting he highlighted for the first time in 

Kosovo a performance where in the totalitarian system the intellectual 

ironizes himself, ironizes the system. Sládek running very often to the toilet 

is used by the director as a motif to provoke the public that the character is 

running to stand outside the window. Whenever Sládek goes to the toilet he 

drinks, a wrenching musical motif (composed by Ilir Bajeri) moves Vaněk 

for a moment in his place, somewhere in the area of desires and dreams, 

which provokes his courage to get out of the window, where one expects 

freedom . 

During the translating process there was so much talking about the 

details. Completing the characters the director chose a thin-body actor for 

the character that drinks beer, Sládek (Shkumbin Istrefi), he is the owner 

and there we have the employee who works but is healthy and his body is 

shorter. According to the mentality of the Balkan countries the thin people 

were not much appreciated in society. The director was not choosing it 

considering only the physical point of view, but he knew which characters 

can fit more in the role. Prishtina is a small artistic community and the 

director knows about the skills of the actors from previous interpretations. 

 

 ACTING 

 

Sládek is played by Shumbin Istreti125 with high scenic culture and very 

rare expression. Confused with dissident intellectuals, most of the time he 

doesn’t know how to act. 

125 Shkumbin Istrefi was born on 12 February 1969 in Prishtina. His family descended from 

Veleshta Struga, Macedonia. He graduated of the Academy of Fine Art in Prishtina in 1994 
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He cannot be entirely antagonistic, as Vaněk is not a protagonist. Vaněk 

is played by Armond Morina 126, with a balanced game with suppressed 

emotions you want to flourish, but, at the same time suppress fear even 

more. Both men suffer from many limitations of human life. 

 

COSTUMES 

 

 According to available sources, not much was invested in this 

performance. Available photos from this performance show that actors 

wore tweed in a typical soc-realistic fashion. A coat from the old time of war 

is used as costume for Vaněk, who also has very dirty working-clothes.  

 

SET DESIGN 

 

The stage was realized by (Ilir Museli). The stage presented offices with 

walls that were made of crates of beer and there was also a window that 

looked like a prison window. 

 

CONCLUSION 

 

Ironic and tragic grotesque, which straddles the entire drama, provokes 

loud chuckles in such circumstances, and protects the soul sorrow. Rather 

than judging such social and political phenomena Havel tries, with an 

He has played in performances of the Dodona Theatre and the National Theatre. On 15 July 

2011, as an actor, he joined the Board of Directors of the National Theatre of Kosovo. 
126Armond Morina was born in Gjakove on 22 December 1974. She is one of the most 

famous actresses in Kosovo and plays in TV serials. 
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intellectual eloquence, to seep into the human psyche to understand such a 

category of people before you judge them morally. Director Fatos Berisha 

read well this dimension in Havel’s drama, very well balanced grotesque 

dimension of the tragic. The critics of the time commented about the 

message they received that it was very clear. The Kosovo critic Fadil Hysa127 

stresses out that in dictatorial regimes people are caught by each other 

hostage; each becomes the cause of the captivity of the other, but at the 

same time the victim. In such circumstances humankind loses dignity and 

knows that they cannot act in accordance with personal will, therefore 

cannot be objectively judged as guilty, as deserving for the course of events. 

But unlike the Czech intellectual dissident of Havel’s type, the 

intellectual in the production of Fatos Berisha is more frustrated, perhaps 

because the psychological violence to Kosovo - Albanian intellectuals 

(which he suggests and displays) was great because of muted courage and 

the will for freedom. 

 

The performance was considered by critics to be undoubtedly one of the 

best productions and one of the deepest that was staged in the last decade 

in the Kosovo Territory. The production ran twenty-three reprises. 

 

127Fadil Hysaj, playwright, critic, professor. Chief-Editor of the magazine Dramaand Theatre 

no. 3, November 1997.  
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FIGURE 13: ARMOND MORINA AS VANĚK, AUDIENCE BY VÁCLAV HAVEL, DODONA THEATRE IN 
KOSOVO, PREMIERED ON 30 MAY 1997. 
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FIGURE 14: ARMOND MORINA AS VANĚK (LEFT) AND SHKUMBIN ISTREFI AS SLÁDEK 
(RIGHT), AUDIENCE BY VÁCLAV HAVEL, DODONA THEATRE IN KOSOVO, PREMIERED ON 
30 MAY 1997. 
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FIGURE 15: SCENOGRAPHER ILIR MUSELI (LEFT), DIRECTOR FATOS BERISHA (NEAR 
HIM), ARMOND MORINA AS VANĚK (SECOND FROM THE RIGHT) AND SHKUMBIN 
ISTREFI AS SLÁDEK (RIGHT), AUDIENCE BY VÁCLAV HAVEL, DODONA THEATRE IN 
KOSOVO, PREMIERED ON 30 MAY 1997. 

 

  

FIGURE 16: AFTER THE PREMIERE OF AUDIENCE BY VÁCLAV HAVEL, 30 MAY 1997. THE 
THIRD FROM THE LEFT IS MR. MIROSLAV SINDELAR, CONSUL GENERAL, AND 
REPRESENTATIVE OF THE CZECH EMBASSY IN BELGRADE. 
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KOSOVO WAR AND THEATRE 

 

In 1998 the world was transfixed by the tragic events taking place in 

Kosovo. Yet, amidst a campaign of terror inflicted upon the Albanian civilian 

population and the NATO bombs falling, a theatre for children and young 

people played a very special role. After a stressful and a sorrowful day, the 

audience came and relaxed by watching the performances at Dodona 

Theatre. Going to Dodona was becoming a rite. The tensions of the war rose 

especially in the last few days prior to the commencement of NATO 

bombarding on the Serbian forces in March 1998. 

After an exam held on the stage of Dodona, Adriana Abdullahu, a young 

actress who had just graduated from the acting school, went with her 

professor Enver Petrovci and some of her colleagues to have a coffee in a 

coffee shop in the centre of Prishtina. In the hail of fire from automatic guns 

coming from unknown terrorists who fired at the coffee shop, Adriana was 

killed and a colleague of hers was severely wounded. The day after, 

Adriana’s colleagues and the professors gathered in the small courtyard 

outside Dodona Theatre to pay her their last respects, the state-imposed 

director banning the gathering in the theatre where Adriana had acted most 

of her roles. She was considered one of the most talented actresses of her 

generation. Enraged by the NATO air intervention, the Serb police and 

paramilitary forces launched an unforeseen campaign of terror on the 

Albanian civilian population in Kosovo. People were forcibly driven out of 

their homes and then expelled to Macedonia or Albania proper. On the 

border between Kosovo and Macedonia a crowd of over 200 thousand 

people had gathered waiting to cross over to Macedonia. 

Kosovo artists too were subjected to this misery. Most of the artists who 

had worked in the Dodona Theatre were expelled forcibly from Prishtina. 

Faruk Begolli was one of the few who had managed to exit the convoy of 

escapees and shelter at his sister’s house, somewhere near Prishtina. For 

almost three months, until the Serb capitulation, Begolli managed to come 

out only as far as the house balcony. Some of the young artists who had 

137 
 



performed at the Dodona Theatre had joined the Kosovo Liberating Army 

fighting against the Serbian forces and trying to preserve the civilian 

population from the Serbian atrocities. 

Some of the actors of the Dodona Theatre who happened to be refugees 

in Macedonia founded the “Dodona in Exile” theatre. 

 

THEATRE IN EXILE 

 

Different groups, functioning within this theatre, produced plays for 

children which were shown in different refugee camps throughout 

Macedonia.  

As refugees, all artists were spread throughout Macedonian cities such 

as in Skopje, Ohrid, Struga, and Tetovo. They managed to coordinate and 

started work on a theatre “Dodona in Exile”. They were in contact with well 

known actress Vanessa Redgrave128, who had raised money in England for 

Kosovo actors. One of the productions that seemed feasible was Havel’s 

Audience. Time was too short to prepare everything - flyers, advertisements, 

we arranged the stage at Tetovo theatre with the support of a humanitarian 

organization “El Hilall”129 and at the end also the decor was found, barrels 

of beer.  

128Vanessa Redgrave, (born 30 January 1937) is an English actress of stage, screen and 

television, as well as a political activist. Redgrave rose to prominence in 1961 playing 

Rosalind in As You Like It with the Royal Shakespeare Company and has since made more 

than 35 appearances on London's West End and Broadway, winning both the Tony and 

Olivier Awards. Redgrave was proclaimed by Arthur Miller and Tennessee Williams as "the 

greatest living actress of our times," and she remains the only British actress ever to win 

the Oscar, Emmy, Tony, Cannes, Golden Globe, and the Screen Actors Guild awards. 
129El Hilall- as a volunteer organization it managed to care for approximately 20 thousand 

Bosnian refugees and 172 thousand Kosovo refugees and provided 120 thousand tons of 

aid. They ran 38 international projects in 1999. They cared for 20 thousand people who 

fled their homes during the conflict of 2001. 
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Audience was shown in Tetovo, Macedonia during the Kosovo war, in 

1999, as part of the movement “Dodona Theatre in exile”. Under the 

interpretation of Shkumbini Istrefi and Armond Morina, scene by Ilir 

Murseli, and music by Ilir Bajriname. The performance successfully led to 

applause from the refugees of Kosovo and Macedonia. 

 

Upon hearing this, Václav Havel wrote a letter of support to the people 

of Kosovo and expressed his gratitude for performing his pay in front of 

refugees. In the letter Havel wrote: 

 

“I am deeply touched when I heard that staging of my text has brought 

you pleasure and you were made to forget your destiny. Let us hope that 

your luck will soon change for the better.” 

 

Referred to by the press of the time “Koha Ditore/Day time” on 15 June 

1999, the original letter was published in this newspaper in the Albanian 

language.  
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After the war ended, the Dodona Theatre resumed its activities, with 

actors, directors and students starting to work again in the same space. In 

the first two years after the war the Dodona Theatre collaborated closely 

with UNICEF, and many plays for children based on landmine awareness 

were shown in different villages of Kosovo. 

More than 370 productions have been held at the Dodona Theatre for 

Children and Young People since the end of the conflict. Today, the theatre 

continues to hold plays for children during the day, in addition to ballet 

lessons throughout the week. 
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FIGURE 17: MONOGRAFI CULT - DECADA OF DODONA 1992-2002, PUBLISHER: THEATRE FOR 
CHILDREN AND YOUNG PEOPLE, FEBRUARY 2003, PEJE, KOSOVO. 
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FIGURE 18: MAGAZINE: DRAMA AND THEATRE NO. 3, NOVEMBER 1997, PUBLISHER 
PERPARIMI- SUHAREKE-KOSOVO, CHIEF -EDITOR FADIL HYSAJ. 
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FIGURE 19: FADIL HYSAJ – A REVIEW OF THE PRODUCTION OF AUDIENCE. PUBLISHED IN THE 
MONORAFI CULT - DECADA OF DODONA 1992-2002, PUBLISHER: THEATRE FOR CHILDREN 
AND YOUNG PEOPLE, FEBRUARY 2003, PEJE, KOSOVO. 
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FIGURE 20: THE NAMES OF VANĚK AND SLÁDEK WITH THE KOSOVO AND ALBANIAN 
AUDIENCE ARE KNOWN AS VANJEKU AND SLADEKU. THE PERFORMANCE WAS STAGED 
ON 30 MAY 1997, DIRECTOR FATOS BERISHA. ACTORS: SHKUMBIN ISTREFI (SLÁDEK) 
AND ARMAND MORINA (VANĚK). 
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5 THEATRE IN BULGARIA: SOCIAL AND 
POLITICAL CONTEXT BEFORE AND AFTER 1989 
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The history of Bulgaria before 1989 is a history of a communist country. 

Under the Communist Party the theatre was a shadow of reality. The 

audience in the theatre had an opportunity to see the plays under 

governmental and self- control for so long. The audience loved theatre 

because it was one of the very few social events. The stage was a place to 

hear the things, of course, those things were not said directly and those 

things couldn’t be heard anywhere between friends and even in the family. 

On the repertoire 50 percent of the performed plays were Bulgarian, 20 

percent classic, 15 percent Russian and 15 percent were foreign.  

Bulgarian theatrologist Antonin Donchev in his foreword to the 

contemporary theatre study Eastern European Theatre after the Iron Curtain 

edited by Kalina Stefanova about Bulgarian theatre mentions: “Today the 

Balkans – the cradle of the ancient theatre- are turned into a gigantic scene 

on which one of the oldest and the most fearful dramas written by History 

itself takes place. Tens of millions of human beings, “hypnotized” hitherto 

and deprived for decades of the right to exercise their own will, awake from 

the sleep of the communist illusion130.” 

 Bulgarian playwrights under government control were never able to 

develop their skills. They were writing and living under censorship. People 

struggled for their national identity from the fifth century. The Balkans was 

under the Ottoman Empire for more than 500 years. In the first period of 

theatre under the Communism rule the Bulgarian theatre was very 

moralistic for 45 communist years and political theatre with the dogma of 

the Socialist Realism and “positive hero” or as we say different ideal 

character. Theatres were also influenced by Stanislavsky’s method and 

psychological drama. 

 History of Bulgaria after 1989 is a history of Bulgaria after the fall of 

Communism and after the establishment of democratic rule. After political 

 130 STEFANOVA, K., Eastern European Theatre after the Iron Curtain.  
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changes a huge reform started in the theatre. At that time theatre 

underwent a crisis and was losing its audience. The economic downfall of 

the country stimulated emigration. Many people left the country and 

emigrated to the U.S. and Germany. For example, the salary of an actor in 

1994/1995 was around 60 dollars, the maximum salary 90 dollars. After 

some years of working in Germany the directors returned and the audience 

came back. Free market economy brought an artistic boom. Now the 

Bulgarian audience has 35 dramatic theatres and 19 puppet theatres. 

 But there started a crisis for Bulgarian drama, not one of the directors 

took new interest in Bulgarian national drama. New directors start to show 

interest in small stages such as the Theatre Army. They had good actors but 

low budget plays. The actors started to have contacts with more than one 

theatre at the same time; a self-management period began. Sponsors pay 

the salary of actors and administrative staff. A famous businessman 

sponsored the theatre La Strada, which became one of the most successful 

theatres. For example, during the year 1994/1995 around 80,000 people 

attended one of the most famous Bulgarian theatres, the Army Theatre. It 

was the time of a theatrical boom with 670 plays being performed around 

Bulgaria and 270 new productions. It was a time of private theatre such as 

Theatre 13, or Barbukov Theatre which was named after his sponsor. 

The play “Waiting for Godot” was staged successful by director Leon 

Daniel in Bulgaria Theatre Army. For a long time, absurdist dramas were 

taboo for actors and directors and director Zdravko Mitkov commented: 

“All these absurdist plays are really great, but they have already played 

their role in time and the world theatre has advanced a long way since 

them. Unfortunately, we are again lagging far behind the rest of the theatre 

word and we are far from being modern. Moreover in this absurd euphoria, 

our theatre is in the position of perceiving itself as an experimenter without 

any experimentation actually being carried out131.” 

131 STEFANOVA, K., Eastern European Theatre after the Iron Curtain, p. 45.  
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Another commentary came from director Plamer Markov who said: 

“Bulgarian theatre is living through something like puberty – as if it wanted 

to make up for all the things it should have been doing over the last 45 

years, but couldn’t. Some great shows have come to life as a result. But at 

the same time, this trend is like we are always late and then, at some point 

we want to catch up very quickly with all the things that we have lost in the 

meantime132.”  

The performance of Václav Havel’s plays entered the Bulgarian 

theatrical territory with an authority and big confidence. It was the 

1990/1991 season that brought Audience directed by Filip Trifonov and 

staged at the National House of Culture and Redevelopment (Asanace) at the 

Theatre of the Army, directed by Krikor Azarjan. Also Audience and 

Unveiling were staged at the National House of Culture and directed by Leon 

Daniel. The performance of Largo Desolato was directed by E. Halatchev at 

the National theatre. In the Theatre of Army Redevelopment was performed 

directed by Krikor Azarjan.  

 In 1998 the plays Audience and Unveilling were staged at the Theatre of 

Satire and directed by Filip Trifonov. Audience was also performed at the 

National House of Culture in Sofia.  

The fashionable trend of these two single-act plays Audience and 

Unveiling coincides with the disclosure that there were dissidents in some 

countries as well – the plays were performed for the first time on stage by 

an ageing ex-member of the Revolutionary Youth Union. Another post-

revolutionary hero performed them in Plovdiv. However, I was not able to 

find more material about this performance in the archives. 

 

 

132 STEFANOVA, K., Eastern European Theatre after the Iron Curtain, p. 32.   
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AUDIENCE AND UNVEILING AT THE NATIONAL HOUSE OF 
CULTURE  

 

Audience and Unveiling were staged at the National House of Culture133 

on 8 September 1990. It is one of the most interesting performances of 

Havel’s work in Sofia, by the producer-director Leon Daniel. Actor Tcvetan 

Daskalov plays just one normal young person, who doesn’t understand the 

snobbish dedication of his friends. This non-ambitious interpretation of the 

character at first frees the performance from the possible “stamp” - easy 

conflicts due to contrasts and resistance. From the stage, you can feel the 

author’s tolerant point of view and his humour - not directed to a single aim. 

Once more Tcvetan Daskalov plays Ferdinand Vaněk in Audience (producer 

Leon Daniel). The intellectual, forced to work in a brewery, is in a dialogue 

with a representative of the “working class”: a drink lover master (Ivajlo 

Hristov). Here the master’s presentation in a grotesque manner (very 

inventive by the actor) softens and weakens the picture even of Vaněk. The 

master’s character is somehow melting by the comedy acts of Ivajlo Hristov.  

However, in the spectacle of Leon Daniel based on two mini-plays with 

the same character Vaněk (the third play from the trilogy called Protest is 

maybe the strongest) in spite of the efforts paid by the actors and the skilful 

staging, the outcome is just illustration. 

The production debut on the Bulgarian stage with his settings, 

provoking questions, mixed feelings in the audience made him 

contradictory in the eyes of the public. The performance provoked 

questions, that the Bulgarian public “read” very hard the interrelations 

between Havel’s characters. It is interesting whether one of the reasons is 

even the sorrowful analogy in our past, yet there existed a very difficult 

133 The National Palace of Culture abbreviated in Bulgarian as NDK is the largest 

multifunctional congress, conference, convention and exhibition center in Southeastern 

Europe.This enormous landmark was built in 1981. It was used in the communist time for 

congresses and later after the revolution for culture activities.  
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overwhelmed distance and mixed feelings in the Audience. The performance 

carries the seal of generated cultural tradition, which has already 

manifested its contrast. The performance Audience and Unveiling are a solo 

example of problems caused by socialism. In this case, the problems of the 

reading matter become not only theatrical.  

In restless times like ours, director and producer Leon Daniel says: “The 

unwilling helplessness pushes us to search for guilt not in us but among the 

“others”, we search for guilt that is outside our responsibility. Writers like 

Havel have experienced with the truth opposing the victims of guilt to the 

ones responsible for it is an ideology, wrong ideology134.” Therefore, they 

make pictures, parodies of the miserable times when such people were 

opposing one another. Leon Daniel concludes the brief essay about his 

spectacle with the warning that this is exactly what Bulgarians need now, to 

think without being affected by the common polar emotions typical for fans 

of opposing soccer teams. The tragic comedy of Bulgaria concerns every 

Bulgarian. This is why it is useless to transform it in another historical 

chronicle in which deaths are more than victories. 

 

AUDIENCE AND UNVEILING,  FILIP TRIFONOV SATIRIC THEATRE, 
SOFIA 

 

The performance of Unveiling and Audience was played on the chamber 

stage “Metodi Andonov” of the Sofia Satiric Theatre. The premiere took 

place on 5 February 1998 and the performance was played until 1999. The 

production was staged 17 times. They always kept the same form of 

performance without change. Also the director in 1991 staged Audience at 

the National House of Culture.  

 

 134 Havel - for the hope without happy ending, Trud -Newspaper.  
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 DIRECTING 

 

Filip Trifonov had no hesitation to take two small plays, Unveiling and 

Audience, and despite the arguments about the title with which a theatrical 

producer must make his first steps, he was certain.  

He himself did not think much about it before making his choice; he just 

“read the plays, liked them a lot and decided to perform them135”. 

It appeared that this was really something he could do well. The plays 

suited him as if they were made for him as well as for all the rest of the 

participants in the production. 

They gave away the contact based on a familiar character, the 

identification with the ongoing episode on the stage and the “decoding” of 

the theatrical message. The significance of the content of these new play 

interpretations, could not be revealed only through a simple meaning 

“reading” of the signs coming from the stage. These signs could become 

understandable for the public only after it joined the process, by breaking 

the “old rules of the game” and freeing its own creative thinking. 

Filipip Trifonov was an actor, with experience as a writer and 

journalist; for many years he had proven his rich artistic potential and level 

of intelligence which was a way over the average required from a 

professional actor. Based on the theatre review published in the Newspaper 

Az Buki quoted that “what is more important is that in working for this 

performance he fully demonstrated his professionalism”.136 

Actors: Using his good acquaintances with brilliant actors made during 

the long years of acting, he himself selected his team – Maria Statulova, 

Plamen Sirakov, Hristo Gurbov, and Dimitar Marin.  

135 The information is based on a personal interview with Filip Trifonov, which he gave me 

exclusively for this work. 
136 To live alone with everyone, Newspaper Az Buki.  
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In Unveiling the three main characters almost do not move but still 

observers do not feel them static. Their dialogue is so alive, filled with 

strong sense of humour. The family couple (Statulova - Marin) cannot be 

silenced through all the performance. Maria tries all the time to doll herself 

up with a huge knitted scarf which does not fit the small foppish bow in her 

hair and the cheap open back evening dress that she wears. With a 

trembling hand Dimitar pours glass after glass entirely occupied with his 

major goal for the evening – to drink up as much as possible. Gurbov 

compensates his modest stage action by expressing judgements in the form 

of mimics or light voice alternations. In such a way, the intended “show-off” 

of the family couple fails completely. 

In Audience, a brewery master and a writer are engaged in an almost 

meaningless dialogue including lots of repetitive dumb phrases and beer 

drinking which at the end reveals the mentality of the socialist man, the 

police state and its fruits. You cannot hide your admiration for actor Plamen 

Sirakov: he is totally obsessed by the image of his character to an extent 

where even his hat plays a role in the context of the whole performance. 

Even though he looks relaxed and light-hearted at first sight, in fact he 

appears to be a terrible coward, weak-kneed and ready to comply with any 

order in order to survive in the real world. The speechless character of 

Gurbov – obviously, a prototype of Havel in the period when he was 

politically repressed – is much more courageous. For a long time he is 

aware and feels comfortable to deal with the nature of the social 

phenomena which take place at that time. Therefore, he’s very calm and 

self-confident. 

Stage director Neyko Neykov joined the team and quickly apprehended 

the stylistics which Fillip required from him. 
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CONCLUSION 

 

Filip Trifonov found a fruitful ground for his production in the contrast 

between the two characters which makes his brief but precisely prepared 

spectacle very pleasant to watch as the review in Az Buki mentioned. Not 

surprisingly, throughout the whole performance, the play of the actors was 

accompanied by spontaneous laugh from the audience. The beginning is 

worth mentioning where before the performance Filip Trifonov appears on 

the stage to read a wonderful introduction being dressed in a t-shirt which 

is decorated with all kind of festoons and five-point stars. (In this case the 

drinking element is also “Ballantines” and it is presented on the stage as 

very successful element in the performance.) 

The hall, the stairs and even the space in front of the stage of the Satiric 

Theatre were all overcrowded during the first performance before the 

premiere. The tickets for the premiere were already sold out. 

AUDIENCE AND UNVEILING - THEATRE IN NATURE 

The director-producer Filip Trifonov in 2002 together with the actor 

and director Nikolay Gunderov opened a stage in a restaurant in Plovdiv 137. 

Nikolay Gunderov was an actor who immigrated after the fall of 

communism to Germany because the theatre and cinema was undergoing a 

crisis and many actors and directors emigrated at that time. First they 

started to perform only the play Audience in the Plovniv restaurant than 

later they travelled around Europe. They performed the Audience 

successfully in Budapest, Berlin, and they also performed at the S+H 

Theatre in Prague. Nikolay Grunderov was also using sentences in the Czech 

language during the performance, because he studied in Prague and was 

137 Plòvdiv is the second-largest city in Bulgaria after the capital Sofia. 
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also helped by Jiri Menzel 138. Gunderov is the only director in Bulgaria that 

studied in Prague.  

Several years ago, he also produced it on the stage of the Satiric 

Theatre. The producer says that the difference now is that in the new 

performance he is not only a director but he also plays one of the roles to be 

sure that everything is going to be all right. 

The role of the dramatist is played by Nikolay Pavlov.  

Neyko Neykov made the staging with the soundtrack of the 

performance using songs by Karel Gott. After the performance all the 

spectators could have a free beer for their tickets. 

Based on the review by Elena Krasteva, Trifonov presented his liberal 

approach to the performances. The show was open-ended and its length 

depended on the preferences of the audience. Sometimes it could be very 

brief, other times it took really long before people decided to leave.139 

REDEVELOPMENT STAGED AT THE THEATRE BULGARIAN ARMY 

 

After the experience and the production of the Audience and Unveiling 

by producer Daniel as well as by the actors from the National Theatre 

Army140 a new performance was staged at the Theatre Bulgarian Army on 

28 December 1990, the play Redevelopment by Krikor Azarjan. 

138 Jiří Menzel is a well-known film and theatre director, actor, screenwriter. Some of his 

films are adapted from works by Czech writers such as Bohumil Hrabal and Vladislav 

Vančura. His films often combine a humanistic view of the world with sarcasm and 

provocative cinematography. He became famous in 1967, when his first feature film, 

Closely Watched Trains, won the Academy Award for Best Foreign Language Film.  
139 KRASTEVA, E., Events from the life of Havel in the satire. The actor Filip Trifonov 

directed the play based on biographical data of the Czech president.  
140 Theatre Bulgarian Army has retained its former name, but is a repertoire theatre 

managed by the Ministry of Culture. Its current poster includes 15 spectacular shows. The 

company members are famous theatre and film stars. The modern interpretation of classic 
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DIRECTING 

 

The producer Krikor Azarjan says that for him this spectacle is like a 

“funnily sad romance” for the generations hanged in the atmosphere of “real 

socialism”. 

Theatrical imagination soaked with humanism in the spectacle of 

Azarjan gives us another chance to see once again what we have been, why 

we have been, how we have been, in a search for our true identity as an 

answer to the question what we will be in the future. It is not easy to make a 

clear and unambiguous picture of the reality that needs “redevelopment”. 

Therefore, the producer warns us that any try of simplification is in fact a 

step backwards. Even today, when we talk about the past, we often think in 

old and discredited mental forms. The image of the tradition was the best in 

Redevelopment of Krikor Azarjan at the Theatre of the National Army. The 

same as Leon Daniel in the performance Audience and Unveiling unveils the 

black and white nature of the characters that are in fact a colourful set of 

pain and sympathy, of tragic destiny and comic coincidence. Krikor Azarjan 

is using this same idea as a starting point, Azarjan follows the hints given by 

latter Havel – the necessity of awakening of every man is a precondition for 

their moral responsibility to live.  

The director Krikor Azarjan, instead, throws the spectators in the depth 

of questions from which they want to escape even though they cannot. 

Individual spectator is opposed to himself that makes his experience 

personal suffering, an inner pain that can only help him make decisions for 

himself out of the theatrical hall… The crisis in a human being is frightful 

because it has no clear shape. 

and contemporary drama is part of the theatre’s artistic ambitions. It includes coming to 

stage of new authors and plays. The performances are in the spectrum of different genre 

forms and stylistic approaches. The audience could attend a classical drama, a modern 

dance, commedia dell arte improvisations or a thriller of interactive dialogue between 

actors and audience. The main hall has 500 seats and a smaller underground hall has 60 

seats. 
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The main action takes place in a half-destroyed castle, where a group of 

architects is working (all dressed alike as if they were prisoners). They 

make a project for redevelopment of a small old town which will bring all 

kind of benefits to its citizens at the price of town’s destruction (almost like 

in the Platonov’s novel The Foundation Pit where the characters dig 

pointlessly while they want to destroy it). 

 

ACTORS 

 

Over these otherwise sympathetic and intelligent people stays the eye 

of the Secretary who as a diligent warder is always on alert (good chance for 

the artistic appearance of the actor Nikola Galabov). All the work is 

governed by the three instructors who consequently change their posts. The 

three roles are played brightly and appealing by one actor, Ivaylo Hristov. In 

the first case he is a simple young functionary with liberal ideas, in the 

second case “iron hand”, some general from an unknown African state, and 

in the third case almost the Mao himself who calls for “new thinking” and 

complains that he has big problems with “Misha” (in Russian “bear” or 

diminutive from Mikhail). This is how the ominous image of the unified 

triple Ruler is created.  

The youngest architect Albert (featured by the actor Cvetan Daskalov 

who seemingly monopolizes the “positive character” in Havel’s plays 

performed in Bulgaria: in the spectacle of Leon Daniel he plays Ferdinand 

Vaněk) has the courage to express openly his discontent. Others understand 

him but keep silent. At the end Albert also is sent to the basement. The 

leader of the group Zdenek Bergman (Vasil Mihaylov) is brilliant too. Based 

on the precisely found nuances he creates the unique lyrically grotesque 

image of his character – victim of his own masque. Bergman threatens his 

mistress Louise (featured by the excellent Meglena Karalambova whose 

performance touches the audience in a typical female way; demonism and 

lyricism merge together to show us almost the Ibsen’s image of a still 
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beautiful woman who feels sad nostalgia about her youth and purity) that 

he will commit a suicide by jumping from the tower. At the end the castle 

kills its victim. 

In fact, a man jumps from the tower but this is neither Bergman, nor the 

“positive” Albert who finally gets free and quickly moves his attention from 

the ageing Louise with whom he was in love to the young Renata (the 

actress Radosveta Vasileva). In general, love “triangles” and “squares” bring 

a nice diversity in the play which could hardly be qualified as a “love story”. 

The actual suicide appears to be the melancholic Kuzma Plehanov who 

plays on a violin “Ochi Chyornye” (from Russian “Dark eyes”) and tells 

stories about the castle. Sooner or later everybody makes a self-judgment of 

her life. Talent is buried in earth, love is forgotten dream, and dignity is not 

saved. There are no strength and willingness to resist, living any more. 

 

CONCLUSION 

 

Havel sent flowers to the premiere of the play Redevelopment in the 

Army Theatre. Bulgarian president was one of the first spectators to arrive 

in the theatre hall. According to the theatre critic Iva Yoloval: “The cast of 

the performance which is basically the same, A. Atanasov, C. Daskalov, I. 

Hristov, R. Vasileva, with the enriching presence of V. Mihaylov, M. 

Karalambova etc. in one of them - recalled the faith in youth and vitality of 

talent even when the urgency of everyday problems seemingly threatens its 

existence141.” In the audience of the spectacle were present the Bulgarian 

president Dr. Zhelyu Zhelev, the defence minister Yordan Mutafchiev as well 

as many members of the Bulgarian parliament. Later, there was an informal 

meeting between the theatrical crew of the performance and the Bulgarian 

president who expressed a high opinion of the boldness and the civil 

courage of the producer Krikor Azarjan as well as of the wonderful play of 

141 Havel - for the hope without happy ending. Article in Trud newspaper.  
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the actors. Dr. Zhelev pointed out that the theatre developed the best 

tradition of the progressive Bulgarian theatrical school, that he personally 

followed its repertoire and expressed his wishes for it to continue to 

disclose the sharpest social problems by means of art. The president 

remarked that the Theatre of National Army was a strong cultural institute 

which spread aesthetical values not only among the military officers but 

also among the whole Bulgarian society and emphasized its 

indispensability142. 

As a complement to these favourable remarks of the president, the 

defence minister general-colonel Yordan Mutafchiev said that the theatre 

and its theatrical staff are themselves a proof for the fruitful role which the 

Bulgarian National Army plays in the cultural life of Bulgaria. On behalf of 

the President Havel the producer and actors received flowers after the 

performance. The critic Sergey Litvinenko in the review in the Duma 

newspaper on 18 January 1991 about the play Redevelopment at the 

Theatre of the National Army highlighted: We believe the producer, the 

actors, we appreciate their art but not because of their high professionalism 

or because this performance is the next punch in the belly of the dying 

monster – the System. What makes it valuable is that we watch real theatre 

where the poet Krikor Azarijn discovers a poet in Václav Havel.  

Director Krikor Azarjan also staged the performance of the play 

Redevelopment in 1991/1992 but the only material that was found was a 

poster that has been attached in the annex.  

 

 

 

 

142 Flowers and applauses. Article in Narodna Armia newspaper. 
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LARGO DESOLATO AT THE NATIONAL THEATRE OF BULGARIA BY 
DIRECTOR ENCHO HALACHEV  

 

The play Largo Desolato was staged on 22 October 1991 at the Ivan 

Vazov National Theatre.143Václav Havel shared it with the Bulgarian producers 

and directors of his plays that during the process of creation he had some great 

hope that by exploring a particular event of live he would stumble across 

something human and touch something human. He believed that exactly this 

specificity of the situations in live was the right path and the way to represent the 

human being and existence. Václav Havel was looking for such signs and ideas to 

outline the man in today’s world and the crisis in modern society. He was trying to 

catch something what was common and related for everyone. In case his plays 

were taken just as a document of a particular social environment or system, the 

playwright emphasized that he would take this circumstance as author’s failure, 

but on the other hand if the plays were accepted just like information about the 

person in general and knowledge about the world, he would recognize it as a 

personal success. All these words were very true for the play Largo Desolato. Havel 

stated that it was not so important whether the world the play originated from was 

typical or unrepresentative, exceptional or platitude, it was crucial whether it 

would be understood and whether it realized the general meaning and validity 

which the play was trying to lead the spectator to. He hoped that his work would 

be adopted as musical reflection of not only of the human burden but also a 

reflection of the difficult survival of the man’s identity in the struggle against the 

authority, wishing to limit this personal right; reflection of the strange 

143 The Ivan Vazov National Theatre in Sofia was founded in 1904. It has a well-equipped 

main stage with 750 seats, a smaller 120-seat stage and an additional 70-seat hall on the 

fourth floor. The theatre employs some of the country’s best actors and stage directors, 

many of whom are widely popular. The theatre is named after the prominent Bulgarian 

writer Ivan Vazov. A theatrical school was established as part of the National Theatre in 

1925. A fire in 1923 and the bombardments during World War II seriously damaged the 

building, so the theatre underwent a few reconstructions during the time. The number of 

seats in the main hall was increased, the scene became more spacious and modern 

equipment was provided. Virtually the original appearance of the theatre has been 

preserved; however, changes have been made to the interior and facade. 
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contradiction in the real human abilities, capabilities and role, which the fate 

willed, the environment conferred and the work offered; a reflection of this how 

easy it was to know in theory how one should live, but how difficult we found to 

make it real in practice; a reflection of the sorrowful failure to understand one 

another, especially when both sides had positive attitude; a reflection of human 

loneliness, fear, faint-heartedness and so on; at last but not least a reflection of the 

tragically and comically absurd dimension of all these mentioned topics. Václav 

Havel mentioned all this in order to prevent any kind of attempts from the side of 

the Bulgarian producers and directors for perfect localization of the plays. In other 

words, he didn’t want the environment in which the plot took place to be 

interpreted wrongly. He warned of the possibility of misunderstanding. The 

spectator should not receive any reminder and there shouldn’t be laid any kind of 

particular stress on the Czech and Slovak, communist and even dissident roles and 

aspects. This would strongly damage the play and place it on the same level as a 

documentary work, which may be interesting, but addressed to a very different 

auditory. The author was asking the Bulgarian producers to avoid, as much as 

possible, any king of concrete intentions in this direction. Václav Havel explained 

his apprehension not provoked by tactical and security considerations, as this 

couldn’t make him any harm, but he insisted on such interpretation due to 

principal and artistic incentives. As a conclusion to this statement Václav Havel 

tried to make it clear that “Everything that may exalt the hope of the spectator that 

this play is not addressed towards him will jeopardize the idea and the concept of 

the play itself.”  

In the second part of the notes, Václav Havel spoke about the idea of 

Largo Desolato. At that time he had an aim to use simplified means of 

expressions – just several dramatic personae, few situations and simple 

plot. He wanted to create one comparatively complicated, multilayer and 

polysemic piece of work. In other words, a specific, maybe to some extend 

yearned for notion. A play giving in the meanwhile an impression not so far 

from the picture, which the myths evoked in the person long time ago. The 

author spoke about a provocation, an opportunity for reflection and 

different kind of experience, of a source of possible meanings. Meanings, the 

type of which and quantity of which cannot be well known or planned in 

advance. He made a comparison with a courtroom in which everyone could 
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pour out his own different feelings, emotions and burden. That is the reason 

why, Václav Havel could not afford to assume himself the right to interpret 

the meaning of the play, to lead in advance or in addition the spectators’ 

perception and interpretation, or to impose his point of view and 

explanations of them. We will not find in his notes any statement about the 

main idea of the play. He claimed that this was done on purpose. “Properly 

speaking, exactly the opposite: I would like to make an appeal, to the 

producers - that is why I am writing those lines - for confining to the subject 

and preserving the play’s polysemy and not to try to insert in it any kind of 

one-dimensional or simplified interpretation or explanation.” It appeared to 

Václav Havel that the Bulgarian directors and producers could “harm” the 

play in case they tried to do so. In order to illustrate, the playwright is giving 

more or less casually-chosen examples of the paradox and double-meaning 

of the subject, towards which he had aimed while he was creating his work. 

The main character in the play – Leopold – is presented as a kind of hero, 

but in the same time he shows cowardliness; he is truly sincere and in the 

same time giving a bit of false appearance as pretending. He is desperately 

protecting his identity and in the same time he is losing it hopelessly; he 

knows the best of all, in what kind of situation he had fallen into and in the 

same time he is the most incapable of all to go over this situation; he is a 

victim of the environment he lives in and victim of his fate and in the same 

time he is their creator. Leopold is encouraged by the environment, by its 

role in the play, by the public authority, by the weather and the climatic 

condition, but from other side he is a person with very weak-willed 

character, who should provoke in others not only fellow-feeling, but also the 

feeling of having aversion for him. Lada I and Lada II are repulsive, 

intrusive, tactless, unattractive (in the beginning they arise suspicion of 

being provocateurs). They are also boring and often running away from 

their own citizen responsibilities and duties, shifting them on Leopold. 

However, Václav Havel is suggesting not to wander, but to try to understand 

them, as they are doing everything possible and in their power. We even can 

and should meet them with sympathy. What else they can do? Only bother 

and importune Leopold. Those men are symbol of the mediocrity power, 
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which drives of any human being his identity and uniqueness, remarks 

Václav Havel. In other words they are like delegates of the Satan, but in the 

meanwhile they are decent, not aggressive, polite, normal people, who keep 

their engagements. They may do it for good and think it positively. We 

should take this into account, is the advice of the author.  

Václav Havel continues with the remark, that the biggest bore is Olbram 

when reading his sermons all the time, filled with concerns about the 

psychic condition of Leopold. Moreover, the same Olbram cannot realize 

simple things as that some situations he is interrupting and annoying the 

people around, that he arrived in unsuitable moment, or that for example 

Leopold is feeling cold. We cannot doubt that in this same episode Olbram is 

without any doubts thinking only for the sake of Leopold (from here of the 

people in general). He is one of the purest people in the surrounding of 

Leopold. In this context, Václav Havel shared with the Bulgarian producers a 

story from his personal life. “After a friend of mine had read the play, he 

wrote to me that he had had the strong desire to kick Olbram’s bottom”. On 

the other side in a theatrical review of the play it was said that exactly 

Olbram was representing “the better” of Leopold’s “self”, respectively his 

own conscience too. Václav Havel claimed that both reviewers had the right 

to think so and very often people had the wish to “kick their own conscience 

too”.  

“Lucy is probably right about everything, but more or less doesn’t 

understand anything. Zuzana also doesn’t get to the point and at the same 

time her statements are right” mentions the author. He has in mind and 

wants to say that in his play there is neither even one positive nor negative 

character. It could be said that in this play there are only paradox 

characters, victims and creators of a paradox world. A world in which 

everyone is led by good intentions and thoughts, everyone has some rights, 

but even though everyone can make mistakes, ruin and destroy everything. 

Everybody is somehow tragic and simultaneously funny having his own 

way of being so. At the same time everyone should provoke with different 

amplitude sympathy, disgust and laughter. Václav Havel reminds the 
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directors several times not to place the characters into a one-dimensional 

cliché and not to try to adapt them. The Bulgarian directors should not give 

to the characters some kind of previously drawn up and written moral 

judgments but leave them as the author says “to live their life their own 

way, which means to behave and act according to their own logic, character, 

point of view and relationship with the rest of the world.” Only in such a 

way later on we can enjoy, on the stage, the gloom of the multilayer illusion 

of everything. In case the directors let themselves influence the play and 

introduce, interpret and show a pre-prepared individual moral point of 

view concerning the characters, they will succeed in withdrawing the 

mystic dimension of the play and turning it into a tediously manner’s 

description. Václav Havel directs the attention and gives advice to the 

producers to keep in mind that they should have the same concerns not 

only about the character, but also about the particular moments and 

episodes in the play. “In most of the cases the moments should be a bit 

terrifying, a bit sorrowful and in the same time quite comic. I am secretly 

dreaming during the play the spectator to laugh in his sleeve, but to go out 

of the theatrical hall shaken and impressed.” There is one example of a 

double meaning situation: At the end of the play in role of the good fairy 

Markéta is appearing, offering salvation to Leopold. However, this fact is not 

a barrier for her to have meanwhile some drinks with rum, letting the 

spectator in doubts whether Leopold would have received such offers for 

salvation if she was not under the influence of alcohol. From his side 

Leopold is fascinated by Markéta and starts believing that the salvation is 

really appearing on the horizon. In spite of this he keeps purring alcohol in 

his angel’s glass. He secretly believes that in such a way he will manage to 

have her in his bed as fast as possible. Václav Havel draws a general 

conclusion that not only the leading character, not only the other roles, not 

only the specific situations, but mainly the play as a whole should not be 

limited and placed into the frame of any kind of thesis, even the most 

intellectual one. The Bulgarian directors and producers should neither 

strongly charge the characters nor protect any of the characters 

energetically when preparing the plot. The author reminds them that he 
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doesn’t speak about a resumed thesis, but about a work of art. His play 

doesn’t have the purpose to confirm or approve something, but just to 

amuse, entertain and excite the spectators, as a modern sculpture or 

musical composition would do so.  

 In conclusion to his notes addressed to the Bulgarian directors, Václav 

Havel shares that in the past more than twenty years his plays have been on 

stage in different theatres and countries, he managed to convince himself in 

the way how his plays should be played. First of all he draws attention to 

the fact that, every tendency of the absurd and the comic to be emphasized 

with the help of outside instruments would lead to a loss of value of the 

play. It may also lead to the situation that no spectator would even smile 

during the performance. “My plays should be played as naturally as possible 

- life-like, energetically, moderately with refinement – the same way a 

Chekhov’s play is performed on the stage.” Václav Havel warns that any 

theatrical instruments as stylized arrangements, pyrotechnics, caricature, 

foolishness, actors self- improvisations, funny grimaces, acrobatic tricks, 

stylish verbal expression and all types of exaggeration are the means which 

are ruining and wrongly interpreting his plays. These directors’ ideas can 

eliminate from the play everything interesting and attractive, the suspense 

and the comedy. The actors, according to Václav Havel should have a sense 

of light irony in all dialogues. They should feel the paradox and the absurd 

in the situations, but not to emphasize on showing this up. In order to reach 

the wanted and needed effect, any actor should play energetically, truly and 

respectably.144 

 

DIRECTING 

Encho Halachev was the staging producer of the play at the National 

Theatre. Havel’s Largo Desolato was presented to the audience by the artists 

Naum Shopov, Sava Hashumov, Milena Atanasova, Anton Radichev, Georgi 

144 From the notes of Václav Havel, addressed to the producers of the play Largo Desolato. 

Found in the personal archive of the director. 
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Mamalev, Kamelia Nedkova, Emanuela Shkodreva, Stefan Danailov, Vasil 

Stoychev, and Georgi Staykov. Obviously, it was not easy to create such a 

play on that sort of theatre and because of that actress Kamelia Nedkova 

had doubts: “In our country the actors haven’t carried out cultural activities 

in the direction of specific and typical dramaturgy. We have huge gaps in 

particular theatre genres.” Then she continued: “I really appreciate the 

cooperation with Naum Shopov on Largo desolato. This meeting helped me 

a lot. He is one extremely dedicated partner to his colleagues. As a result of 

our cooperation a huge number of good spectacles were performed. Largo 

Desolato by Ench Halachev was a spectacle in which the main characters – 

marionettes have been living in a nightmare and because of that they had no 

power to revolt against the system. These characters could rely on one 

heretic, who expressed his indignation in published essay. He is trying to 

chase away the fear from his soul, which lies from long time. And even he 

managed to get free of it, the fear left indelible welts. He tries to find 

strengths not to give up till the end.” 

Havel’s ideas were presented without understanding of the basic 

concepts of freedom and predestined path of one dissident. This is a strange 

misapprehension which has led to disappointment of both the audience and 

the author. 

Based on the Bulgarian reviews of the time, the audience expected to 

feel that experience in the performance as part of the whole truth and 

dramatic nature of the human disobedience, as a typical type of behaviour. 

In contrary to that, as the reviews revealed, the spectators had seen an 

artificial substitute of a theatre of Encho Halachev. This was an intolerable 

violation not only of the spectators, but also of the talented actor Naum 

Shopov. Known among his colleagues and admirers as perspicacious 

eccentric man he took the hard dissident’s destiny. 
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ACTING 

The main character of Leopold played by Naum Shopov is a leading 

character in the play and that’s why the Naum Shopov’s exigencies are so 

high to us. He cannot stand the insincerity on the stage and at the same 

moment the ideas in Havel’s creation also defend the veracity/truth in the 

real life. I consider this play to reflect exactly what is currently happening 

here. Nevertheless the play demonstrates the main character in striking a 

balance; it also presents a part of our life destiny.145 The actor Naum Shopov 

with his character Leopold is compared with the image of Icarus, but at the 

same moment Naum Shopov was able to orchestrate the complex image of 

the anti-hero. His grimaces and feeling of uselessness were not managed to 

lead out the dramatic dissonance of the human individuality halted against 

the life’s flow. He was a voluntary hostage of that spectacle. His showed 

with his acting that a solo performance can be dulled by badly conducted 

orchestra.  

The spectacle starts with a wrong tone. Naum Shopov plays the 

character of Leopold brilliantly, a man in panic, who lives in a nightmare 

and expects to be imprisoned because of his essays. This is all shown in the 

play, but Leopold is something more. He is not author of these provoking, 

admiring words full of sadness by accident. He is more complex and 

multilateral and the Fear inside him is just a part of him. He constantly 

motivates and encourages himself even when sometime tiredness and 

despair take him down. However he does not give a chance to be humiliated 

on the stage where he will lose his personality and behaviour. Yes, Leopold 

– philosopher, is not only a hero/character, but also he is only a man to fall 

into despair, not just someone who stays brave, like a hero. 

 

 

 

145 VALCHEVA, R., Dissidents on Bulgarian stage. 
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 CONCLUSION 

 

The program of the performance presents fragments from Havel’s 

writings and it looks as if the staging producer Encho Halachev did not pay 

enough attention to them. Of course he was not obligated to take them into 

consideration in case he pulled out more than the origin. It looks as if the 

play and the text essentially passed each other. The script presents 

complexity and richness, which cannot be seen on the stage. According to 

the reviews of the time it looked that the way the performance was made 

could not bring Leopold, and even less the audience, to desperation. With a 

small exception of Emanuela Shkodreva as Markéta, the atmosphere and 

relationships are inappropriately shown of which was pretty cheerless 

reality till yesterday. There are missing moments of sanctity in these people, 

who do not give up of themselves and don’t feel ashamed of what they are – 

a little funny, defenceless, desperate, and in love.146 

I have also found a compact disc from the performance of Havel’s play 

Redevelopment, this material provides a theatre tableau of the stage design 

and also costumes, actors and misanscene.  

146 VANDOV, N. The long arrival of a picture in profile. 

167 
 

                                                             



6 CONCLUSION 

 

During my work in the Czech Republic as a Diplomat of the Albanian 

Embassy in Prague, I had a personal privilege to meet Václav Havel. When I 

challenged him with a critical question as to what he thought about the 

performances of his plays in some of the Balkan countries, he answered: “I 

don’t comment on the productions of my plays, as you may know.”  

During my research, working with sources and analysis of every fact, I 

have pointed out that the performances of Havel’s plays staged in some of 

the Balkan countries of Albania, Macedonia, Kosovo, Bulgaria and Yugoslavia 

brought new ideas and expressions to the theatre. Those plays were quite 

different from what had been seen in those countries before. They brought a 

lot of discussion and polemics. 

We should consider the fact that Albania is a country that was isolated 

for fifty years, and that Kosovo, Macedonia and Yugoslavia are countries that 

have suffered recent wars (some of the archives were burnt during the 

wars). The archives are in very poor conditions in comparison with the 

archives in other European countries. I should add here too that people are 

not educated in collecting materials. (During my research I found out that 

plenty of materials were held by directors in their personal archives at 

home).  

Travelling and searching in Albania, Macedonia, Bulgaria, Kosovo, and 

Serbia, searching in all national archives, theatre archives, national libraries, 

visual and written materials I have figured out that there is a sufficient 

number of Havel’s plays to be analyzed concerning different regions and 

multilateral relations in which Havel’s plays were staged. Having met 

directors, actors, translators and comparing texts in different languages with 

original texts of Havel’s plays I would like to stress that directors that staged 

Havel’s plays in accordance with the dramatic frame tried to interpret their 

own reality by playing with the dramatic structure through interpolation of 
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their own texts in those of Havel’s.  

Havel’s dramas were produced and performed at the time when Havel  

was banned at home without any censorship in former Yugoslavia (until the 

NATO bombardment intervened) which is also one on the paradoxes of the 

Easter countries. The performances of Havel’s plays were perceived 

differently in different cultural, political and historical context. Because of 

the different historical context it may seem that we have one Czech and one 

international version of Havel. Generally, the Balkan region is full of drama. 

That does not automatically mean good theatre, but it does mean that 

theatre has always played an important role in the life of this region. The 

countries in the region share common problems as the countries were 

struggling politically to come out of the communist rule, which had a 

dramatic impact on the evolution of their arts. 

During my research I have found that no published literature existed 

until now regarding the performances of Havel’s plays in Albania, 

Macedonia, Kosovo, Bulgaria and Serbia. The only material is a master’s 

thesis (ZEC, Emir. Václav Havel’s plays staged in Bosnia and Herzegovina. 

Theory and History of Theatre, Faculty of Arts, Brno 2011) regarding Havel’s 

plays staged in Bosnia Herzegovina, in which Emir Zec provides us with a 

conclusion on p. 83 that the performances of Havel’s plays in Bosnia 

Herzegovina are staged just for trendy reasons (we should remind ourselves 

that Bosnia was also at war). 

To compare this with Kosovo we must point out that the production of 

Havel’s plays before and during the war kept people alive. The plays brought 

a message of existence. They helped the theatre to survive and they created a 

theatre in exile. The performances of Havel’s plays were staged in the form 

of political theatre, in pursuit of certain political ideals, educating the 

audience ideologically in the spirit of the interest. 

Still, because of the long transition the producers and directors of the 

Balkan countries choose Havel’s plays to prepare performances for a theatre 

with a “social message”. 

169 
 



Searching and analyzing materials in the field of directing, I have 

highlighted the fact that directors went to the deeper meaning of Havel’s 

plays and in most cases the plays were staged with some greater desire to 

influence the society. 

In Serbia, the directors followed Havel in an impressive way and they 

managed to dramatize the situation of an intellectual in a society 

characterized, above all, by the breakdown of values, corruption and 

repression. In all these phenomena that Havel wanted to show and point out 

the Serbian directors (such as Ljubomir Draskic) followed him in a great and 

unobtrusive manner. Successful productions, theatre of small forms and a 

new way of interpretation, directors that were in search of new forms and 

messages that fitted Serbian life. The theatre was also defined with the 

performance of Havel’s plays, not only because of his aura as dissident and 

president but because of the universal and human untrendy life philosophy 

of his writing. 

Regarding the sources I have used newspapers, magazine articles, 

costume sketches, photographs, programme posters, scenes and published 

literature I point out thought theatre documents the relation with 

production of Havel’s plays.  

In 1989 the theatre in the Balkan countries became a political platform 

and an open tribune for political discussion. The transformation of the 

theatre includes some of Balkan countries after 1989 with the rise of the Iron 

Curtain. It can be seen that performances of Havel’s plays make an overview 

of the theatre’s progress during the time that has since passed. The face of 

the communist world has been dramatically changing ever since, and so have 

its stages on either side of the former “curtain”. Plays were exported to the 

region’s theatre and theatre critics were educated in new forms of theatre. 

Some of today’s most interesting theatre directors now question not only the 

efficiency of the Communist regime, but its goals and its morality.  

Havel’s plays in countries such as Albania and Bulgaria were performed 

after 1989 and the determination of the status of the theatres led to at least 
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two very significant consequences. On the one hand, this process offered an 

opportunity to format one’s “own” public and audience, whose expectations 

were matching the repertoire and dramaturgy style of a particular theatre. 

On the other hand, it abolished the long lasting and unreasonable label of the 

performances as “traditional” and “experimental”. For those production the 

theatre required a selected audience, moreover it required very unique 

techniques, concepts and authentic scenography. 

The production of Havel’s works brought a new language on the stage of 

several Balkan countries after 1990s. Some of the changes in their text were 

made to adopt them to each country’s culture and spiritual roots. The plays 

reflected the public expectations and its tastes too. 

Gestures of strange people, fake insanity, satiric plays, stunning 

contents, jokes through words, jokes via misunderstandings and so on 

created a model of satiric and entertaining theatre, without any evil sense 

which in many cases cannot be censured, but indeed the selected audience 

could easily depict the real meaning and message conveyed in such works. 

Until that period, the Albanian and Bulgarian world of dramaturgy was 

somehow afraid to call the “experimental theatre” with the right words: 

author theatre. 

The player in Havel’s work came to perform differently. I say differently 

because they tried remodelling the performance, different from the way in 

which they used to play during their stage life. Their main duty, so to say, 

was to give a character the image that the author had depicted, not what the 

other himself could attempt. This was called the theatre of imagination. 

It is a well-known innovative process of the theatre towards the 

consolidation of verse and its trend, style, theory, as the existential absurd 

theatre, i.e. vanguard theatre.  

I can say that all had one common goal that is to pull the theatre from the 

crisis. In this regard the experimental theatre of Grotowski too focused on 

the very root of the act of theatre: actors co-creating the event of theatre 
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with its spectators. So the spiritual emptiness, the absence of ideals, the 

absurdity of life had the need for an experimental theatre.  

The concept of Grotowski was formulated in 1960s, it became a full 

theory later, which was about the connection, relationship between the actor 

and audience, later also implemented in Havel’s works by authors in Serbia. 

Ljubomir Draskic took his actors to play among the audience. He liked small 

halls and small selected groups of spectators fit for his plays of no more than 

100 147. 

 Even though, it was obvious that all directors developed, step by step 

much differentiated, heterogeneous and consciously created new theatrical 

concepts. They were unanimous in rejecting the supportive realism and 

offered a new type of communication between the stage and the spectator.  

 It has been proved that a new stage language was born in the Balkan 

countries, but also through rediscovering the theatrical “alphabet” as well as 

reformulating the “grammar rules” defining the actor –character 

relationship. The performances of Havel’s plays were taken as untypical due 

to the special requirements of the style to penetrate not only into the 

disposition and the motives of the characters, but also into the space of their 

own spiritual motion to the audience. The spectator going through the plays 

was also much different from the one in the “traditional theatre” – his 

experience did not originate in the well-known reality, but it was based on 

the perception of a universal crisis and existential undergoing.  

In my opinion, in the countries of Albania, Bulgaria and Macedonia, there 

is not only crisis in the theatre, but a crisis in its social functioning as an 

“agent” of the ideology or the substitute of the non-existing “free media”. 

May be that was the right way at this time for the public to go back to the 

theatre halls. The “survival” of the theatre, in general and aesthetic means, is 

worthy only when this survival can be transformed into self-development 

147 For more on Grotovski refer please to WOLFORD, L.; SCHECHNER, R., The Grotowski 

Sourcebook.   
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and directors were searching for new theatrical forms. 

It became clear at that time that the theatres in those countries could 

survive only if they had given up the idea of bringing up the public and 

rediscovered the scenic art, as entertainment or an aesthetic reflection of 

higher standards of living and spiritual identity. That’s why the 

performances of Havel’s plays and his triumph can be explained on the 

Balkan stage together with his dissident life, his presidency and with the fact 

that almost always in those countries there is a delay in recognition of the 

world famous names. Unfortunately even a complete interpretation of the 

performances of Havel’s plays such as Largo Desolato, Redevelopment, the 

Beggar’s opera does not succeed in giving answers to the question of 

whether the theatre in the Balkan countries has a chance to reach the 

aesthetic and philosophical roots of the absurd drama.  

 On the other hand, the plays Audience and Unveiling, gave a sign that the 

absurd drama might exactly be the chance for the Albanian, Bulgarian, 

Macedonian and Kosovo theatre to change its view of theatrical realism. 

Through the visible behaviour of an unconscious mind, the countless 

impulsive episodes and the inexplicability of the actions on the stage could 

reach a satisfactory effect.  

Such plays brought a new experience and enriched the theatre in some 

of the Balkan countries. Such authors are difficult for masses and require a 

much more selected audience; moreover they require very unique 

techniques, concepts and authentic scenography. 

I have already mentioned in the chapter on Albania that the performance 

of the play Temptation was unsuccessful. In order to analyze the fact one of 

the points is that the old actors had been taught in the Stanislavsky system.  

For the Balkan artists Havel’s plays are like bare skeletons. The task of 

the producers and the actors is to add flesh and blood to them, to give them 

spirit of these nations. These plays are all like witty games of chess. For the 

Balkan countries of Serbia, Albania, Macedonia, Bulgaria, and Kosovo having 
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passed through different collusions the game finishes all with the same 

inevitable end and the system is defeated by the individual intellectual. The 

characters in the plays despite their entire expressiveness remain only 

pawns and figures. 

After the revolutions of the 1990s, the “traditional theatre” started 

“speaking” with a different intonation. Until the changes it had been kept in 

the frames of the censorship and its watchful eye tried to imply a “realistic 

reflection of the reality”. As a result the theatre was forced to use a 

transparent allegory of the characters. The tradition started to attain 

different significance and face. The stage dialogue showed new dimension at 

this time. It was perceived much more like a confession, than just a message. 

It was not anymore like a statement and expression of a position towards 

some problem, so typical for the years before. The “traditional theatre” was 

already asking more questions than answers it was giving. In the plays on 

stage you could find not only many familiar characters, but also images 

created with allegory and metaphoric figures of speech. In comparison with 

earlier periods, it could be seen that the characters have unlimited 

expressions, finding themselves in tense situations due to a confrontation of 

their rational action motives and their inner understanding and perception 

of the given moment from the plot. We can go even further and say that the 

motivation itself was under question due to the emotion from one side and 

due to the reflection from another. At that time, it shook the basis of the 

undisputable logical argumentation, which was used as justification of the 

conduct in general. The needs of the “mass spectator” pressed enough by the 

gloomy day to day life, wishing to run away, to forget and to enjoy. 

The Balkan theatre was influenced by the Eastern theatre model 

especially at the management and structural levels. The production of 

Havel’s plays was a give or take on par with Balkan countries. In the Balkan 

theatre there have been substantial changes in their reflection on the 

theatre. Plays were exported to the region’s theatre and theatre critics were 

educated in new forms of theatre.  
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At that time it was logical argumentation, which was used as justification 

of the conduct in general. It is not a coincidence that Balkan directors used 

exactly the works of playwrights such as Václav Havel, to create their 

analytical - content for their performances. During this time Albanian, 

Macedonian, Kosovo and Bulgarian theatres were continuing with their 

attempts to educate the public and fulfil the “white holes” in the cultural life 

with new ideas. 

As regards the last performance in Macedonia by director Dino Mustafic of 

the Beggar’s opera I would like to point out that the directors had freed their 

minds from the inferior complex of “entertaining art” to “serious art”. 

Because when the theatre is just entertaining, playing with the visible reality, 

it doesn’t lose it social nature and context. An outstanding and remarkable 

way of connecting the gray pieces of our everyday life makes the 

performance colourful. 

In the Bulgarian theatre together with the quality of performances of 

Havel’s plays there was also a question of quantity as the concept of self- 

management. Then we have a tendency for commercial theatre of the 

performance Audience and Unveiling in Theatre in Nature in Bulgaria. It was 

also convenient for the theatre and the director to choose the plays with 

fewer characters such as Audience and Unveiling.  

In today’s time of strong emotions and absolute polarization of society 

when some forms of consensus are denied, the production of Havel’s plays in 

the Balkans come to remind us that maybe we have forgotten our personal 

hesitations from the recent past, our ability to be self-critical, self-ironic and 

impartial. 

Havel is still performed in the Balkan countries except for Serbia (for 

political reasons). In others countries such as Albania, Kosovo, Bulgaria, 

Macedonia performances of Havel’s plays satirize various aspects of 

deformation of democracy. If Havel’s plays are performed in the right way by 

the director they will always be up to date. Productions of Havel’s works 

make us aware of the need to educate the public, especially in countries 
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where many problems of the past are still there (Macedonia, Albania, Serbia, 

and Bosnia). 

Having researched the production of Havel’s plays in the Balkans I have 

found out that the plays Audience and Unveiling have been performed in 

Serbia, Macedonia, and Bulgaria. The play Audience is present in all the 

countries. Audience is the most performed play by students of the Academy 

of Art. The exchange between artists in the region as is the case of the 

Beggar’s opera with artist from different countries of the Balkan region has 

brought a new wave and has given a successful performance.  

By way of conclusion of my research I need to say that this work shall 

not end here. I will work to bring this into the focus of Czech readers in a 

Czech version and I will also prepare an Albanian version for the Albanian 

public in order to offer this material to other researchers to continue this 

work. 
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THE EVIDENCE OF PERFORMANCES 

 
Year Play Venue Town Country Directing 
1965 Garden Party/Drugarsko 

Veče 
Atelje 
212 

Belgrade Serbia Ljubomir 
Draškic 

1981 
Audience &Unveiling/ 

Audience &Vernisaž 

Atelje 
212 

Belgrade Serbia Ljubomir 
Draškič 

1982 Memorandum/ 
Vyrozumění 

National 
Theater 

Beograd Serbia Vladimir 
Aleksič 

1984 Protest -Testimonial/ 
Protest Attest 

National  
Theater 

Beograd Serbia Zelimiz 
Oreskovic 

1985 Largo Desolato Drama 
Theater 

Beograd Serbia Dejon 
Mijač 

1985 The Begga’s 
Opera/Žebrácká opera 

Atelje 
212 

Beograd Serbia Ljubomir 
Draskič 

1989 / 
1990 Audience& Unveiling/ 

Audience &Vernisaž 

National 
Theater 

Skopje Macedonia Dusan 
Neumovski 

 
1990 

Audience & Unveiling  
/Audience &Vernisaž 

National 
House of 
Culture 

Sofia Bulgaria Leon Daniel 

1990 Redevelopment/Asanace Theater 
of Army 

Sofia Bulgaria Filip 
Trifonov 

1991 Largo Desolato National 
Theater 
Ivan 
Vazov 

Sofia Bulgaria Encho 
Halatchev 

1994 Temptation/Pokušení National 
Theater 

Tirana Albania Not 
successful 
Mehmet 
Xhelili 

1995 Audience Academy  
of Fine 
Arts 

Tirana Albania Agim 
Qirjaqi 

1996 The Begga’s 
Opera/Žebrácká opera 

Theater 
of Drama 

Skopje Macedonia Goran 
Trenchovski 

1997 Audience /Audience Dodona 
Theater 

Pristina Kosovo Fatos 
Berisha 

1998 Audience Satiric 
Theater 

Sofia Bulgaria Filip 
Trifonov. 

2012 The Begga’s 
Opera/Žebrácká opera 

Albanian 
Theater 
in Skopje 

Skopje Macedonia Dino 
Mustafic 
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7  ANNEX 

 

 I have searched for materials in the following theatre archives: 

Albanian National Theatre, Dodona Theatre for Youth and Children in 

Kosovo, National Theatre in Belgrade, Serbia, Atelje 212 in Belgrade, 

Theatre of Army of Bulgaria, Satiric Theatre in Bulgaria, Theatre of Opera in 

Macedonia, National Theatre in Macedonia, and Albanian Theatre in 

Macedonia. I have found sources that complete my picture and provide 

better view regarding the performance of Havel’s plays in Albania. A lot of 

the materials are from personal archives of theatre directors who keep 

them in their homes. A lot of these materials are originals and I would also 

like to collect and give them to the archives of each country so that they 

could have the materials for young directors, actors, artists who would like 

to make a clearer picture in the framework of Havel’s performances staged 

in some of the Balkan countries.  
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Albania: 

 

 FIGURE 21: THE HAVEL’S PLAY “TEMPTATION” TRANSLATED BY MEHMET XHELILI IN 
THE YEAR 1994- UNPUBLISHED TRASLATION. 
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FIGURE 22: THE HAVEL’S PLAY “TEMPTATION” TRANSLATED BY MEHMET XHELILI IN THE 
YEAR 1994- UNPUBLISHED TRASLATION. 

180 
 



 

FIGURE 23: THE TEXT OF THE BEGGAR’S OPERA TRANSLATED BY DIRECTOR MEHMET XHELILI 
AFTER HE RETURNED FROM THE CZECH REPUBLIC. 
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Kosovo: Audience 

 

 

FIGURE 24: THE POSTER OF THE PERFORMANCE OF AUDIENCE STAGED IN 1999 AT THE THEATRE 
IN EXILE. THE PERFORMANCE WAS STAGED IN MACEDONIA. I HAVE FOUND THE MATERIAL IN THE 
PERSONAL ARCHIVE OF THE DIRECTOR FATOS BERISHA. 
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Serbia: The Beggar’s Opera  

 

FIGURE 25: THE BEGGAR’S OPERA IN THE YEARBOOK OF THE THEATRE ATELJE 212. IN THE 
PHOTO THERE ARE DRAGAN NIKOLIC (MEKHIT) AND SVETLANA BOJKOVIC (JENNY). 
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FIGURE 26: POSTER OF THE PERFORMANCE MEMORANDUM STAGED AT THE NATIONAL 
THEATRE ON 1 OCTOBER 1982. 
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FIGURE 27: THE NAMES OF ACTORS IN THE PERFORMANCE MEMORANDUM DIRECTED BY 
VLADIMIR ALEKSIC, TRANSLATED BY ALEXANDER ILIC, COSTUMES BY LILJANA DRAGOVIC 
[ACTORS :BOJKO PULETIC, SONJA JANKOVIC, BOGDAN DIKLIC] 
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FIGURE 28: ON THE LEFT BOGDAN DIKLIC (JOSEPH GROSS), ON THE RIGHT BRANISLAV JERINIC 
(JAN BALAZ) 
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FIGURE 29: IN THE PHOTO FROM LEFT TO RIGHT THERE ARE BRANISLAV JERINIC (JAN BALAZ) 
AND BOGDAN DIKLIC (JOSEPH GROSS). THE PLAY WAS STAGED BY VLADIMIR ALEKSIC. 
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FIGURE 30: PHOTO OF THE PERFORMANCE OF THE PLAY MEMORANDUM. ACTORS FROM THE 
LEFT TO THE RIGHT: PREDRAG EJDUS, SONJA JANKOVIC, STANDISLAVA PESIC, MIHAJLO 
VIKTOROVIC, BRANISLAV JERIMIC, BOGDAN DIKLIC, BOSKO PULETI. 

 

 

 

 

188 
 



 

FIGURE 31: BOGDAN DIKLIC, SONJA JANKOVIC 

 

FIGURE 32: PHOTO. ACTORS FROM LEFT TO RIGHT: DUSKO PULITIC, BOGDAN DIKLIC, 
BRANISLAV JEREMIC. 
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FIGURE 33: PHOTO. ACTORS FROM LEFT TO RIGHT: MIHALJO VIKTOROVIC, BRANISLAV 
JERIMIC, BOGDAN DIKLIC. 
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FIGURE 34: IN THE PHOTO FROM LEFT TO RIGHT: DUSKO PULITIC, SONJA JANKOVIC, 
BRANISLAV JERENIC, BOGDAN DIKLIC 
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FIGURE 35: A REVIEW OF THE PERFORMANCE OF THE PLAY MEMORANDUM. 
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FIGURE 36: REVIEW OF PERFORMANCE MEMORANDUM IN THE NEWSPAPER 
(01.10.1982) 
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FIGURE 37: A REVIEW OF THE PERFORMANCE OF MEMORANDUM STAGED ON 1 OCTOBER 
1982. 
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FIGURE 38: REVIEWS OF THE PERFORMANCE OF ATTEST AND PROTEST ON 10 JANUARY 1984. 
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The best play yearbook of Yugoslavian theater. During the time of Former Yugoslavia 
The ‘Other Scene’, artists and organizations propelled by the motto ‘different theatre 
for a different society’, dedicated to experimental, low-budget, alternative, engaged, 
and independent theatre in Serbia can be regarded as the ultimate Serbian 
alternative in theatre.  

Below are the yearbooks of Yugoslavian theatre from the year 1986-2004 and the 
performances of Havel’s plays in Former Yugoslavia are marked with yellow. 

 

 

FIGURE 39: YEARBOOK INCLUDING HAVEL’S PERFORMANCES STAGED IN FORMER YUGOSLAVIA. 
I HAVE HIGHLIGHTED HAVEL’S PLAYS IN YELLOW COLOUR. 
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FIGURE 40: LARGO DESOLATO, PERFORMANCE ON 22 MARCH 1987. 
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FIGURE 41: YEARBOOK 87-88 
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FIGURE 42: LARGO DESOLATO 87-88, BELGRADE 
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FIGURE 43: LARGO DESOLATO 87-88, SARAJEVO 
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FIGURE 44: YEARBOOK OF YUGOSLAV THEATRES OF THE 1988/1989 SEASON. 
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FIGURE 45: LARGO DESOLATO YEARBOOK 88-89, VRŠAC VOJVODINA PROVINCE IN SERBIA, 
PREMIERE 09.09.1989 
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FIGURE 46: LARGO DESOLATO, PREMIERE, 10.06.1989 ZAGREB 
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FIGURE 47: YEARBOOK 90-91 
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FIGURE 48: AUDIENCE, NOVI SAD 
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FIGURE 49: YEARBOOK 2002-2003 

206 
 



 

FIGURE 50: THE PERFORMANCE, THE BEGGAR'S OPERA, LESKOVAC IN SOUTHERN SERBIA 
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FIGURE 51: YEARBOOK 2003-2004 
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FIGURE 52: UNVEILING WAS PERFORMED ON THE SMALL STAGE OF THEATRE 212. 
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FIGURE 53: BULGARIA: MRS. ANNA FREIMANOVÁ KEEPS THE CORRESPONDENCE AND THIS IS 
THE REPLY VÁCLAV HAVEL SENT TO THE INVITATION TO ATTEND THE PERFORMANCE OF HIS 
PLAY REDEVELOPMENT. BELOW IS THE ORIGINAL DOCUMENT. 
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FIGURE 54: ELEMENTS THAT ARE USED IN THE DÉCOR OF THE PERFORMANCE OF AUDIENCE 
AND UNVEILING PERFORMED IN 1990/1991 AT THE NATIONAL HOUSE OF CULTURE, 
DIRECTOR LEON DANIEL. ON THE FOLLOWING PAGES IS THE MATERIAL IN THE BULGARIAN 
LANGUAGE. THIS MATERIAL IS TAKEN FROM THE ARCHIVES OF THE NATIONAL HOUSE OF 
CULTURE. 
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Audience and Unveiling – inventory 147 II. 2 

6 covers for stage platforms 

4 beer crates 

bucket – metallic 

wash-basin – metallic 

desk 

bench 

table 

keg 

chair – stylish 

aquarium 

cassette-recorder 

bottle of “Ballantine’s” whiskey 

3 whiskey glasses, 2 pint pots for beer, 

tureen, ice-tray with ice-clip 

vase 

gong 

rug 

quilted jacket 
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FIGURE 55: FLYER OF THE PERFORMANCE OF AUDIENCE DIRECTED BY PRODUCER FILIP 
TRIFONOV AT THE THEATRE IN NATURE, RESTAURANT IN PLOVNIK IN 2002. 
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FIGURE 56: POSTER OF PERFORMANCE OF THE PLAY AUDIENCE, DIRECTED BY PRODUCER 
FILIP TRIFONOV AT THE THEATRE IN NATURE, RESTAURANT IN PLOVNIK IN 2002. 
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FIGURE 57: FLYER OF THE TWO ONE-ACT PLAYS AUDIENCE AND UNVEILING PERFORMED 
AT THE SATIRIC THEATRE IN SOFIA BY FILLIP TRIFONOV IN 1994-1995. 
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FIGURE 58: POSTER OF THE PERFORMANCE OF AUDIENCE AND UNVEILING AT ALEKO 
KONSTANTINOV STATE SATIRIC THEATRE, PRODUCER-DIRECTOR FILIP TRIFONOV. 
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FIGURE 59: THE PLAY REDEVELOPMENT STAGED AT THE THEATRE ARMY IN 1991/1992 BY 
KRIKOR AZARJAN 
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12-14 January 1998. Flyer of the performance Audience and Unveiling at 

Aleko Konstantinov State Satiric Theatre played in Varna, before its 

premiere in Sofia. You will find material translated into English from the 

Bulgarian language.  

State Satiric Theatre “Aleko Konstantinov” 

Performance before the premiere 

Audience and Unveiling 

 

What is in common between the two one-act plays of Václav Havel – 

talented writer and main auctioneer of the Czech “soft revolution”? 

The beer as a national drink (some of the characters are working in 

brewery) 
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“Unveiling” is eyeshot of a family, whose members unveil themselves to 

the public. They are seized by social and moral exhibitionism, unveiling 

their standard of living, the grounds of their existence, the most intimate 

situations in their common life. The question is: Why do they endeavour to 

turn their friend and guest into a spectator? 

In Audience Havel is interested in the relationship and communication 

of one typical young couple for the past years– an informer and an object of 

denouncing, as he is taking away the “curtain” between them. 

 

Production: Philip Trifonov 

Decoration: Nejko Nejkov 

Acting: Maria Statulova, Plamen Sirakov, Dimitr Marin, Hristo Grbov 
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FIGURE 60: AN ORDER OF THE MINISTRY OF NATIONAL DEFENCE TO THE THEATRE OF 
THE NATIONAL ARMY. WITH THIS DOCUMENT THEY CAN START PREPARING THE PLAY 
REDEVELOPMENT. ISSUED ON 8TH JUNE 1990. 
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FIGURE 61: REVIEW FROM THE NEWSPAPER “TEATR” 06.10.1988 FOR THE PERFORMANCE 
AUDIENCE & UNVEILLING IN MACEDONIA IN NATIANAL THEATER SKOPJE 
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FIGURE 62: RIEVIEW FOR PERFORMANCE AUDIENCE & UNVEILLING IN MACEDONIA IN 
NATIONAL THEATER SKOPJE.  
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FIGURE 63: MATERIAL RIEVIEW FOR THE PERFORMANCE AUDIENCE AND UNVEILING 
PUBLISHED IN 26.9.88 IN THE “SKENA 21”. 
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FIGURE 64: REVIEW OF THE PERFORMANCE AUDIENCE & UNVEILLING, DIRECTOR: DUSKO 
NAUMOVSKI, 27.09.1988 FROM THE NEWSPAPER “TEATAR CENTAR” 
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FIGURE 65: PROMOTIONAL MATERIAL FOR THE PLAY “AUDIENCE & UNVEILING” PUBLISHED 
IN “KAPITAL –SKOPJE”, 16.09.1988. 
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FIGURE 66: POSTER OF THE PERFORMANCE OF “LARGO DESOLATO” ON 27TH 
DECEMBER 1991 IN BULGARIA FROM THE THEATER “IVAN VAZOV” 
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FIGURE 67: THREE PHOTOS FROM THE PREMIERE OF LARGO DESOLATO. THE 
PERFORMANCE OF THE PLAY WAS STAGED ON 22 OCTOBER 1991. IN THE PHOTO THERE 
IS ACTOR NAUM SHAPOV (LEOPOLD). 
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FIGURE 68: IN THE PHOTO ACTOR NAUM SHAPOV (LEOPOLD). PERFORMANCE: “LARGO 
DESOLATO”, DIRECTED BY ENCHO HALACHEV 22.10.1991.  
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FIGURE 69: PHOTOS FROM THE PREMIERE OF THE PLAY REDEVELOPMENT ON 28 
DECEMBER 1990 AT THE THEATRE ARMY. ACTORS: IVAYLO HRISTOV AND CTEVAN 
DACKALOV (ARCHITECT). DIRECTOR KRIKOR ZAHARIAN. 

 

There also follows a translated flyer and several photos from the 

performance of Redevelopment. 
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The Theatre of National Army 

Season XLI – 1990 – 1991 

Redevelopment 

By Václav Havel 

Translation – Yana Markova 

Production – Krikor Azarjan 

Staging – Nikolay Ninov 

Music – Asen Avramov 

Choreography – Mila Iskrenova 

Cast: 

Zdenek Bergman – Vasil Mihaylov 

Louise – Meglena Karalambova 

Albert – Cvetan Daskalov 

Kuzma Plehanov – Atanas Atanasov 

Ulc – Georgi Novakov 

Macourkova – Nevena Simeonova 

Renata – Radosveta Vasileva 

The Secretary – Nikola Galabov 

Second Instructor - Ivaylo Hristov 

First Delegate – Petar Dimov 

Second Delegate – Stoyko Peev 

First Woman – Rayna Vasileva 

Second Woman – Rumyana Gaytandzieva 
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Assistant Director: Rosica Kalinikova 

Prompter: Olga Ilieva 

 

 

 

FIGURE 70: THE OFFICIAL DOCUMENT OF STARTING THE PREPARATION OF THE 
PRODUCTION OF THE PLAY REDEVELOPMENT ON 9 AUGUST 1990. 
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FIGURE 71: A PHOTO WITH DIRECTOR AND PRODUCER OF AUDIENCE AND UNVEILING 
FILIP TRIFONOV IN SOFIA, DURING THE EXCLUSIVE INTERVIEW YEAR 2006. 
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FIGURE 72: IN THE PHOTO IS MARGARITA KYURKCHIEVA, TRANSLATOR OF THE PLAY 
AUTOSTOP (HAVEL AND VYSKOCIL). SOFIA, 2007. 
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Macedonia materials: 

 

FIGURE 73: THANK-YOU NOTE FROM VÁCLAV HAVEL TO THE STAFF OF THE SKOPJE 
THEATRE ON THE OCCASION OF ITS 50TH ANNIVERSARY AND PERFORMANCE OF THE 
BEGGAR’S OPERA ON 2 OCTOBER 1985. 
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FIGURE 74: THE POSTER OF THE PERFORMANCE AUDIENCE AND UNVEILING AT THE 
NATIONAL THEATRE SKOPJE/ MACEDONIA. DIRECTOR DUSAN NEUMOCSKI, 1989/1990 
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FIGURE 75: FLYER OF THE PERFORMANCE AUDIENCE AND UNVEILING STAGED AT 
THE NATIONAL MACEDONIAN THEATRE IN SKOPJE, IN THE 1988/1980 SEASON; 
DIRECTOR DUSAN NOUMOVSKI. 

 

 

 

 

 

 

 

241 
 



 

FIGURE 76: THE FLYER FOR THE PERFORMANCE OF AUDIENCE AND UNVEILING AT THE 
NATIONAL THEATRE IN SKOPJE, MACEDONIA. PERFORMANCE WAS STAGED IN THE FORM OF 
LATERNA MAGICA BY ZIVKO NIKLEVSKY. 
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FIGURE 77: PHOTOS FROM THE PERFORMANCE OF AUDIENCE AND UNVEILING STAGED 
AT THE NATIONAL THEATRE SKOPJE. 26.09.1988 
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FIGURE 78: MACEDONIAN DIRECTOR DUSAN NEOMOVSKI DURING HIS WORK WITH 
ACTORS ON THE PERFORMANCE OF AUDIENCE AND UNVEILING. 
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FIGURE 79: THE TEXT IN THE MACEDONIAN LANGUAGE OF THE PERFORMANCE OF 
AUDIENCE. 
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FIGURE 80:  REVIEW MATERIAL IN REGARD TO THE PERFORMANCE OF THE BEGGAR’S 
OPERA, DIRECTOR GORAN TRENCHOVSKI, STAGED ON 21 APRIL 1996 AT THE DRAMA 
THEATRE SKOPJE, MACEDONIA. 
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FIGURE 81: PHOTO FROM THE PERFORMANCE OF THE BEGGAR’S OPERA, DIRECTOR GORAN 
TRENCHOVSKI, STAGED ON 21 APRIL 1996 AT THE DRAMA THEATRE SKOPJE, MACEDONIA. 
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FIGURE 82: A REVIEW OF THE PERFORMANCE OF THE BEGGAR’S OPERA STAGED AT THE 
THEATRE OF DRAMA, SKOPJE. THE REVIEW WAS FOUND IN THE PERSONAL FOND OF THE 
DIRECTOR GORAN TRENCHOVSKI DURING THE MEETING WITH HIM IN THE YEAR 2008. 
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FIGURE 83: POSTER OF THE PERFORMANCE OF THE BEGGAR’S OPERA, DIRECTOR GORAN 
TRENCHOVSKI, STAGED ON 21 APRIL 1996 AT THE DRAMA THEATRE SKOPJE, MACEDONIA. 
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FIGURE 84: A MEETING WITH VÁCLAV HAVEL, PRAGUE 2006. 
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