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TekcT v pexxuja: lywan Kosauesuh

Cuenorpaduja: BTAJHCITABA MYHHR KAHHHITOH
Kocrumorpaduja: JPATHLA NAYILEBHR

Komno3utop u u3dop mysuke: BTAJUMHP MAPKOBHR
Acuctentkuma cueHorpagkumwe: MAPHJA PYJUR
Nu3ajuepu Tona: CTEOAH AHRE/IWh v HUKOJIA JOBOBHUR
Nlu3ajuep csetna: MUJIOMUP JUMHUTPH)EBHUR

LImuuka: MAPHJAHA TOJTYBOBHR

Aytop Bugeo cnota: CTEBO MAHIHR

Ynore

Ja—Teopop Teja Kpaj: UTOP HOPHEBHR

Jlyka Jlaban — npodecnonanau: HEHAJ JE3JUR
Mapta — cekperapuua: AHA ®PAHHR

Jeaan caceum Hopmanau nyaak: JYLWKO ALLKOBHUR

Mpencrasa Tpaje 1 cat v 50 MUHYTa

Text and direction: DUSAN KOVACEVIC

Set design: VLADISLAVA MUNIC CANNINGTON

Costume design: DRAGICA LAUSEVIC

Composer and music selection: VLADIMIR MARKOVIC
Set design assistant: MARIJA RUDIC

Sound designers: STEFAN ANDELIC and NIKOLA Jovovic¢
Lighting designer: MILOMIR DIMITRIJEVIC

Make-up: MARIJANA GOLUBOVIC

Video clip author: STEVO MANDIC

Cast

| - Teodor Teja Kraj: IGOR DORDEVIC

Luka Laban — the Professional: NENAD JEZDIC
Marta — Secretary: ANA FRANIC

A Completely Ordinary Madman: DUSKO ASKOVIC

The play is 1 hour and 50 minutes long



Cnywajyhu noHOBO KOMad KOjU AYr0 HUCAM MMA0 Y pykama, Ty
MpHYy 0 MPOMEHAMa, CXBAaTHO Cam Aa je cBe UcTo. Of OpurHHanHor
nucatba TOT KOMaJa, U3y3eB JBe CLEHE, Cafia HUCaM HULITA JOMUCH-
Bao. YnTaBa Ta pacnpasa umehy nonuuajua koju je aeo JpkasHe
0e3beaHOCTH W MMCLa UCTa je Kao Aa je komaj nucaH jyde. To je W
y30yA/bKBO, M NeNo, W TparuHo. HeseposatHo je aa ce 3a 40 ro-
[MHA HUWITA HKje NpomeHnno. MNcao cam npe yeTpaeceTak roau-
Ha umajyhu Ha ymy Tajalwy Bnact, komyHusam. OHZa cMo oBje
MManu 10Na3ak Tako3BaHE AEMOKPATHjE U 0ANa3aK KOMYHH3MA KOjH
3anpaB0 HMKAJa HUj€e OTULLAO, jep j€ Y [NMaBaMa MHOTHX JbyAH 0CTA0
WAEHTHYAH Y NOMTHUYKOM CMUCITY A0 AaHalter AaHa. U caga, kaja
MOKYLIaBaMO 3 OXHMBMMO KOMAZ, MM 3anpaBo PagHMo HCTy Npuyy
kao npe 40 roguHa.

[ywAH KoBAYEBHR
(MpreHoBAL Ko LANUA, 1948)

Cpncky JpaMckd Mucal, CLeHapu-
CTa, DUAMCKH PEANTED M aKAJEMKK.
[lunnomrpao je apamatyprujy Ha
Axapnemuju 3a nosopuwre, huam, pa-
[IMO0 W Tenesu3ujy y beorpagy.

Y TB beorpaay paauo je kao gpamatypr fo 1978. roauue. On 1986.
10 1988. paauo je Ha DakynTeTy ApPamMCKHUX yMeTHOCTH Y beorpagy y
3Bawby gouenTa. 0a 1998. je nupextop 3se3napa Teatpay beorpaay.
H3abpaH je 3a gonucHor unana CAHY 2000. roauHe, a 3a peaoBHor
ynaHa CAHY u3abpan je 2009. MocrasmeH je 2005. 3a ambacagopa
Cpbuje v Lipne lope y MopTyranuju. Y werosum octBapewrma dpu-
Ly CE OWTPe XAHPOBCKE Pa3NvKe W AONA3N A0 NPENUTaba KOMe-
[IMje KapakTepa, Komeauje HapaBu, papce 1 Jpame y yKemM CMHUCTY,
yOCTa/0M Kao LUTO je MCMPENAETEH CaM XHMBOT. HecTo ra, kao Apam-
CKOT nucua, nopese ca bpanucnasom Hywuhem.

Hanucao je 21 gpamcko feno 1 15 GUAMCKHX 1 TeNEBU3HjCKMX CLie-
Hapuja. Pexupao je nosopuwHe npeactase v Guamose. Herose
Apame wu3BedeHe cy y Buwe o4 150 MHOCTpaHMX nO30pHuLTa.

JlobuThuk je yak yetupu CtepujuHe Harpage: Harpage Crepujunor
rpaga Bpuwua 3a TekcT caspemeHe komepuje (Mdpatmonyu wpue
fouacru kpyl, 1974) v Tpu CTepujuHe Harpaje 3a TEKCT CaBpeme-
He apame (bankancku wiujyr, 1984; Ceewmiu leopiuje yousa axgaxy,
1987; Jokimop wycwep, 2002).

Npame: Mapaiworyu twpue douactu kpyi (1973), Pagosan 111 (1973),
bankancku waujyn (1983), Ceeiu leopiuje yousa axgaxy (1986),
[Mpopecuonanay, (1990), Ypredecra wpaieguja (1991), lapu TomiicoH,
wpaieguja jegre mnagocmu (1996), [leHepanwa fpoda camoylu-
cmga (2008), Kymosu (2012), Pohengan fociioguna Hywuha (2014),
Xuiinosa jegHe rydasu (2016).

Ouamcku W Tenesusujcku cueHapuju: Ko @wo wamo iesa (1980),
Mapaiwonyu wpue douacku kpyl (1982), bankancku wiujyx (1984),
Cadupnu uentmap (1989), IMogzemme (1995), buna jegHom jegHa 3e-
ma (1996), Mpogecuonanay, (2003), Ceeiu leopiuje yousa axgaxy
(2009), Huje nowe ouiu uosex (2021).

Harpage: 3natHa apeHa 3a HajdosmH jyrocnoBeHcku huam (Oectrsan
jyrocnosenckor dunma, Myna, bankancku wiujyn, 1984; Cadupru
uenmap, 1989), Harpaga ,Munow Lipwancku” (3a Kmury Jpame,
3apyxduHa ,Munow Lipwauckn”, beorpag, 1983), 3natHa nanma
3a Hajoomu cueHapro (Ouamcku dectusan, Kau, 1995, Mogsemme),
Harpaga MehyHapogHoOr jkupuja KpuTMKE 3a Hajbomu duam
FIPRESCI (®unmcku dectusan, Montpean, 2003, lMpodecuonanay),
Harpaga ,MBo AHppuh” (3a yKynaH MBOTHHM ZOMPHHOC CPNCKO)
KrbHAKeBHOCTH, 2017)

[18A [1ABHAA NPOTHB [0NHJATA

Nlyro Beh je y T38. Komeaujama [lywana KoBauesrha M3NHWHO aHa-
NM3MPATH apUCTOTENOBCKA NPaBMNa 3a rpahere Apamcke pasmwe. A
KaKO e YYUTE/bEB CMIUC O KOMEAHjHU U3ryD/beH MO aa O1 Heku Bpes-
HW UCTPaXKHBay yCneo fa, Ha OCHOBY DPOjHHX, MOCNOBHYHO LyroBe-
KMX, @ M CnaBHUX KoBaueBMheBHX TEKCTOBA, YCMOCTABH NPaBHIHKK
33 KOMeauorpadcko nucatbe. YBOA Y KpUTHKY (BHLLE ,CTyAH]y Clyya-
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ja") Mpogecuoranya, 0BOT Caallkber, je ONLWMpaH, jep Ce 0 0Boj pa-
AOCTH Ha CLEHU M Y TNEJANULLTY HE MOXKE NMUCATH 00jeKTHBHO. Camo
rnegamwem KosauenheBrx NO30PHILHUX KOMaJA youaBa Ce 0f yera
Cy Ca3faHe: YBUAOM Y WHTMMAH TparuyaH npodaem rnaBHor jyHa-
Ka Ce, NpOLKPHBAKEM (DOKYCa HA MONMTHUKO U APYLITBEHO CTakeE,
MCMOCTaB/ba A ra j& OHO M H3a3Bano M Ja je DaBBEE MONUTHKOM,
Y HajLIMpEM CMHCITY, Y3POK He3aodunasHor nocpHyha Tor jyHaka u,
MOCNEAWYHO, OHUX OKO Hera. Kao 1 fa je (CTaHMM NOHaB/bakbeM)
Taj NpOLEC NOCTA0 pUTyanaH, Te Aa C€ HUKAKO HE MOME CMPEUMTH.
Ty Kosauesuh pefoBHO yBOAM ancypa, NpeyBearyaBatbe TparnuHor
JbYACKOT, aNu Ca TONMKO /byDaBH 3a YOBEKA W HETOBY NaTky Aa CE
ancypp npetBapa y rpoTecky, a JyHak y dudnujckor ctpagannuka.

Teopop Teja Kpaj (ognvuan Hrop Hophesuh) je aupextop nocpryne
u3pnasauke kyhe, cBeCTaH Aa je xprtBoBaH. Camo Heka cynyaa MHaLuj-
CKa KYNTYPHA MHCH]a ra APAKH Ty, Ca BACOKMM NPUTHCKOM, PacTypEHUM
KMBOTOM, JJAXHO CONMAAPHOT Ca MyKama cekpeTapuue Mapre (map-
kaHTHa AHa ®panuh), xpomor o4 cMpToHOCHe DoemwTuHe. TMocne
MHOr0BpOjHK1X BEP3Kja — NO30PHLLHE, (PUAMCKE, MHOTHX MHOCTPAHHX
— pogecuonanya je HenotpedHO NpenpyyaBaTH, OH je Mepa 3a Nou-
TWYKM TeaTap, NO3HAT je KOA Hac konuko W Lekcnupos Xamnew. Ha
48. Tejun pohenaan ra nocehyje Jlyka J/laban, non1uajau, Koju je og
TejuHe drorpaduje, kojy NpaTH ABAAECET rOAMHA, CAYMHHO ,cabpaHa
Jena”, Te ux ,paspyKyje” Tor aaHa, nped ceoj 3adputbasajyhu oana-
3aK y bonnuuy. ,Pa3nyxuro cam wuBOT", kaxe Henan Jespuh y nnky
Nlyke J1abaHa u T0 je penauka no Kojoj ce ryMayk1 BENUKAHK Nam-
Te, CBAKO MO CeOM Pa3IMuMT y EMOLMjM TOT ,pa3dyuBama”. Henag
Jesguh je rymau HOBE reHepaumje, Hako BeR y CPeAmUM roguHama.
Hberosa xuBOTHAa eHepr1ja je jaka Kao 3emma. CTpact 3a WUCTHHY,
npaBay W YacT BpHjy Y BEMY W TO je, 3anpaBo, HeroBa AedHH1LKja
nojma ,npodecvonanay”. Jlyka Jlabax Henapa Jesguha he 3acurypro
Tpajatv Ayro W Hehe nocTajaTh aHaXpoH (PM3MUKUM CTApeHEM OBOT
JEAMHCTBEHOT YMETHHKA. Je3auhy ce Bepyje y CBUM HErOBUM ynorama
JEp je HENOCPeAaH — TO je Taj YOBEK, KOra NPeACTaB/ba, jep jecTe, a He
camo jep Tpebda na dyne. [ljanasoH pacnonoxera v peakuuja Koje
My je Kosauesrh noHya1o Kao beckpajHe MOryRHOCTH y CBOM TEKCTY
cy Jespuhy nocnyxune Kao NOBOA Aa PasurpaBake 3arOHETHOT IHKA
Nyxe /ladaHa dyae, 0BOr MyTa, UrPa Ha CUIyPHO YOBEKA KOjH HEMA LLTA
BMLLE 1 M3ryOM, W TO ra Y4HW MHUPHWM, NapafoKCaIHO 3@ NONMLA)jLA,

boxjum yosekom! HezabopasHo je My3uuMpare Ha XapMOHHLM, jOLU
JEAaH 3a0KPET Yy HEroBUM LOCA/LALIBUM MHOrOOPOJHUM 3HAKOBMMA
raymaykor rexuja. M, kaga ce ,Kao /byAn" onpaita o4 ycnomeHama
pacnameheHor Teje Kpaja, /labat ognasu y bonHuuy. Anu, oBor nyTa,
CHIypHHM cMO Aa hie M3 we 13ahiv MOHOBO Y CBOj TAKCH, jep herosa dop-
0a npotuB [o1MjaTa, CHCTEMA KOJM jede Jbyje, Na W CBOjE, H1je rOTOBa.
He moxe v He cme aa dyae, Aa OW 0Ba npeacTaBa jow MHOTO roaMHa
OWna 0BaKo CMpTOHOCHO aKTYEeHA M IEKOBHTA. A CyLITHHA MOTHBA 3a
HEH HACTaHaK — y3anyaHa bopda ca ,ayboKkoM ApHABOM" — yBEK M
csyAa he duTH, Haxanocr, ,,caaa v oBae”.

Nlparana bowwkosuh (Beueprwe Hosocimu, 23. hedpyap 2026)

Y 0pYWTBY CHTYPHE N(P)ATHE

HoBo cueHcko Tymauewe ppame  [lpogecuonanay, [ywaHa
KosaueBnha MOACETHNO HAC je NPBO Ha HEHE W3BPCHE BPEAHOCTH,
Ha CaJpaj UMW 3HAuaj HaMKanoCT HUje M3ryDMO Ha BAXHOCTH Of
Kada je HanucaHa v NpBM NyT OAMIPAHA, M W HA HAYWH HEroBe
oDpaje, Npeno3HaT/bMBM, TPAarMKOMHWYaH, KOBAYeBMREBCKM CTMN
APAMCKOT NMUCatba, y 0BOM C1y4ajy HELITO Matbe YPHEDECHO KOMH-
yaH, 30or seher gpamckor npoaydmuBaba. [peu nyT W3BeaeHa Ta-
kofe Ha cuexu 3se3napa Teatpa (1990), Takohe y pexuju [ywana
Kosauesrha, 0Ba gpama je BpeAHa jep DOMHO MCTMHWUTO ceuupa
npobneme Haa3opa, npahera U KOHTPONE, y APYLUTBY CYKEHUX CO-
004a, ¥ y TOM JeTa/bHOM Ceuuparby JOHOCH DpojHe oTpexiyjyhe
CMO3Haje 0 MEXaHW3MMMa BNadarba, MPOMEHAMa BNACTH, alK U 0
0JHOCY MpemMa HEHUM N0janHum npeactasHiuMma. lMopes (Tpa-
TMYHOT) NOTBPHHBAKA HUMANO OKPHEHHUX BPESHOCTH TEKCTA, HOBO
CLIEHCKO TyMauetbe [1poecuorantya je LOHEN0 v U3y3eTHy Wrpy ry-
maua, MoryhHOCT npenyLwTara HUXOBUM BEWTHHAMA Y H3BOHErY
CNIOXEHOCTH OJHOCA M3MeNy rnaBHUX akTepa.

Wrop Hophesuh ca nakohom npeacraema Teopopa — Tejy, nucua W au-
peKTopa 13aaBavake Kyhe, Hekafallker CTyAeHTa OyHTOBHHWKA, BaTPEHOT
W HECKPHBEHOT NPOTUBHHKA KOMYHH3Ma 1 TUTOBE BNaJaBKHe, 300r yera je
joLu'y CTYAEHTCKMM iaHMa J0BHO BEpHOT npaTvoua, Jlyky J1abana, nonm-
uajua, npunagnu1ka cyxoe [ipxasHe be3desHOCTH, KOju ra je 0camHaecT
roguHa cneauoy crony. Henan Jesauh rpaau nnk Jlyke, Mpodecronanug,



TaKoMe BP0 ayTEHTHUHO, HAH3MES je NTOM, 10 OAPEhEHE rPaHHLIE, Npe-
KO KOje MCMIMBABA M3 HbEra IEAEHa CYPOBOCT, CKNOHOCT Ka HAaCHiby, be3
MHOTO NPEMHLLbAHA WK MOPATHKX JMEMA, HACHBY KOje je YpoheHo,
JI€0 HEroBOr KPBOTOKA. HbMX0Ba Urpa je MHAWBHAYANTHO BPO MPELM3Ha
W ybenbrBa, 3a0KpyeHa y norneay CTaparba CneuMUUHKX IMKOBa,
Takohe je CyreCTMBHA M CHaXXHa M Ha MOJby MApTHEPCTBA; HHXOB OJHOC
J& KB, IMHaMHYaH, NaXUbMBO MCTIETEH W NPOAYObeH. Ha cuenu ce Be-
POLOCTOJHO MCTIMCYje YCMOCTaB/bake TOT HEODMYHON, ancypaHOr npuja-
TE/bCTBA, y3 (0DaBe3He) yalmMLe pakuje Koje CTHAy jeaHa apyry. TejuHo
MpBOOMTHO HEMOBEPEHE M Y3APKAHOCT NMONYLITAjy MOA BHLIECTPYKAM
YAApHMa WCTHHE, HM30M Ca3Hakba [E€Taba M3 HETOBE MPOLLIOCTH, MyT-
HE ¥ Hepa3jallerbeHe 300T OrPOMHMX KOMYMHA MOMMJEHOT ankoxona,
u3mely octanor. [pomeHe y CTaBy U NOHALLAHY NKKA CE OAPAKABAjY W
Ha MnaHy KocTMma, o hopManHe KaHuenapujcke yrafeHocT, duHor
04€na Koje ra Penpe3eHTaTMBHO NPEACTaB/ba MOCIOBHOM OKPYHKEHY, 0
MPUAKYHE PA3SP/bEHOCTH, HEYPEAHO H3BYYEHE KOLWY/LE, M TETypama Ca
jeaHom wybapom, npoHaheHom y JykiHOM Kodbepy Herosux 13rybme-
HUX CTBapH (koctum [Jlparvua Jlaywesuh). CueHorpaduja je Takohe pe-
aNMCTHYKH yTBphEHa, NpeacTaBba Te0A0pOBY KAHLENAPH]Y, ODENEKEHY
MOPTPETHMA HALUMX 3HAMEHUTUX MHcaua. AHa OpaHuh 1rpa 3aBofybHBY,
MasHy TeopopoBy cexpeTapuuy, /bydasHuuy, a [lywko Awkosuh rpagu
jenaH TMMHYaH KoBaueBMNEBCKM MK NYAaKa, KOjM Y jeAHOj CLIeHH ynaaa
y kaHuenapujy npetehu, He3agoBosbaH 300r 0AHOCA M3/aBaya NPEMa khe-
TOBOM PYKOTTHCY.

Pexuja lywana Kosauesuha He foHOCH M3HeHahewa, y nornesy
O[CYCTBA XE/bE 33 pa3Bujarem DOraTcTBa CLEHCKON je3uKka, Koje je,

HAPdBHO, YBEK D,OSPOD,OLU}'IO, d HAPOYHTO Yy OBOM cnyqajy, HOBOT
CLLEHCKOT YHTdHd CABPEMEHOT K/1dCHKA.

[loxuB/baj ¥ BPEAHOBAE jeAHE NMPEeACTaBe je OUTHO BE3aHO 3a KOH-
TEKCT, 0AHOCHO pedepeHTHH cucTem, Tekyhy npoaykuujy. Y Besu ca
TUMe, Tpeba NOMEHYTH YMkeHHLY Aa je 0Baj [TpodecuoHanay, cTurao
y Tanacy deorpafckux npemujepa HanagHux, rpyodrx, NONyaMCTHYKKMX
komeauja (Hapognu docnanux, Oga pagocimu, Kpam Hou). Y nopeherby
Ca HHMa, LITO Ce HEMMHOBHO Hamehe jeaHOM NPohECHOHANTHOM [re-
faouy (kputnuapy), Koauesrhesa npeactaBa Ce BPEAHOCHO M3[Ba-
ja JeDHUM MOLITEHUM M JOCIEAHUM TIYMAYKMM Pafom W ymehem, u
BHLLECNOJHMM, M3a30BHUM 3HAUEHMMA YHjH Cjaj (TPArMuHO) He breay.

Ana Tacuh (Monuimuxka, 10. mapt 2026)

[TPO®ECHOHANALL Y 3EM/bH JKYUYH W MEJA

MocToju jenan aasHu acdopuzam Bnagumupa bynatosuha Buba w3
BPEMEHA COLMjaIM3Ma KOj1 MOYMe MUTameMm: , LLITa je To semokpaTH-
ja?" Yop3o cnepm nyuunan Bubos ogrosop: ,Jemokpatyja, To je kaaa
HWCK 3aTBOPEH 3aTO LITO CH OO OTBOPEH." Y TO BpEME, Kaaa Ce ca Ae-
MOKDATHjOM MOPANO0 LEHKATH, HACTajae Cy M YyBEHE LPHE KOMeauje
Nywka Kosauesrha. Hajussohenuju Jywkos komag, [podecuoranay,
Koju ce ocum Y Jyrocnasuju urpao og Can ®OpaHuucka fo Uctandyna
W HATpar, OBKX je AaHa Y 3Be3aapa TeaTpy A0KMBEO CBOjY HOBY PEAH-
TesbCKy nocTasky. HakoH Te npocnasmwene npeacrase 13 1990. roguue
n maectpantor bare CrojkoBrha y yn0o3u NEH3MOHMCAHOT MOMMLM)-
ckor cnyxdenuka Jlyke JlabaHa, kao u u3spcHor borgana [Juknrha
y YN1031 NKCLA NOJ NPUCMOTPOM, Cafd T€ UCTE JyHaKe Wrpajy rymuu
OMET OTPOMHOT YMETHWYKOT radaputa. HeHaaa Jesaurha y ynosu no-
nvuajua v Uropa hophesrha y ynosu nucua Teogopa Kpaja nybavka
je ucnpatuna crojehum osauujama. Komap llpogecuonanay, roBopu
0 OfIHOCY T3B. OpraHa BAACTH M 0DMYHOT HAPOJA W Taj 3arp/baj ,OHKX
rope U OHUX Jone" 300r pasHOPa3HKX APYLUTBEHO WCTOPHJCKUX NpPH-
/IMKa j€ y OBMM KpajeBMMa yBeK D10 KOMNNEKCaH: MOHeKaz CTpor, no-
HekaZ MonyCT/bKB, YBEK CyMtbHyaB. B1boBM achopusmu, Kao 1 koma-
Ay Jywka Kosauesuha, HacTajanu Cy y KOMYHMCTMYKO BPEME, Kafad
je BnacT yobuuajeHo TpeHupana crporohy, Kaja Cy ce npu3HaBanu
CaMo , PafiHHLIM, CE/bALM 1 MOLITEHA MHTENWTEHUMjA", JOK j& OHA He-
nowTeHa” 3aspwasana y ancy. llocrojane cy ogpende de3 norosopa




[a Huje fionywiTeHo Aa Daw csako dyze ,0TBOpEH" KONKMKO Xohe, anu
HaneTu Aujanosu y 0BOj NpeAcTaBy Wmehy nonvuajua ﬂyKe Nlabana
M TIONMTHUKK CyMHHBOT MIHCLIA TOBOPE 0 TOME 1a kateropuja cnodoge
Ha bankany HuKaaa Huje duna jeaHoctasHo nuTame. Cpduja je 3a um-
TaBOr CBOT MOCTOjaka CBE A0 AaHAC buna v octana ,kyha Ha rMaBHoj
1Jafn", KaKo je roBOp1O CaBHW aHTponosor JoBaH Liujuh, kpo3 Kojy
cy nponasunu v Typuu 1 Hemuw, 1 xajayuu v dawndosyum, 1 ctpane
BOjcke W Jomahu u3aajHuun. CmeruBane cy ce y Cpduju pesonyumje,
MpeBPaTH W Pa3H1 MAEONOLLKK pexumK, Dap nocneatwa ABa Beka, na
Cy /by M3 BNACTH M W3 ONO3WLMJE JEAHH APYTMMA CBWEH rajTaH He-
npecTaHo npunpemand. M npsa W aaxawmwa sepsuja lMpodecuonanua
nokasyjy aa nuHuje namely oapeheHrx kaTeropuja 1BOTa Ha OBUM
NPOCTOPUMA HUKAZAA HUCY DUNE NOTMYHO jacHe, Aa CyKodH HUCY Dru
CaMO WAEONOWKH HET0 M META(H3MUKH, JOK j& CaM XHBOT Ky/bao Ha
bankaHy Kao rej3up nomeLLaH o xxyud U Meaa. U 3ato y 0Boj npeacTa-
BM MONMLIM]CKM MCNEHUK Y NeH3KjM Jlyka JTaban Moxe aa kaxe Teju,
MUCLY ¥ AMPEKTOpY W3AaBauke Kyhe, Kojer je MpaTvo W LWNWjyHUpao
18 roguHa: ,To ce 30Be CMeHa BAaCcTH. [Jok cam ja duo wed, T c1 bro
KN0WAp, Caj CH TW AUPEKTOP, A ja TAKCHCTA, WTO My Johe MCTo Wwro
W knowap.” U 3aucra, lMpogecuoHanay je HaCTao y jeAHOj 0 BETHKHX
W TUMWYHKX cmeHa Bract y Cpduju: 1990. roauHe, kapa je jesuua
CTpaHKa y T0 BpEME Ha Yeny APAKaBE Ca Te BNACTH CNa3una, a Nerbana
Ce OHa Apyra, y3 CHjaceT napTvja M napTujuua y onosvuuju. Taga ce
YMHWNO fa OW ce morna noAsyhu LUpTa Nop jeaaH 0DKK ayTopUTapHe
KOHTpOne, npemaa je Oywky KoBauesuhy oa noueTka duno jacHo aa

CTPaxonoLUTOBAE HApOAa MPEMA OPraHMMa BAACTH HUjE CamMo No-
NIMTHYKA YMHEHMLIA HETO (DEHOMEH JEAHOT MEHTANHTETA W KaTeropuja
ayror Tpajamwa. ,03Ha cBe fo3Ha W Yaba je Hawa cyndba”, rosopuno ce
[eueHjama. Y TOM CMUCT, NO30PHLLHE KpUTHKe Tor [Tpodecuonanya
n3 1990. roarHe dune cy pactertyte of aHTPOMONOLIKMX aHaNK3a 0
YMETHMUKKX XBanocnesa. Tako je kputhuap Bnapa Cramenkosuh y
HHWH-y n1cao kako je oga npeacrasa Ouna , XMpypLLIKK NPeL3Ha AH-
jarHo3a cucrema y pacnagy”, aeoanmuyhn J€ Kao Cnoj noAMTHYKOT
TpUnEpa 1 LpHe komeauje. ncao je 0 NpeacTaBy Kao ,MrpH OKO HH-
BOTa M CMPTH”, Takohe 1 0 Tome kako Koauesuh MaecTpanHo noka-
3yj€ KaKo MONMLM]CKK JOCHjeu NOCTajy jeArHa npasa duorpadmja uH-
TeneKTyanaua y ToraaMtapHom apywrsy. Myxapem Mepsuh nak duo je
(hacumH1paH HauMHoM Ha Koju je Ctojkosuh opurpao Jlyky Jlabaxa,
jep, Kako je npumetro, bata He urpa ,yadawa” Kao kapukatypy, eh
K0 YOBEKA KOjW Ca CODOM HOCH HEKY BPCTY MPAayHe, YHYTPALLHE OT-
MEHOCTH U CBECTW O CONCTBEHOM Kpajy. ,0BO Cy TBOja cabpaHa aena
KOja TM HUKaZ He D1 Han1cao. Ja Huje bruno MeHe 1 moje cyxoe, TH
JaHac He DM MMAo HH Je[iHY JeAMHY HaMKUCaHy ey Koja Bpeau”, roBopH
Jlyka NadaH y npeactasu nucuy Teopopy Kpajy.

U3 cBera fo capa peyeHor, TemenHo oapehere Koje du ce moro
npunucati komaguma Jywka Kosauesuha, na Tako W HEroBoj Lp-
Hoj komenuju [lpodecuoranay, v Hekaga v AaHac jecte oceharwe
BpeMeHa Ha bankaHy kao HenpecTaHor BaHpeaHor cTawa. CyaduHa
KoBauesuheBux jyHaka TEME/bHO MPOM3Na3n M3 XHPOBHTHX WCTOPH)-
Ckux gorahaja y 3embH WK APKaBH KOja HYKAKO Ja Ce ONopaBH 0f
paToBa M CMEHA BNACTH, KOja je HEMPECTAHO Y rpyy Y CTanHoj bopbu
u3Mel)y Xxaoca v Kebe A KOHAYHO NOYHE MUPHO Aa XMBH. 3aTO Cy
KoBauesuhesn kOMaZ1 NPUMAPHO LiPHE KOMEAMjE, @ HE PELIUMO Ha-
undpanu rpahancky Bogsubi. Camo npeko Te KoBauesuhese TysHe
MOSIMTHYKE UPOHH]E CTUIKE CE [0 Er3MCTEHLMjANHE APAME W NCHXONO-
LUKOT 3aM/€Ta, a He 00paTHO. MKMBOT ODMUHKX /byaH, HHHXOBE byDaBH,
Ha/ie M CTpaxoBH, Koz, KoBauesKha cy YecTo nynyaHom BpriLOM Be3a-
HH 3@ NONMTHYKKM DapomeTap BHLIET peaa, KOjer y NpaBuiy TH jyHauu
YOMLUTE HUCY CBECHM. ,[TpaTHO cam Te M Aawy 1 HORy, y KadpaHama, Ha
jaBM My CHOBWMA, M OHAA JOK CH NMPHYA0 NPOTHB BAACTH, M OHAQ Kaja
cu narao cam cede”, kaxe Jlyka Jlaban nucuy. 3ato y KoBauesnhesnm
KOMaJ1Mma, Na Tako W'y 0BOj NPEACTABH, HEMA HY NODEAHHMKA HH rYOHT-
HMKa HEro Cy CBM APTBE NOMTUUKMX BETPOBA KOjU AyBajy U BUTNAJY jy-



HauMma kako xohe. Hema 3ato Hu1 xenuenaa, seh ce y [poghecuoranyy,
HaKOH yrnaBHoM W3nyfyjyher WBOTHOT ponepkocTepa, Ca CueHe
04N1331 Y OXKHWBLIMMA, a1 YCNPABHO, KaJa C& KOHAYHO CXBATH a CMO
y 30pojy naeana v uny3uja Hekako yBexk dunu Ha rybutky. ,[lowao cam
[1a Pa3fy 1M KKBOT", Kae nonnuajau Jlyka Jlabau nucuy Teju Kpajy.

Hakon bare Crojkosrha v boraana [luknuha, kakas je y ctapu AaHa-
Wbk [Npoecuonanay, ca Henagom Jesauhem n Uropom Hhophesuhem,
Te AHom @panuh, koja urpa cekpetapuuy, U ywkom Awkosrhem, y
YN03K, KaKO MHLLE, ,jeSHOT CACBUM HOPMAHOT yaaka“? Uy jesHom uy
LPYrOM Cyyajy peud je 0 IyMLMMa NPBE NO30PHLLHE JITE, Ca KOJUMa 1
jenHa W Apyra Bep3uja NpeacTas/bajy H3BEADEHE BPXYHLIE OBOT KOMAja.
Pa3snuka je camo y Bpemery: npowwio je 35 roavHa v JaHallba Bep3uja
Jenyje Kao CTapo J0dpO BUHO, AEO jeNHOT HATANOKEHOT MCKYCTBA KOje
J€ HeKkaaa AenoBano Tako ApamaTiuHo, DypHO 1 oacyaHo. [ocToju v je-
[1aH NapajoKC Kaaa ce AaHac mega npeactasa [pogecuoranay. Y opHo-
Cy Ha Cajallbe BPEME, KOJ€ j& TEXHOMOLWKHM W LIMBUIM3ALMJCKH Kpajhe
NeAeHo W e3nyLwHO, TO HeKaZALLHE HEMPECTAHO NOAMLMICKO Npahere
,CBOI" MMCLA KOjH CnpoBoAv onepatusau Jlyka Jlabax aenyje, okperyto
Ha [1aBy, HEKAKO /bY/CKHM, KO Pa3roBOP YOBEKA €A YOBEKOM, Ca CBOM
[pamom Tora pasrosopa. JaHac ce HanasuMo Noj KOHTPOIOM Kame-
pa, CaTeNMTa M JPOHOBA KOJE HE MOXEMO Aa NOLMPAMO, HHTH 3HaMO
KO HHMMa ynpas/ba, HUTH hemo ce ca TMM ynpaB/baykma MKkada CPecTy.
[laHac he Ham De3 MWnoCTH Ta TexHonorvja Aohu mase, 3a PasnuKy 0
Nyke J1abaHa, koju je, Kakas rog 010, MNaK, OHAKO Y3 PaKHjuLLy, MUCLY
Teonopy Kpajy HEKOMKO NyTa CMaCcKo AKBOT.

Hekako cmo npexusend 20. ek, a Kako je aaHac? LUto du pekao
Bnana bynatosuh Bub: ,[laHac xusum og cytpa. CyTpa hy cxBatutu
[ia laHaC HUCaM XHBEO."

bojan Mywun (HHH, 4. mapt 2026)

Listening again to the play | hadn't held in my hands for a long time,
that story about change, | realized that everything is the same. Since
the original writing of the play, apart from two scenes, | have not added
anything. The entire debate between the policeman, a member of the
State Security, and the writer feels as if the play were written yester-
day. That is at once exciting, beautiful, and tragic. Incredibly, nothing
has changed in forty years. | wrote it about forty years ago, with the
then-government — communism — in mind. Then we had the arrival of
so-called democracy and the departure of communism, which in fact
never truly left, because in the minds of many people, it has remained
politically identical to this day. And now, as we try to revive the play, we
are essentially telling the same story as we did forty years ago.

Dusan Kovacevic (MRPENOVAC, 1948)

He is a Serbian playwright, screenplay writer, film director, and a member
of the Serbian Academy of Sciences and Arts. Graduated in Dramaturgy
from the Theater, Film, Radio, and Television Academy in Belgrade.

He was a dramaturge of the Belgrade Drama TV program from 1973 to
1978. From 1986 to 1988, he worked as an assistant professor at the
Faculty of Dramatic Arts in Belgrade. Since 1998, he has been the direc-
tor of Zvezdara Theater. In October 2000, he was elected a correspond-
ing member of SASA and a full member in 2009. He was the ambassador
of Serbia and Montenegro, and Serbia, in Portugal, from 2005 to 2006.




In his works, the sharp boundaries between genres are erased, leading
to a blending of character comedy, comedy of manners, farce, and dra-
ma in the narrower sense, much like life itself is intertwined. He is often
compared to Branislav Nusi¢ as a playwright.

He wrote 21 dramas and 15 screenplays for films and television. He di-
rected plays and films. His dramas have been staged in over 150 inter-
national theatres. He received four Sterijino Pozorje Awards: the Sterija
Awards of Sterija’s town of Vr3ac for contemporary drama and three
Sterijino Pozorje Awards for Contemporary Dramas.

He wrote the following plays: The Marathon Family (1973), Radovan
Il (1973), Balkan Spy (1983), St. George Slays the Dragon (1986), The
Professional (1990), Tragedy Burlesque (1991), Larry Thompson, The Tragedy
of a Youth (1996), Dress Rehearsal for a Suicide (2008), The Godfathers
(2012), The birthday of Mr Nusic (2014), and Hypnosis of One Love (2016).
He also wrote the following film and television screenplays: Who's Singin’
Over There? (1980), The Marathon Family (1982), Balkan Spy (1984), The
Meeting Point (1989), Underground (1995), Once Upon a Time There Was a
Country (1996), The Professional (2003), St. George Slays the Dragon (2009),
and Not Bad to be a Human (2021).

He is a recipient of multiple awards, including two Golden Arena
Awards, the Milo$ Crnjanski Award, the Golden Palm at the Cannes Film
Festival, the International Jury Award for the best film at the FIPRESCI
Montreal, and the Ivo Andri¢ Award for Lifetime Achievement.

Two Davips AGAINST GOLIATH

For a long time now, in the so-called comedies of Dusan Kovacevi¢, it
has been unnecessary to analyze Aristotelian rules for constructing dra-
matic action. And since the teacher’s treatise on comedy has been lost,
perhaps some diligent researcher might, based on Kovacevi¢'s numerous,
proverbially long-lasting and renowned texts, establish a set of rules for
writing comedy. The introduction to this review (more of a “case study”)
of The Professional, in its current version, is extensive, because this joy on
stage and in the audience cannot be written about objectively. Only by
watching Kovacevi¢'s plays does one grasp what they are made of: insight
into the intimate, tragic problem of the main character, which, when the
focus expands to the political and social context, reveals that this context
caused it — and that engagement with politics, in the broadest sense, is
the root of the inevitable downfall of that character and, consequently,
of those around him. It also becomes clear that, through constant repeti-
tion, this process has become ritualized and cannot be prevented. Here,
Kovacevic regularly introduces the absurd, exaggerating human tragedy,
yet with so much compassion for man and his suffering that the absurd
turns into grotesque, and the hero into a biblical sufferer.

Teodor Teja Kraj (excellent Igor Dordevi¢) is the director of a failing
publishing house, aware that he has been sacrificed. Only some irra-
tional, stubborn cultural mission keeps him there, with high blood pres-
sure, a shattered life, and a false sense of solidarity with the struggles
of his secretary Marta (striking Ana Frani¢), crippled by a self-destruc-
tive bohemian lifestyle. After numerous versions — theatrical, film, and
many international ones — The Professional hardly needs retelling; it is
a benchmark of political theatre, as well known here as Shakespeare’s
Hamlet. On Teja's 48™ birthday, he is visited by Luka Laban, a policeman
who has, over twenty years of surveillance, turned Teja's biography into
“collected works,” and now “settles accounts” with them on that very
day, before his troubling departure to the hospital. “I have settled my
life,” says Nenad Jezdic¢ as Luka Laban —a line by which great actors are
remembered, each in their own emotional interpretation of that “set-



tling.” Nenad Jezdi¢ belongs to a newer generation of actors, although
already middle-aged. His life energy is as strong as the earth itself. A
passion for truth, justice, and honor boils within him, and this is, in fact,
his definition of the term “professional.” Jezdi¢'s Luka Laban will un-
doubtedly endure for a long time and will not become outdated with
the physical aging of this unique artist. He is convincing in all his roles
because he is immediate — he is that man, the one he portrays, because
he truly is, not merely because he is supposed to be. The wide range of
moods and reactions that Kovacevic offers as endless possibilities in his
text serves Jezdi¢ as a platform to shape the enigmatic Luka Laban this
time as a man playing it safe, someone who has nothing left to lose,
which makes him calm, paradoxically for a policeman, almost a man
of God. His playing of the accordion is unforgettable, another striking
turn in the many signs of his acting genius. And when he parts “as a
human being” from the memory-shaken Teja Kraj, Laban goes off to the
hospital. But this time, we are certain he will come out of it and return
to his taxi, because his battle against Goliath — the system that devours
people, even its own —is not over. It cannot and must not be, so that this
play may remain, for many years to come, as painfully relevant and as
healing as it is now. And the core motive behind its creation — the futile
struggle with the “deep state” — will always and everywhere, unfortu-
nately, be “here and now.”

Dragana BoSkovic (Vecernje novosti, February 23, 2026)

IN THE ComPANY OF CERTAIN SUFFERING

The new stage interpretation of Dusan Kovacevic's The Professional has re-
minded us, first and foremost, of its outstanding qualities — of a subject
whose significance, unfortunately, has not diminished since it was written
and first performed — but also of the way it is shaped: the recognizable,
tragicomic, distinctly Kovacevi¢ style of dramatic writing, here somewhat
less uproariously comic due to a deeper dramatic focus. First staged at
Zvezdara Theatre in 1990, also directed by Dusan Kovacevi¢, the play is
valuable because it painfully and truthfully dissects the problems of sur-
veillance, monitoring, and control in a society of restricted freedoms. In
that detailed dissection, it offers numerous sobering insights into the
mechanisms of power, changes of government, and the treatment of its
loyal representatives. Alongside the (tragic) confirmation of the text's

undiminished value, this new staging of The Professional also brings excep-
tional acting, allowing the audience to surrender to the performers’ skill in
conveying the complexity of relationships between the main characters.

Igor Dordevic portrays Teodor—Teja with ease: a writer and director of a
publishing house, once a rebellious student, a passionate and outspoken
opponent of communism and Tito’s rule, which earned him, already in
his student days, a devoted shadow, Luka Laban, a policeman and mem-
ber of the State Security service, who followed him closely for eighteen
years. Nenad Jezdic¢ builds the character of Luka, the Professional, just as
authentically: seemingly mild, up to a certain point, beyond which an icy
cruelty surfaces, along with a propensity for violence, carried out with-
out much reflection or moral dilemma — violence that feels innate, part
of his very bloodstream. Their performances are individually precise and
convincing, fully rounded in their creation of distinct characters, but
also compelling in partnership; their relationship is alive, dynamic, care-
fully woven, and deeply developed. On stage, the formation of this un-
usual, absurd friendship is credibly depicted, accompanied (inevitably)
by successive glasses of rakija. Teja's initial distrust and restraint give
way under repeated blows of truth, through a series of revelations about
details from his past — blurred and unresolved, among other things, by
vast amounts of alcohol consumed. Changes in the character’s attitude
and behavior are also reflected in the costume design: from formal of-
fice neatness, a fine suit that represents him in the business environ-
ment, to considerable dishevelment — an untucked shirt and staggering
about with a fur cap, found in Luka’s suitcase among his lost belongings
(costumes by Dragica Lausevic). The set design is likewise grounded in
realism, depicting Teodor's office marked by portraits of our renowned
writers. Ana Frani¢ plays Teodor's seductive, affectionate secretary and
lover, while Dusko Askovi¢ creates a typical Kovacevi¢-style madman
who bursts into the office in one scene, threatening and dissatisfied
with the publisher’s treatment of his manuscript.

Dusan Kovacevic's direction offers no surprises in terms of a lack of am-
bition to develop a richer stage language, which would, of course, al-
ways be welcome, especially in a new staging of a contemporary classic.

The experience and evaluation of a performance are closely tied to con-
text, that is, to the current production landscape. In this regard, it should
be noted that this production of The Professional arrived amid a wave of



Belgrade premieres of aggressive, crude, populist comedies (The People’s
Deputy, Ode to Joy, Ubu Roi). In comparison —an inevitable perspective for
a professional viewer (critic) — Kovacevi¢'s production stands out in value
through its honest and consistent acting craft, and through its multilay-
ered, challenging meanings whose (tragic) brilliance does not fade.

Ana Tasic (Politika, March 10, 2026)

THE ProOFESSIONAL IN A LAND OF BiLe AND HONEY

There is an old aphorism by Vladimir Bulatovi¢ Vib from the socialist era
that begins with the question: “What is democracy?” It is quickly followed
by Vib's lucid answer: “Democracy is when you are not imprisoned be-
cause you have been open.” In those times, when democracy had to be
bargained for, Dusan Kovacevi¢'s famous black comedies were also being
created. His most frequently performed play, The Professional — staged not
only across Yugoslavia but from San Francisco to Istanbul and back — has
recently received a new directorial production at Zvezdara Theatre. After
the celebrated 1990 production, with the masterful Bata Stojkovi¢ as the
retired police officer Luka Laban and the excellent Bogdan Dikli¢ as the
writer under surveillance, the same characters are now portrayed by actors
of equally remarkable artistic stature. Nenad Jezdi¢ as the policeman and
Igor Dordevic as the writer Teodor Kraj were rewarded with a standing ova-
tion from the audience. The Professional explores the relationship between
the so-called authorities and ordinary people, and that embrace of “those
above and those below,” shaped by various socio-historical circumstances,
has always been complex in this region: sometimes strict, sometimes leni-
ent, always suspicious. Vib's aphorisms, like Kovacevi¢'s plays, were creat-
ed in communist times, when authority routinely exercised severity, when
only “workers, peasants, and the honest intelligentsia” were recognized,
while the “dishonest” ended up behind bars. There were unquestioned
rules that not everyone was allowed to be “open” as much as they wished,
yet the tense dialogues in this play between the policeman Luka Laban
and the politically suspect writer reveal that the category of freedom in
the Balkans has never been a simple matter. Throughout its existence up
to the present day, Serbia has been and remained a “house on the main
road,” as the renowned anthropologist Jovan Cviji¢ put it —a place through
which have passed Turks and Germans, hajduks and bashi-bazouks, for-
eign armies and domestic traitors. Revolutions, coups, and various ideo-

logical regimes have alternated in Serbia for at least the past two cen-
turies, with those in power and those in opposition constantly preparing
the silken cord for one another. Both the original and the current version
of The Professional demonstrate that the boundaries between certain cat-
egories of life in this region have never been entirely clear, that conflicts
have not been merely ideological but also metaphysical, while life itself



in the Balkans has surged like a geyser, mixed with bile and honey. That
is why, in this play, the retired police investigator Luka Laban can say to
Teja, the writer and director of a publishing house whom he followed and
spied on for eighteen years: “That's what you call a power shift. When |
was the boss, you were a bum; now you're the boss, and I'm a taxi driver —
which amounts to the same as being a bum.” And indeed, The Professional
emerged during one of the major and typical power shifts in Serbia: in
1990, when the sole ruling party was stepping down, and another was
rising, accompanied by a multitude of parties and minor factions in op-
position. At the time, it seemed possible to draw a line under one form
of authoritarian control, although Dusan Kovacevi¢ understood from the
very beginning that the people’s awe of authority was not merely a politi-
cal fact but a phenomenon of mentality, a category of long duration. “The
secret police know everything, and the secret police is our fate,” people
used to say for decades. In that sense, theatre criticism of The Professional
in 1990 ranged from anthropological analysis to artistic praise. Thus, critic
Vlada Stamenkovi¢ wrote in NIN that the play was a “surgically precise
diagnosis of a system in collapse,” defining it as a blend of political thriller
and black comedy. He described it as a “game around life and death,” and
noted how Kovacevi¢ masterfully shows that police files become the only
true biography of intellectuals in a totalitarian society. Muharem Pervic,
on the other hand, was fascinated by the way Stojkovi¢ portrayed Luka
Laban, observing that he did not play a secret policeman as a caricature,
but as a man who carries within himself a kind of dark, inner refinement
and an awareness of his own end. “These are the collected works that you
would never have written. If it hadn't been for me and my service, today
you wouldn't have a single word worth anything,” Luka Laban tells the
writer Teodor Kraj in the play.

From everything said so far, a fundamental definition that can be ap-
plied to the plays of Dusan Kovacevi¢ — including his black comedy The
Professional, both then and now — is the sense of time in the Balkans
as a permanent state of emergency. The fate of Kovacevi¢'s characters
arises directly from capricious historical events in a country that never
quite manages to recover from wars and power shifts, a country con-
stantly caught in tension, in a perpetual struggle between chaos and
the desire to finally live in peace. That is why Kovacevi¢'s plays are pri-
marily black comedies, rather than polished bourgeois vaudevilles. Only
through that sad political irony does one arrive at existential drama and

psychological conflict — not the other way around. The lives of ordinary
people — their loves, hopes, and fears — are, in Kovacevi¢'s work, often
umbilically tied to a higher-order political barometer, of which the char-
acters themselves are usually completely unaware. “I followed you day
and night, in taverns, in waking life and in dreams, both when you spoke
against the government and when you lied to yourself,” Luka Laban tells
the writer. That is why, in Kovacevic¢'s plays, including this production,
there are neither winners nor losers — everyone is a victim of political
winds that blow and toss the characters about at will. There is no happy
ending either: in The Professional, after a largely maddening roller coast-
er of life, the characters leave the stage scarred but upright, once they
finally understand that, in the sum of ideals and illusions, they have
somehow always been at a loss. “I came to settle my life,” says the po-
liceman Luka Laban to the writer Teja Kraj.

After Bata Stojkovi¢ and Bogdan Dikli¢, what is The Professional like to-
day, with Nenad Jezdic¢ and Igor Dordevic, along with Ana Franic as the
secretary and Dusko Askovic¢ in the role, as it is described, of “a com-
pletely ordinary madman”? In both cases, these are actors of the highest
theatrical rank, and both versions represent performance peaks of this
play. The only difference lies in time: 35 years have passed, and today's
version feels like a fine, aged wine, part of an accumulated experience
that once seemed so dramatic, turbulent, and decisive. There is also a
paradox in watching The Professional today. Compared to the present,
which is technologically and civilizationally cold and soulless, that earli-
er, constant police surveillance of “their” writer carried out by operative
Luka Laban now appears, in a strange reversal, almost human — a con-
versation between two people, with all the drama that such a conver-
sation entails. Today, we live under the control of cameras, satellites,
and drones that we cannot locate, whose operators we do not know,
and whom we will never meet. Today, that technology may destroy us
without mercy, unlike Luka Laban, who, whatever else he may be, over a
glass of rakija, saved the writer Teodor Kraj's life more than once.

We somehow survived the twentieth century — but what about today?
As Vlada Bulatovi¢ Vib once said: “Today | live off tomorrow. Tomorrow
| will realize that I did not live today.”

Bojan Munjin (NIN, March 4, 2026)





