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its inevitable relationship with the spectator
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Abstract

 Nowadays the problem of the spectators is the most important and hard one to confront. We 
see that the regular spectator is not that much lively and surely not that much loyal, therefore 
we go towards young spectators. It is true that the younger the spectator, the more vivid and 
spontaneous his reactions are and it is also true that what keeps the youth away from theatre 
is bad theater. Willing to have more spectators we often find ourselves trying in diferent ways, 
such as: you should come tonight, it will be fun...In one way all kinds of seductions towards 
the spectators flirt dangerously with the same proposal- come and be part of the good life, 
which is good and so must be because it contains the best. The thing is not just to attract the 
spectator, that is not enough. The hardest part is to create works that breed in him undeniable 
hunger and thirst. To what point does the form accept the artificiality? This is one of the big-
gest problem we barge today and will barge for a long time. By approving to ourselves the 
grotesque masks, exaggerated make-up, precious costumes, declamations, borrowed move-
ments from ballet, we will never get out of the routine of traditional theatral art.
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Introduction

A dramatic part can not live without theatre, just like theatre can not exist without 
spectators. When it comes to theatre besides as an art, it is understod also the building 
or place where the theatrical artistic act comes alive (and starts breathing). Theatre is 
a very specific act and it is always implemented in the presence of viewers, spectators 
who attend and become part of this family as receptive and also as instigators. 
Without which theatre can not exist. It does the connection with the public as one of 
the most important conditions for the establishment of a dialogue with civic concern 
for life, history, morality and spirituality, social and political phenomena, 
transformations of consciousness etc. The history of World Theater, has known 
periods, performances or moments of perception where the spectators, possessed by 
ideas of theater, have initiated social processes within themselves, not only as public 
but also as ethnic, social and political communion. Also the Albanian theatre has tried 
to accomplish this mission. Many performances during the Renaissance and 
Independence or gatherings are transformed into direct political effects. Also during 
World War II. Also in the earliest- distant phase, on the eve of the overthrow of the 
dictatorship in the 1990s there were some performances that inspired and encouraged 
political reactions, where I can mention “Night without Moon” directed by Edmond 
Budina. The presence of antique, monumental and architectural, Illyrian theaters 
centers as Apollonia, Butrint, Bylis (Hekal), Nikon (Klos), Orik Foinika (Phoenicia), 
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Sofratike (near Gjirokastra), Dyrah (Durres), are a proof of theatrical activities during 
antiquity, influencing ancient Greek theater, with which these centers held about for 
a long time. Apollonia, undoubtedly, is one of the most famous centers of the time. In 
the stairs of this theatre could sit 7000 spectators. Also in Apollonia’s odeon are held 
literary-musical shows (II century BC). Theatre at that time had didactic character (to 
teaching); they aimed at giving knowledge, learning and educating with strong moral 
norms and also convey subjects and images from the history of Albanian people. It 
tried to cultivate or to illuminate the non informed and backward spectators, 
influencing precisely to the new generation to build a future. While the first 
performances and theater groups appear exactly at the end of the XIX. century , which 
belongs to the period of the Renaissance, however, is inherited a precious asset of 
earliest popular culture, that responds to the corps known as " folk theater ", including 
many shows, ceremonial, wedding rituals, funerals and hospitality, mopes actions 
and hilarious pantomimes, carnivals, theater of shadows, puppets, actions and masks 
etc. So we go to the theater origin, to ritual, where even the spectators themselves are 
participating. The first theatrical documentary from archival sources is "Wedding in 
Lunxhëria " of Koto Hoxhi in 1874, with students of the normal school ' Ta zografia " 
of Qestorat Gjirokastra. It was received with enthusiasm by the villagers of Qestoratit 
and the surrounding villages and was praised as an effort to preserve the Albanian 
language and customs. In 1875 Sami Frashëri (850-1904) published in Turkish 
language drama " Besa ", whose case was taken from life, morals and customs of the 
Albanian. It was performed that year in Istanbul, also in 1901 and then again, already 
translated into Albanian, was staged in several cities of Albania. In 1909 in Ioannina, 
in the café " Iskania " was played drama " Besa ", which sparked enthusiasm to 
Albanians Theater performances were played by cultural and patriotic clubs in 
Istanbul, Bucharest, Constanta, Skopje, Worchester (USA) etc… Nowadays the 
problem of the spectators is the most important and hard one to confront. We see that 
the regular spectator is not that much lively and surely not that much loyal, therefore 
we go towards young spectators. It is true that the younger the spectator is the more 
vivid and spontaneous his reactions are and it is also true that what keeps the youth 
away from theatre is, what is bad in theatre, so we must change the theatre to nigh the 
youth. Willing to have more spectators we often find ourselves trying in diferent 
ways as: you should come tonight, it will be fun...In one way all kinds of seductions 
towards the spectators flirt dangerously with the same proposal- come and be part of 
the good life, which is good and so must be because it contains the best. The thing is 
not just to attract the spectator, that is not enough. The hardest part is to create works 
that breed in him undeniable hunger and thirst. To what point does the form search 
accept the artificiality? This is one of the biggest problem we barge today and will 
barge for as long we will belive, without approving to ourselves the grotesque masks, 
exaggerated make-up, precious costumes, declamations, movements borrowed from 
ballet, we will never get out of the routine of traditional theatral art... Can a sign of his 
catharsis be stored, or a heat of good feelings is the most that can be reached? The 
theatrical act itself is a release. Even laughter, even strong emotions clean out the 
bodily and spiritual system waste. But is it temporary, does anything remain inside it. 
Does he want a change in his circumstances. If not, he then does not need theater to 
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be a boon, a magnifying glass, a projector or a confrontation place. On the other hand, 
he may need one of those, or all. In this case, he needs not only the theater, but needs 
all what he will find in it. He desperately needs that burning trace, it desperately 
needs that sensation to stay inside him. The spectator also defers a change. He comes 
from a life that has no connection with the theater and that basically is a repeat of his 
own life but a special kind of it, in which every moment is lived with clarity and more 
emotion. Spectators assists the actors, and at the same time another assistance comes 
from the stage. From 1941 to 1945, the period of World War II, in Albania stood out 
more what is called, the partisan theater. This form of theater in its infancy, had a kind 
of improvisation form, so it worked without a dramaturgic text. Theatre after the war, 
as well as literature, took place in the framework of realism socialist method. However 
there were created works of great artistic national value and were interpreted with 
high scenic mastery. The greatest hop happened after the ‘60s, when first skilled staff 
arrived from abroad, really professional, as directors and actors, such as: Piro Mani, 
Andrea Malo, Esat Oktrova, Kujtim Spahivogli, Mihal Luarasi, Zina Andri, Drita 
Agolli, Pandi Stillu, Andon Pano, Misto Zito dhe aktorët: Kadri Roshi, Lazër Filipi. 
During this period, the first professional playwrights rise, as Spiro Çomora, Kol 
Jakova, Besim Lëvonja, Sulejman Pitarka, Dionis Bubani, Fadil Paçrami, Loni Papa, 
Teodor Laço, Fadil Kraja, Ruzhdi Pulaha, Dritëro Agolli. The opening of the first 
school to prepare the actors, which originally was called "School for actors Alexander 
Moisiu" and later, "Scenic faculty at the Academy of Arts" started a new era in 
theatrical interpretation. The combination of experiences between experienced actors 
and new actors, who had just finished school and also performance creations (drama 
or comedy) with a high level, brought up later until nowadays the creation of an 
original Albanian school. Not unintentionally I made this chronology of the history 
of theater, in order to analyze better the relationships, therefore the spectators were 
forced, and later was also dictated so they were seduced to the theater, than began to 
create a tradition for his prosecution and consistency. Participation has been 
extraordinary, we can say that there are born theaters of various qualities also the 
ordinary for the sake of ideology, but on the other hand there are made work very 
good and over the years the spectators started to qualify, it came as a result of training 
and professionalism of the artists. I can say that the artists and the audience grew 
together. (Will remember two small episodes, when my parents went to the theater 
wearing the best costumes, the assessment was maximal. Also the audience waited in 
the theater’s yard to meet the director and actors to express emotions they had 
experienced and of course to thank them.

Conclusions

After the ‘90s, after the great change, this relationship, theatre-spectators, was 
destroyed as a result of social chaos, aesthetic and philosophical; it also articulated 
a lack of confidence in the new currents and post modernist theatrical experiments. 
How do they articulate this lack of faith? If we say social chaos, aesthetic and 
philosophical, this does not mean that the artists are not included. This was the 
reason that the theater lost its key partner without which it cannot generate. It began 
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a public malnutrition. By this I mean comedies worked in a mediocre way or even 
destructive to the embryonic theater system, banality replicas and bad interpretation 
with justification of absorbing spectators, and the mortal theater was born, which is 
analyzed very well by Peter Brook in the book "Empty space". Analyzing modern 
theater (absurd), that despite what many authors represent different currents 
theatrical expression, each one of them uses his entire arsenal to realize the assigned 
scenic impact to the spectator. For all of them the most important thing is searching 
the element which will directly affect the public harassment. The audience is treated 
as a potential actor who without hesitation will come into play, and thus he becomes 
part of an act that leaves marks on his soul, even when he identifies himself with the 
characters, but also when he distances himself from them. The spectators are always 
the main address where the message is sent. This brings the theater to its original 
bases, on the ritual base, when the viewer was part of the show, when it was direct or 
indirect participant of the show. I will end this analysis, or this short trip between the 
inseparable binomial, theater – spectators with Albert Camus's finding in the essay, 
"Why did I study the theater." People come to the theater, not to know better the 
world where they live in, but maybe to forget it, as long as before their eyes appears a 
different world, that is built in a space and time which as such in its entirety concrete 
fictitious cannot be found out of theatre. Theatre is a temple. The concern of the world 
dies in front of the theatre’s doors. (Camus, " Why did I study the Theatre " 1995 p30) 
In everyday life “pretending" is an escape from the truth, in the theater "pretending” 
is the truth. When we are confident to believe this true, then the theater and life 
become one (Brook, 2010, 120).
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