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LAUDATIO

Domini Alexa Visarion

Bogdan ULMU®

Universitatea de Arte ,,G. Enescu” din Iasi are privilegiul de-a
primi in rindurile corpului sau profesoral pe maestrul Alexa Visarion.
Ne-a revenit onoarea de-a rosti acest Laudatio. Dar si teama de-a
considera ca omagiul va fi, pe portiuni, deéja vu-ist, numele,
profunzimea si profuziunea realizarilor valorosului regizor fiind
cunoscute de o parte a audientei.

Fiindca Alexa Visarion este un om de teatru complex: regizor
de teatru si film, scenarist, profesor, publicist, scenograf, iar
preumblarile sale in lumea artei roméanesti - si nu numai — depasesc
patru decenii.

S-a nascut la 11 sept 1947 (,,cand se instaurase dictatura si se
legifera frica”), in Botosani. Absolvent Magna cum laude al
Institutului de Arta Teatrala si Cinematografica “I.L.Caragiale”
Bucuresti, promotia 1971, clasa prof. Radu Penciulescu. Doctor in
Arte, cu Disertatia Spectacolul ascuns — valente interpretative si
spectaculare ale teatrului shakespearian, apreciata cu distinctia
Summa cum laude la Bucuresti, in ianuarie 2001.

Profesor Honoris Causa al Universitatii Babes-Bolyai, 2008 si
Tg. Mures, recent, in mai 2013.

A urmat stagii de perfectionare in Italia, Rusia, SUA, Franta.

A pus in scena, in Romania, peste 100 de spectacole. A realizat
numeroase montari radiofonice la Cluj si Bucuresti, precum si
scenografia la cincisprezece dintre spectacolele montate. Printre ele :
Steaua fara nume, Nocturnele lu’ Leonida, Noaptea bufonilor,
Livada de visini, Asta seara se joaca fara piesa, Pescarusul, Noptile
regilor, Trei surori, D-ale carnavalului, Woyzeck, O noapte
furtunoasa, Barbarii, Napasta, Mesterul Manole, Unchiul Vanea (in
tara) si Neintelegerea, Dragoste si indragostiti (dupa Shakespeare),
Richard II, Woyzeck, D-ale carnavalului, Unchiul Vanea, Richard
II1I, O noapte furtunoasa (in strainatate — Germania, Suedia, SUA,
Islanda, Rusia).

Ca regizor de film, a semnat peliculele Inghititorul de sdabii,
Napasta, Punct...si de la capat, Vinovatul, Luna Verde.

* Profesor universitar doctor la Facultatea de Teatru din cadrul Universitatii de Arte ,,George
Enescu”, lasi
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De asemenea, a participat la Congresul Mondial al Directorilor
Scolilor de Teatru din Peru; a mai beneficiat de calatorii de
documentare teatrala si cinematografica la Londra si New York; a
tinut un  Curs Shakespeare la Malmo, Suedia; lucreaza la
Leiklistarskoli  din Reykjavik, Islanda, ca profesor invitat; Ila
solicitarea unor universitati americane i se acordd o noud bursa
Fulbright, in domeniul filmului. Bursa se extinde pana in 1988.
Prezinta in acest context, in California, New York si Boston filmele de
lung metraj ,Inainte de tdcere” si ,Inghititorul de sabii”’; face
cercetare si documentare in Rusia — la Moscova si Leningrad - precum
si in Dallas sau Londra.

Stagii de documentare si studiu, workshop-uri, sesiuni
stiintifice si dezbateri artistice in SUA, Mexic, Anglia, Polonia,
Germania, Israel, Italia, China, Rusia, Elvetia, Canada, Grecia,
Islanda, Serbia, Danemarca, Portugalia, Spania, Brazilia, Ungaria,
Bulgaria, Franta, Peru si... Muntele Athos.

Presedinte si membru in numeroase jurii nationale de teatru si
film.

Activitatea sa a fost distinsa cu Premiul Academiei Romaéne -
Aristizza Romanescu acordat pentru intreaga creatie teatrala si
cinematografica, Premiul UNITER de Regie pentru intreaga
activitate, Premiul pentru cel mai bun spectacol si pentru regia
spectacolului Steaua farad nume dupa M. Sebastian, in cadrul
Festivalului National de Comedie, Premiul revistei Teatrul pentru cea
mai buna regie, acordat spectacolului Trei surori de Cehov, Teatrul
National Timisoara, Premiul pentru cel mai bun spectacol — Woyzeck
de G.Buchner, acordat de Asociatia scriitorilor Cluj, Premiul ATM
pentru cel mai bun spectacol al anului (tot) Woyzeck, Premiul A.T.M.
pentru exegeza scenica si filmica a operei lui I.L.Caragiale, Premiul
ACIN — Opera Prima, pentru regia filmului Inainte de tdcere,
Premiul ATM pentru regia spectacolului Napasta, Premiul ,Opera
prima” pentru spectacolul de debut Cartofi prajiti cu orice dupa A.
Wesker s.a.

In fine, Presedintia Roméniei i-a acordat, in 2002, Ordinul
National ,,Serviciul Credincios" in grad de Cavaler.

Spectacolele si filmele sale au fost laureate la Moscova, Arezzo
si San Sebastian.

A mai publicat zeci de studii, precum si volumele Goana pe
nisip, Spectacolul ascuns, De la Ziditorul la Zidirea, Cortina de
Cuvinte.
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Alexa Visarion marturiseste, intr-una din carti, ca prima scoala
de deslusire a teatrului a fost vizionarea spectacolelor populare capra,
ursul si Jienii. ,Eram puternic, vital, cu o energie nebuna. Lipsa
tatalui ma fortificase”. Energia a ramas si azi, la fel de vizibila...

Dintre multele confesiuni, mai alegem una, definitorie pentru
implicarea sa in realizarea spectacolului: ,,Nu pot sa exist decit daca
ard pina la capat!”. Frumos spus! Si nu mereu comod, pentru cei din
jur. Dar artistul nu a fost niciodata preocupat de comoditate...

Sau o altd marturisire definitorie: ,Singurul care ma poate
distruge cu adeviarat sunt eu insumi!”. Ca-n multe alte cazuri celebre,
nu?

Alexa Visarion scrie cu talent! Cu pasiune. Arde in scris, ca si in
sala de repetitii. Ca putini regizori si actori. Si e momentul, poate, sa
ne oprim, nu pentru prima oara, asupra scuzei unor actori si regizori
care cred ca jocul pe scena este striin teoretizarilor. Fals! Marii
teoreticieni sunt, cum s-a dovedit, practicienii. De la Stanislavski,
trecind prin Michael Cehov, Artaud si Brecht, ajungind la Grotowski,
Brook, Maniutiu sau Catalina Buzoianu, poeticile teatrale s-au nascut
din experienta si meditatia celor ce au creat spectacole.

Ca regizor, A.V. are obsesii notorii: Caragiale, Shakespeare si
Cehov.

Prin clasa a 8-a a inscenat Conul Leonida (va relua piesa, dupa
decenii, la teatrul radiofonic). Apoi, in facultate s-a intilnit cu
Nidpasta. Intilnire importanti, ciici va monta piesa de mai multe ori,
ba chiar o va si ecraniza. Va vizita intreaga Europa cu ea, aducind
teatrului si filmului romanesc binemeritate elogii. ,,Anca, Dragomir si
Ion erau in mine inca inainte sa-1 fi deslusit pe Caragiale. Napasta e
piesa simplitatii si profunzimii tulburate de misteriosul ecou al
tacerii”.

Iar in Noaptea furtunoasd propune un unghi nou de atac: o
stare de somnambulism. ,Piesa este oribila tragedie a mistificarii.
Adunate intr-o camera de mahala, invadata pentru totdeauna de
noroiul ce se revarsa din maidanul lui Bursuc, aceste fiinte se
devoreaza intr-o ciclica disperare inconstienta. Nu intimplator,
actiunea se desfisoara noaptea. O noapte ploioasa, de septembrie,
cind totul miroase a mucegai, a statut, cind umezeala a uniformizat
culorile, cind iritate de indelungate ceasuri de asteptare natinga,
instinctele navalesc devastator. O stare de semi-somnolenta, de
slabiciune neputincioasa, metamorfozata in ferocitate, domina
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atmosfera acestei prelungite agonii, in care tragedia te face sa rizi,
comedia-sa plingi” (Goana pe nisip, editura bybliotek, 2012, p.71). E o
viziune originala, profunda, si simpla descriere in citeva rinduri a
spectacolului, te face sa-l vezi perfect, printre cuvinte si detalii
...cvasi/olfactive.

Alt dramaturg pentru care are un feeling demonstrat in timp
este Anton Pavlovici Cehov. ,Am luat lectii de scenaristici de la
Caragiale si Cehov”. Profitorie tutela! AV a montat de mai multe ori
Unchiul Vanea, Pescarusul, Livada..., Trei surori, ba chiar si prima
varianta a piesei Unchiul Vanea, Duhul padurii (text asupra caruia
regizorii nu se opresc niciodata).

A scris si vorbit mult despre Anton Pavlovici. Si-n cazul
marelui dramaturg rus a gasit idei noi, proaspete, acrosante. , Toate
sfirsiturile cehoviene afectate de deznadejdea increderii, dezleaga
inceputul comediei... FINALUL — start al destinului./.../Amenintarea
std in fiinte normale si-n faptele zilnice. Se trag focuri de arma si
moartea nu vine. Sinuciderea stirneste hazul. Pleznesc nervii biciuiti
de clipele lucide ale constatarii. Si totusi, zaharul indulceste gura
pentru un nou pahar de ceai ” (op cit, p. 77). Dupa cum usor se poate
constata, un dar al regizorului este acela de-a contura un spectacol, in
citeva rinduri. Cuvintele au aici o 1Incarcatura imagistica
extraordinara! Au spatialitate!

,Eroii nu stiu sa traiasca. Si undeva, in Africa, e o arsita
cumplita. Toaca bate si orele trec, toaca bate si orele vin. Aceasta
lume-si contureaza, surprinzator de firesc, sfirsitul”. Scrii cinci
cuvinte si faci cu ele un spectacol clar, concis, tulburator. Nu este la-
ndemina oricui (mi-amintesc de Aureliu Manea, care si el reusea sa-ti
arate o montare, in trei rinduri!). Spre exemplu: paravanul; adus de
autor pe scena pentru ca ,personajele sa se vada atit de singure. Ele-s
importante in explorarea febrild a imperiului singuratatii”. La Yannis
Kokkos, crede George Banu, obiectul scenografic dominant e usa,
copacul sau scara. La AV e vital paravanul. Si, cum a aratat intr-unul
dintre primele spectacole Cehov, pietrisul care scirtiia sub talpile
eroilor, continuat de zahdrul care scirtiia intre dinti, inaintea bautului
ceaiului. Cu trei cuvinte —paravan, pietris, ceai — descrii un spatiu:
spatiul cehovian. Pe care uneori, nu-1 descoperi in zeci de carti si sute
de spectacole...

In cazul lui Shakespeare, de tinir ciuta raportul subtil intre

cap si coroand. ,,Richard II descopera meditatia in spatiul de timp
dinaintea sfirsitului. El tradieste prabusirea rostului si isi poate

10
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imagina lumea ca o inchisoare, doar privind prin golul coroanei
(plasticd, emblematica imagine!- n.n.). Oare capul Regelui umplea
acest gol — sau vidul simbolic al coroanei chema capul regal, spre
supunere?” (op cit, pag 104).

»,Regii mor numai noaptea”- crede AV. Si aici gasim puntea
posibild, surprinzdtoare, intre marele Will si Conu Iancu: caci si la
Caragiale, noaptea-i personaj; catalizator; decor preferat...

,Inaintea marilor batilii, regele shakespearian, singur, mistuit
de zadarnicia actiunii si condamnat la intelegere, devine om”. Cam
tirziu, cum se stie...

Dar nu doar despre piese si autori, regizorul are viziuni
revelatoare. Ca orice artist pasionat, condamnat sa arda pina la capat,
gindind, experimentind, definind, schiteaza o proprie poetica teatrala,
in care conceptele sunt re-evaluate in termeni seducatori. Vorbind,
spre exemplu, despre spectacolul de absolvire, Cartofi prdjiti cu orice,
profesionistul face o interesanta marturisire: ,nu l-as mai putea
repeta acum - nu mai am inocenta atit de necesara acestui text!” (de
meditat: chiar iti pierzi inocenta, odata cu trecerea anilor? Sau:
disparitia ei este, intotdeauna, un obstacol?).

O personala definitie da AV si-n cazul regizorului: este egal cu
valoarea interogatiilor adresate prezentului. El trebuie sa dinamizeze
structura textului dramatic, sub raportul reflectiei. Astfel, spectacolul
devine eliberator de constiinta.

Sau despre teatru: e vraja. E tacerea ascunsa in noi. ,Teatrul e
mai adevarat decit viata, viata e mai puternica decit teatrul — iata
reciprocitatea creativi a acestei manifestari plenare umane”. Iar
spectacolul pe care il vedem ascunde un alt spectacol. Acest alt
spectacol trebuie sa ne intereseze!

Din dictionarul neoficial de termeni-cheie, existent in scrierile
regizorului, am mai putea aminti aici si acum actorul, cel ce creeaza
din iluzii, adevaruri; din detalii-entitati.

Sau batdaliile teatrale stimulind si fiind binevenite, desavirsind
evolutia gustului si perenitatea meditatiei. /.../ Prea multe voci sterpe
dau verdicte si ierarhizeaza, acolo unde e doar locul gindului, harului
si magiei”; si multe, multe altele, caci prin ceea ce-a facut pe scena, pe
platoul de filmare, la cursuri, ori la masa de lucru, AV s-a impus
demult ca un artist implicat in efortul de cunoastere si primenire a
teatrului si filmului.

11
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Autodefinindu-se sincer, cu acea sinceritate pe care si-o permit
numai consacratii, marturiseste: ,Frica de ratare, singuratatea care
m-a ales ca discipol pentru a ma initia, momentele de lasitate,
senzualitatea dorintelor, sfidarea tabu-urilor, aventura si rezistenta la
aventura imi definesc structura si identitatea”(op cit, pag.171).
Marturisire care nu mirda, demna de numele unui creator adevarat.

Si-n continuarea ei, pentru final, as cita din portretul creionat
de Catalina Buzoianu: ,Poate sa inceapa mereu, totul, de la zero. Stie
sa renunte, ca sa poata merge mai departe. Stie sa piarda, ca sa poata
cistiga. Risipindu-se, de fapt se aduna”.

AV. spunea ca are dorinta ,de-a iscili timpul”. Pai, a si-
nceput!...

Acordarea titlului de Doctor Honoris Causa de catre
Universitatea de Arte ,G. Enescu”, regizorului si pedagogului Alexa
Visarion ne apare ca o consecutie fireasca a eforturilor sale de a
primeni teatrul si filmul romanesc, cu nobilul sacrificiu al ,arderii
pina la capat”.

31 Mai, 2013

12
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Alocutiunea rostita de maestrul Alexa Visarion
la ceremonia prin care i s-a acordat titlul de
Doctor Honoris Causa
al Universitatii de Arte ,,George Enescu” din Iasi

A consemnat Aurelian BALAITA®

Mi-e frica de bucuriile mari pentru ca ele iti arata cat de mult
risipesti din propria viata si cum nu ajungi niciodata sa poti sa stii
cine esti. Borges spunea: ,Intr-o zi a omului se afli toate zilele
timpului.”

In aceasti zi aici, la Universitatea de Arte ,George Enescu” din
Iasi, viata mea capata o semnificatie tulburatoare nu doar in plan
artistic, nu doar in plan pedagogic, ci cu precadere in plan uman. E o
taina pe care n-o pot marturisi acum, aici: de ce exista o adancime de
joc secund in aceasta clipa care ma cuprinde si-mi cuprinde fiinta si
neamul, familia.

Nobila audientd, colegi si distinsi prieteni, membri ai Senatului
Universitatii, doamna rector, doamna presedinte al Senatului,
domnilor profesori, generozitatea dumneavoastra nu semnifica doar
un moment de inalt grad academic, ci aduce in discutie printr-o
pecete, un sigiliu de noblete, un sigiliu de noblete care da valente
multiple unei densitati a acestui moment.

Spuneam ca mi-e frica. Mi-e frica pentru ca pot sa stric traind
de acum incolo, acest moment. Il pot degrada. il pot nimici cu orgoliul
meu, cu prostia mea, cu neputinta mea. Pot sa stric ceea ce
dumneavoastra, prin prezenta in aceasta sala si pe aceasta scena ati
creat. Totdeauna creatia reala e ceea ce ne depaseste propunerea. Deci
dumneavoastra ati creat o stare care functioneaza deasupra mortilor
si viilor.

Am venit ieri cu Inghititorul de sdbii fiindcd am venit cu
familia mea, le spuneam studentilor, cu familia artistica, poate ultima
familie nobila de pe acest pamant care se invarte si se roade, cum
spunea Shakespeare in Timon din Atena. O familie care, in timp ce e
ancorata intr-o spiritualitate nationala, e deschisa si coopereaza cu
aceasta spiritualitate a lumii.

N-am facut nimic important in timp ce am trait neliniste cu
importanta. Din aceasta neliniste s-a nascut, pe parcursul a patruzeci
si ceva de ani de incercari, s-a nascut un sir de capitole care au nume

* Profesor universitar doctor abilitat la Facultatea de Teatru, Universitatea de Arte ,,George
Enescu” din lasi

13
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de spectacol sau nume de filme, sau nume de carti. Un sir de capitole
care ar trebui undeva sid se adune intr-o opera. Gabriel Garcia
Méarquez spunea ci totul se termind cu o carte. In cazul meu totul se
termina cu incercarea de a a fla cine sunt. Cine sunt? Ce-a insemnat
aceastd munca in teatru, in film, la scoala, in tara, in strainatate. Ce
valente au dat sufletului meu inteligenta. Am reusit pana la un
moment dat sa pot crea din energii stapanite si nestapanite un flux.
Din acest flux am nascut spectacole, am implinit momente, am
pierdut sensuri. Si totodata, din aceasta energie am cautat dincolo de
intelesurile pe care are nevoie o opera printr-un artist sa le capete, sa
pun intelesuri. iar intelesurile le pui doar atunci cand in tine
salasluieste in deplina stapanire contradictia, putinta si neputinta,
ambiguitatea, generozitatea si acele momente cand ti-e frica de
propria ta bucurie.

Sunt un om incercat. Mai mult decat credeam ca am putut
cugeta, am facut. Am crezut ca viata e o sansa pentru arta, o sansa
fantastica care e harazita de Dumnezeu, ca tu n-ai nimic decat ca poti
primi mesajul, ca tu nu ai alt rost decat sa ai deschis totul din tine
pentru a primi tot ceea ce exista in tot ce este in afara ta. Nu stiu cum
se poate multumi in aceasta clipa pentru acel sentiment fantastic ca
apartii locului acesta. E un lucru extraordinar pentru mine. Eu sunt de
aici: nascut aici, crescut aici, cu patimile unei familii trecute prin
aceasta zona iubitd si pangaritd. Astazi se restituie la un nivel de
insemnatate, prin zona artei, numele familiei mele. Acest nume e
prezent astazi in aceastd sald si eu pot sd spun cd trebuie (acesta e
cuvantul, trebuie), sa continue. Georg Biichner spunea ca ,trebuie
este cuvantul de osanda cu care a fost botezat omul”. Deci trebuie sa
continuu. Trebuie sa incep sa dau acea dimensiune acestui moment
de inalt ceremonial academic care sa ma faca sa renasc.

Esti puternic la tinerete pentru ca esti tanar si energiile
zvacnesc in tine.

Mai esti puternic o data, inainte de moarte.

Plecarea spre moarte a inceput odata cu nasterea. Iar cand ai
trecut de un numar de ani, cand deja se poate vorbi despre tine si
despre munca ta, apropierea de moarte inseamna o redimensionare a
putintelor pe care le ai.

Eu traiesc din nou momentul energiei. Este energia care vine
rapid peste tine si nu tine mult. Este energia clipei. In aceasti energie
s-a legat, cu demnitate, munca mea de aceasta capitala culturala a
Romaniei, prin Universitatea de Arte ,,George Enescu”, prin Senatul
Universitatii, prin personalitatile din acest oras pe care le vad alaturi
in acest moment de aleasa insemnatate din viata mea, prin tinerii

14
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studenti, prin conducerea Universitatii. Si, de fapt, prin ceea ce

suntem cu adevarat artistii, cei care doresc ca umanul sa nu se
degradeze.

Va multumesc ca sunteti aici! Va multumesc ca m-ati ascultat!
Si va promit c-o sa mor frumos!

15
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Intalnire cu Alexa Visarion

A consemnat Aurelian BALAITA

Rezumat: In data de 14 martie, in Sala Studio Teatru a
Universitatii de Arte "George Enescu” din Iasi a avut loc o intalnire cu
regizorul si profesorul universitar doctor Alexa Visarion.

Personalitate cunoscuta, regizorul Alexa Visarion a montat
peste 100 de spectacole in teatrele din Romania, in teatre din
Germania, Suedia, S.U.A., Islanda, Rusia. A regizat un numar de 6
filme de lung metraj. A semnat scenografii, a scris scenarii de teatru,
de film, de radio si de televiziune, a tradus teatru. Este detinator al
numeroase premii si distinctii nationale si internationale. Activitatea
domniei sale de cercetare artistica si de pegagogie universitara este,
de asemenea, foarte bogata si apreciata.

Cuvinte cheie: Alexa Visarion, pedagogie teatrala

In intalnirea de fatd, pedagogul Alexa Visarion si-a propus si
aduca in prim plan cateva puncte de sprijin pentru ceea ce ar putea
insemna relatia profesor — student in mediul universitar vocational.
Aflat in calitate de invitat in fata studentilor, Alexa Visarion porneste
de la necesitatea de a se marturisi, de a depune marturie. Aceasta
deoarece procesul de invatamant artistic, vocational, se desfasoara cel
putin in unele universitati unde a lucrat si domnia sa pe suportul
atragerii experientei profesorului in experienta tanarului si viitorului
artist, ceea ce presupune o relatie profesor- student bazata pe
sinceritate comunicare si generozitate. Procesul invatarii este
reciproc, iar schimbul dintre profesor si student este fundamentat de
primire:

Dar aceasta primire nu se poate naste pentru ca vrea
studentul sau ca vrea profesorul., ci pentru cd se creeaza o relatie.

Bazata pe dragoste, relatia presupune a interveni in viata
celuilalt.

Exista tari in care acest tip de relatie este favorizat de sistem —
In Suedia, de exemplu profesorul are o intdlnire sdptimanald
neprogramatda, dar care e in traditia scolii, cu fiecare student care
vrea. Studentul, fata sau baiat, matur sau foarte tanar, cu probleme
diferite, beneficiaza de aceasta intalnire intima cu profesorul caruia
i1 spune tot ce il framanta. Altfel nu poti sa lucrezi.
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Un alt exemplu a fost adus de maestru din SUA:

La o universitate vestita din America, Yale University, exista
un departament de teatru. Seful catedrei, regizor, profesor de
notorietate, mi-a spus urmdatorul lucru: "Uitati cum selectam noi:
anuntam ca avem sectie de regie si ca ne gandim sa luam intre 10 si
14 locuri. Acest anunt al nostru ajunge in intreaga tara si prin
internet ajunge in intreaga lume. Se inscriu oameni. Asa cum cred el
cd trebuie sa fie pentru a da concursul. Noi trimitem comisii, de
exemplu la San Francisco, fiindca din zona California s-au inscris...
sapte. Comisia are o discutie... Aici fac o paranteza dureroasd. Noi
dam examene la regie sau la actorie solicitand participantilor la
concurs sd fie actori, adica 1i testam ca actori si ca regizori. Din
cauza asta oamentii se pregdtesc, vin pregadatiti si dau un examen fals.
i vedem, le vedem calitdtile, ii ludm in facultate si, cand termind,
sunt la fel cum au intrat. Nu li se intampla nimic intre timp.

Comunicarea presupune asadar mai mult decat o suita de
intrebari si rapunsuri. Adept al teoriei pedagogice via negativa
promovata de Radu Penciulescu, maestrul Alexa Visarion incearca in
intalnirea de fata un suport de dezvoltare personala a studentului
roman in universitatea timpurilor noastre. Pune in discutie dintru
inceput faptul ca pregatirea artistului, indiferent de domeniu e o
pregatire individualizatda, personala si care are ca prim punct de
sprijin identitatea:

In Universitdtile de artd nu trebuie invdtat, cel putin nu in
sensul dogmatic.
Nu trebuie invdtat ca sa inveti, ci invatat atat de bogat ca sa poti
imagina si imaginand sa apelezi la fantezie in realizare.

Daca e adevarat ca studentul este artist cand vine la facultate,
atunci pe parcursul celor cinci ani trebuie sa lupte sa devina student.

Dar trebuie sa invete sa devina student in acel loc in care
functioneaza. Trebuie sa aiba coerenta si rigoare pentru acel spatiu,
pentru acea institutie, pentru acel profesor. In timp ce obtine toate
aceste date trebuie sa nu ramana in acel loc, nu cu acel profesor, si
nu numai pentru acea institutie.

Eu le spun studentilor asa, indiferent daca sunt la film, la teatru,
regie sau actorie, ,Mai ia-ti un profesor”. Studentii tac. [i intreb: ,Ai
un regizor pe care il iubesti?” Ei tac. Si pot vedea cd nu au pentru ca
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merg pe ideea ca toti sunt prosti si numai ei sunt buni. Din cauza
asta se simt obligati sa faca ei meseria, pentru ca ceilalti sunt prosti.
Or meseria o faci daca cei din fata ta sunt cei mai buni si tu poti sa
vii langa ei. Numai atunci o poti face.

Si ii spun mai departe:,la-ti un profesor actor. Cine iti place?”
»Meryl Streep” ,,Bun. Trebuie sa vezi toate filmele cu ea. Trebuie sa-ti
pui oricand fragmentele care iti plac din filmele ei: noaptea, ziua, nu
conteaza; sa ajungi sa-i semeni cand vorbesti cu tubitul, cand te certi
cu mama. Pui mereu fragmentele care iti plac sa mearga. Si dupa ce
vezi §i simti ceva, te intorci la filmul initial sa vezi daca acel lucru pe
care l-ai simtit tu exista in partea integrala a rolului ei. Si dupd
aceea vezi daca se leaga cu tine. Ca daca nu se leaga e bine ca ai
studiat, dar nu ai ce sa iei. Iar daca se leaga ai ce sd iei. Iti spui:
,Uite cum rade, uite cum se uita!” Si atunci incepi sa inveti singur.
Apoi vine profesorul la clasa. El habar nu are pe cine ai tu profesor
favorit si iti spune ceva contrar. Nu trebuie atunci sa faci pe
desteptul si sa crezi ca profesorul tau e prost, iar al altuia e bun.
Dimpotriva, ai nevoie sa faci legatura. Asta inseamna sa intelegi in
ce context iti spune ceva profesorul si unde e adevarul. Asta
inseamna sa fii destept. Pentru ca orice profesor bun te ajuta sa te
gdsesti pe tine si orice profesor prost te ajuta mai bine sa te gasesti
pe tine. Totul e ca tu sa nu te preocupi daca profesorul e bun sau
prost, ci sa sa te ocupi de tine.

Ceea ce am spus se face faci in primele doua saptamani dupa
ce intri in scoald. Ai nevoie sa faci asta pentru ca vii artist cu
talent, iar talentul inseamna capacztate de a mtelege Intre timp faa
tot ce iti spune profesorul tau, ca e profesor, stie si el ceva. Dupa ce ai
facut chestia asta, daca ti-ai epuizat profesorul de clasa, il cauti pe
urmatorul. Si atunci, in cinci ani, cu tot cu masterat, ai si tu cinci
profesori, plus al tau, daca are si asistent, ai sapte. Sapte e un numar
frumos, biblic. Iti foloseste ceva, te duce undeva, inseamnd ceva. Nu
trebuie sa-i spui asta profesorului tau. Dar daca procedezi asa cum
v-am spus cu profesorul, al vostru va invata si el in mod continuu.
Va incepe sa se pregateasca special pentru tine. Va deveni interesat
de tot ceea ce esti tu. Vedeti? Asta inseamnd comunicarea.
Capacitatea de a-l influenta pe celalalt. Si dintr-o data, schimbul
acesta care se face solicita si o exprimare si atunci nu mai putem
ramane numai cu putinul nostru.

As spune urmatorul lucru: ceea ce aveti acum ca varsta 19-30

de ani este ceva esential. Aceasta varsta este cea mai buna pentru a
primi si pentru a oferi. Din cauza surselor energetice care bantuie pe
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un tanar. Dar vedeti ca sunteti intr-un moment al unei generatii care
se dreseaza. E o generatie cu capdastru. O generatie care nu are
placerea evadarii. Lucrul esential in artd e sa ai curaj si neliniste.
Curaj in neliniste si neliniste in curaj. Acest curaj vine si din
abordare, dar vine si din altceva: din a te forma. Trebuie sa te
formezi si aceasta formare, oricat de buni profesori ai avea, nu pot
s-0 faca ei in mod esential, pentru ca asista mai multi studenti
deodata. Din cauza asta profesorul uniformizeaza din plecare. El
vorbeste pentru toti. Si atunci, formarea o faci SINGUR, preluand
acele lucruri care crezi ca ar putea sa aiba influenta asupra ta. Ca sa
crezi ca au influentd asupra ta trebuie sd ai un minim prag de
initiere. Initierea ti-a faci singur. Initierea nu se face totdeauna
castigand, ci acumuland si pierzand mereu ceva esential. Pentru ca
in aceste arte impure care sunt artele spectacolului, ele te folosesc.
Problema e sa te folosesca la o intensitate si la o dimensiune in care
sa existi si tu. Ma intreba azi cineva: ,Mai sunt actori ca inainte?”
Nu, nu mai sunt. E vina scolii, e vina teatrului, e vina regizorilor, e
vina sistemului?...dar nu mai sunt. Ar trebui sa mai fie? NU pentru
societate, DA pentru artist. Societatea te ia si te zvantura de colo-
colo imediat. Artistul e nimicit daca nu devine acea identitate, acea
personalitate, acea valoare care are rasunet. Ce il distruge in primul
rand? Ce nu-i da voie sa aiba aceasta valoare? Orgoliul. Deci nu e
necesar orgoliul? Ba da, e necesar, dar inauntrul lui trebuie sa existe
cu aceeasi forta umilinta. Si mai trebuie ceva: o selectie indauntrul
actiunilor tale. Deci viata unui artist nu se traieste cum vrea el. Cu
toate ca asa ii vine. Cateodata excesele unui artist fac parte din
pregatirea lui.

Accentul pe care [-as pune e ca nu artistul creeaza arta, ci arta pe
artist.

Audienta alcatuita din studenti si profesori a incheiat intalnirea

intr-o nota meditativa, fiecare gandindu-se, probabil, la impactul
puternic pe care l-au avut spusele maestrului Alexa Visarion.
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Spaima de greseala: principala greseala in
lucrul la rol

Doru AFTANASIU °

Rezumat: O problema acuta care poate fi observata la foarte
multi studenti la teatru, ca si la foarte multi actori ne-experimentati,
este teama de a nu gresi, ea fiind principala sursa a crisparii in scena.
In complexul proces de elaborare a unui rol, sau cand e vorba chiar si
de un simplu fragment de text, de multe ori apare nesiguranta si frica
de propriile simturi. Exista riscul ca aceasta crispare, aceasta spaima
de greseala sa persiste chiar si dupa terminarea facultatii. Desigur,
aici lucrurile depind foarte mult si de tactul pedagogic, nefiind exclus
ca frica de greseald sa-si aibd sorgintea intr-o exagerata autoritate a
profesorului de teatru. Cand studentului ii este inoculata ideea ca
executia sa este, intr-un fel sau altul, net inferioara exigentelor, in
mod inevitabil el va ajunge sa-si piardd increderea in propriile forte.
Tot astfel se va intampla si in cazul in care i se sugereaza ca nu exista
loc pentru greseala (aici, ne referim la cazurile in care examenele de
improvizatie tinute sub forma de spectacol capdta un caracter
prestabilit din repetitii mult prea puternic, ajungandu-se uneori chiar
pana la uitarea unui scop de baza al improvizatiei: dobandirea
spontaneitatii scenice.

Dar, fiind si aici nevoie de o anumita unitate de lucru, vom
recurge la fragmente din opera unui singur autor dramatic, pe care,
din motive ce vor fi expuse mai jos, il putem considera ideal pentru
exercitiile de adaptabilitate si compunere scenicd a personajului:
William Shakespeare.

Cuvinte cheie: arta actorului, pedagogie teatrala, William
Shakespeare

O problema acutd care poate fi observatd la foarte multi
studenti la teatru, ca si la foarte multi actori ne-experimentati, este
teama de a nu gresi, ea fiind principala sursi a crisparii in sceni. In
complexul proces de elaborare a unui rol, sau cand e vorba chiar si de
un simplu fragment de text, de multe ori apare nesiguranta si frica de
propriile simturi. Unele cauze sunt semnalate de Killar Kovacs
Katalin. ,In primul rand — spune ea — mecanismul fizic al actorului

* Lector universitar doctor la Facultatea de Teatru, Universitatea de Arte ,,George Enescu”,
lasi; actor la Teatrul National Iasi.
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opune rezistenta cand acesta este nevoit sa execute scheme de
«actiuni fizice» neobisnuite pentru el.”* Miscdrile corporale ale
actorului pot fi dominate de inhibitie in diverse momente ale
interpretarii, pentru simplul fapt ca, la nivel rational, uneori nu se
poate integra in acea interpretare, nefiind capabil sa transfere o
emotie la nivel exterior, deci manifestandu-se stangaci, fara a atinge
credibilul. Asa cum observa si autoarea Improvizatiei in procesul
creatiei scenice, ,munca sa este restransa de dificultatea transformarii
intentiei in actiune fizica concreta.”? Deci existd o anume dificultate
de materializare a gandului, a simtirii launtrice, la nivel exterior.
sActorul, in al treilea rand, intAmpina greutati cand este nevoit sa
participe, in mod aparent spontan, in variate genuri de comportament
si interactiuni sociale, pentru ca el deja cunoaste deznodamantul
actiunii sale.” Pe un text sau pe o actiune prestabilitd, marea
provocare ramane aceea de a ,,nu sti” in aparenta ceea ce urmeaza sa
se intample, iar in cazul textului dificultatea consideram a fi majora,
pentru ca una este sa ai memorat perfect acest text si cu totul altceva
este sa te surprinda ideile, gandurile continute de textul respectiv,
adica acele intentii care mereu trebuie sa-1 surprindd pe actor,
provocandu-i un tip de emotie de fiecare data si impingandu-l la
reactie. Tipul de emotie declansat de gand trebuie sa fie acelasi, un tel
prestabilit la randul sdu, de la o repetitie la alta, de la o reprezentatie
la alta. Dar trebuie sa difere, in schimb, intensitatea ei, in consecinta
fiind diferita si intensitatea reactiei provocate de acea emotie.
Bineinteles, solutia principald pentru a rezolva diversele probleme pe
care le intampina actorul si pentru a inlesni si poate chiar inlatura
greutitile presupuse de interpretarea scenica ramane improvizatia
scenica. Ea reprezintd o baza incontestabild in procesul de invatare,
studentul la actorie descoperindu-si simturile si invatand sa asculte de
ele. Totodatd, o sumedenie de inhibitii sunt depasite cu ajutorul
improvizatiei scenice, dezvaluindu-se principalele mecanisme ale
gandirii scenice.

Cu toate acestea, multora dintre studenti, in momentul in care
se confrunta cu primul text, le revine dezorientarea si crisparea
pentru faptul ci, de cele mai multe ori, se pune foarte putin accent pe
improvizatia cu text. Este vorba de textul prestabilit, textul
dramatic (chiar si atunci cand nu ne referim neaparat la un fragment
din dramaturgie, ci la o dramatizare, de exemplu). Exista riscul ca
aceasta crispare, aceasta spaima de greseala sa persiste chiar si dupa
terminarea facultatii. Desigur, aici lucrurile depind foarte mult si de

! Katalin Killar Kovacs, op. cit., p. 8
? Ibidem
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tactul pedagogic, nefiind exclus ca frica de greseala sa-si aiba
sorgintea intr-o exagerata autoritate a profesorului de teatru. Cand
studentului 1i este inoculata ideea ca executia sa este, intr-un fel sau
altul, net inferioara exigentelor, in mod inevitabil el va ajunge sa-si
piarda increderea in propriile forte. Tot astfel se va intampla si in
cazul in care i se sugereaza ca nu exista loc pentru greseala (aici, ne
referim la cazurile in care examenele de improvizatie tinute sub forma
de spectacol capata un caracter prestabilit din repetitii mult prea
puternic, ajungandu-se uneori chiar pana la uitarea unui scop de baza
al improvizatiei: dobandirea spontaneitatii scenice.

O altd cauza a crisparii o poate constitui, in cazul actorului
lipsit de experienta scenica, autoritatea, uneori mult prea exagerata a
regizorului. Exista regizori care, in vederea unui scop precis, pretind
ca actorul (paradoxal, fara sa-i conteste neaparat dreptul la creatia
artistica) sa execute mult prea perfect indicatiile scenice, mult prea
fix, nelasandu-i, practic, decat foarte putin ,spatiu de miscare” sau
chiar obturandu-i total accesul la libera exprimare. Acesta este unul
din aspectele conflictului actor-regizor, conflict ce nu poate sa duca
decat la dezorientare si, in mod inevitabil, la spaima de greseala.

Unul din scopurile principale ale improvizatiei ar trebui sa fie
tocmai acesta: depasirea prudentei. Pe scena, teama de greseala ne
impinge deseori la interpretari corecte. Dar nu aceasta urmarim. A
interpreta corect o partitura, cu prudenta, cu o permanenta atentie de
a-1 multumi pe altii, fara sa mai conteze, la un moment dat daca mai
simtim, daca mai trdim realmente toate emotiile, inseamna a fi
executant. Greseala in munca actorului cu sine insusi ar trebui sa fie
binevenitd. Pare, ce e drept, o afirmatie exagerata. Dar, in timpul
repetitiilor, ea nu trebuie evitatd cu indaratnicie, tocmai pentru ca
reprezintd un adevarat barometru al creatiei actoricesti. Numai
acceptand greseala ne putem da seama ce anume nu am acoperit ca
traire interioara si ca materializare a intentiilor actoricesti la nivel
exterior. Si deseori greselile la lucru sunt aparente. In ciuda judecirii
rationale a partiturii actoricesti, in ciuda incercarii de a respecta strict
indicatiile regizorale, nu odata se intampla ca actorul sa descopere
nuante noi, intentii noi, la care nu s-a gandit si care par sa contravina
oricarei logici, dar care sunt exact cele de care avea nevoie in
lamurirea cu sine insusi asupra compunerii scenice a personajului. Cu
alte cuvinte, tocmai greseala poate sa devina cauza inspiratiei, fara de
care nu poate exista intruchiparea si transpunerea scenica a rolului.

Poate ca o cauza ar constitui-o tocmai granita mult prea bine
conturata uneori intre improvizatia scenica si arta actorului. De cele
mai multe ori, cele doud notiuni sunt privite ca discipline distincte,
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improvizatia presupunand joc, iar actoria presupunand lucrul efectiv
cu textul. De aceea consideram ca fiind necesara, printre altele,
alcatuirea unor exercitii de improvizatie, cu aplicare pe un text
prestabilit, exercitii de naturd sa dezviluie tanarului actor propria
putere de adaptare la diversele situatii impuse de tex, capacitatea de
joc in corelarea textului cu miscarea si libertatea de actiune in
compunerea scenica a personajului, in asociere cu indicatia regizorala,
care nu trebuie sa fie de natura a-1 dezorienta si a-1 duce la crispare, ci
dimpotrivd, trebuie sd aiba un caracter constructiv.

Pornind de la vizualizarea imaginilor care nasc ideile ce sunt
emise verbal, deci de la mecanismul intentiei, exercitiile isi propun, in
mod firesc, si o dezinhibare corporald, in actiunea scenica. Nu putem
vorbi de compunere scenicd a personajului gandindu-ne doar la
exprimare verbala. Compozitia scenicd inseamnad, inainte de toate,
miscare. Dar miscarea scenica nu poate exista fara impresie, fara
emotie care declanseaza reactia (implicit cea corporala). Avand in
vedere aceste lucruri, exercitiile pornesc de la o serie de principii de
baza ale artei actorului, gasite si prezentate de Eugenio Barba in
studiul sau de antropologie teatrala. Aceste principii vom incerca si le
aplicam in exercitiile cu text scris, pentru a oferi studentului ocazia de
a studia corelarea miscarii scenice cu textul prestabilit.

Dar, fiind si aici nevoie de o anumita unitate de lucru, vom
recurge la fragmente din opera unui singur autor dramatic, pe care,
din motive ce vor fi expuse mai jos, il putem considera ideal pentru
exercitiile de adaptabilitate si compunere scenicd a personajului:
William Shakespeare.

Datorita complexitatii psihologice a personajelor, a adevarului
scenic incontestabil, datorita lirismului de neegalat, a fortei, a
personalitatilor puternice care se contureaza si evolueaza in orice
piesa, putem considera opera dramatica a marelui autor englez ca
fiind cea mai potrivita pentru aplicarea exercitiilor de compunere
scenica a personajului. Din punct de vedere teatral, personajele lui
Shakespeare vor ramane mereu extrem de ofertante pentru actor.
Gasim, in primul rand, aici o mare diversitate de caractere, de la
chipuri angelice, fiinte plipande, de o sensibilitate dezarmanta
(Julieta, Ofelia), pana la intruchipari cu adevarat diabolice (Richard
Gloucester, Aaron), de la Falstaff, fanfaronul burduhanos, chefliu,
vesel, senin si inofensiv, pana la salbaticul si nesocotitul Caliban, de la
inocentul Romeo pana la perfidul Iago, de la mereu sovaielnicul print
al Danemarcei, un titan al ratiunii si al masurii, Hamlet, pana la un
sangeros razbundtor ca Titus Andronicus, de la malefica Lady
Macbeth pana la nevinovata victima a geloziei absurde — Desdemona.
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Gasim 1in teatrul shakespearian personaje reale, nume din istoria
Angliei, a Romei, dar tot Shakespeare aduce in scena plasmuiri ale
imaginatiei, ale povestilor, care nu au legatura cu lumea muritorilor,
cum ar fi Oberon, Titania, Puck, Ariel.

Teatrul lui Shakespeare este, deci, extrem de ofertant in ceea ce
priveste rolurile de caracter, roluri care presupun, intr-o masura mai
mica sau mai mare, compozitie scenica, deci avem un vast teren de
actiune in studiul pe care-1 efectuam. Ba mai mult, putem afirma ca,
in constructia personajului, actorul va presta o interpretare scenica
aparte, datorita stilului de exprimare shakespearian. Acesta este un
avantaj net, deoarece autorul englez, incearca permanent sa cuprinda
cat mai multe detalii de caracter, precum si o cat mai larga
problematicd umana in toate personajele sale. Desigur, aici nu ne
referim la personajele episodice (soldati, slugi, etc.), personaje cu
aparitii scurte ce nu fac altceva decat sa puna in valoare, intr-un fel
sau altul, eroii centrali ai pieselor sau chiar personajele secundare.
Dar toate adevaratele roluri sunt pline de substanta dramatica si sunt,
in general, caractere extrem de complexe, din care poate fi extrasa
orice viziune, orice interpretare regizorala sau actoriceasca, deci
tocmai aceasta complexitate face ca personajele create de marele
autor sa fie extrem de permisive in studiul artei actorului. Poate aici
se observa cel mai bine teatralitatea teatrului, deci si a artei actorului,
dramaturgia shakespeariana scotand in evidenta la modul cel mai
stralucit ideea de fictiune pe care se intemeiaza arta in general si arta
teatrala in special. Asa cum remarca si Jan Kott, ,teatrul infatiseaza
prin el insusi intreaga gama a relatiilor dintre oameni, dar aceasta nu
fiindca el reprezinta imitarea lor mai mult sau mai putin reusita.
Teatrul este icoana tuturor relatiilor dintre oameni tocmai fiindca se
intemeiaza pe neadevar; pe un neadevar originar, foarte asemanator
cu picatul originar.”s In consecinti, arta actorului este si ea fictivd, un
joc al compunerii si al reprezentarii si al dedubldrii artistice, deci a
dedublarii deliberate, calculate. Cu toate acestea, aici intervine, pe
langa controlul rational, si intuitia, ca sursa principala a emotiei.
Spune Jan Kott: ,Actorul joaca un personaj care nu este el insusi. El
este ceea ce nu este. El nu este ceea ce este. Ca sa fii tu insuti
inseamna numai sa joci ceva care sa semene cu propria ta icoana
oglindita in ochii altora.”s

Poate mai mult decat in cazul altor autori dramatici,
Shakespeare scoate in evidenta aceasta conditie a actorului de teatru:

3 Jan Kott, Shakespeare, contemporanul nostru, in romaneste de Anca Livescu si Teofil
Roll, Editura pentru Literatura Universala, Bucuresti, 1969, p. 115
* Idem, p. 134
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faptul ca el trebuie sa reprezinte in scena de fiecare data, pe altcineva;
faptul ca acel altcineva trebuie sa fie reprezentat intuitiv-emotional,
dar si cu controlul ratiunii, fara ca acest joc de-a altcineva sa
degenereze in patologic, in confundarea realitatii, in pierdere a
identitatii personale. Aceasta presupune compozitie scenici, arta
actorului de teatru insemnand mult mai mult decat prezentarea in
scena a propriei personalitati.

Universalitatea ce caracterizeaza opera shakespeariana face ca
textele autorului din Stratford-upon-Avon sa fie extraordinar de
permisive oricarei viziuni artistice si oriciarui punct de vedere
regizoral. Acest lucru il demonstreaza Jan Kott pe parcursul intregii
sale lucrari intitulate Shakespeare contemporanul nostru. Orice
mesaj poate fi transmis cu ajutorul unei piese scrise de Shakespeare,
sau chiar prin intermediul unui singur personaj. Textele
shakespeariene pot fi oricind prelucrate scenic, spectacolul
adresandu-se contemporaneitatii. Bineinteles, la fel ca in cazul
oricarei creatii dramatice, ideea regizorala ce foloseste ca pretext o
piesa scrisd de William Shakespeare trebuie sa fie una coerenta.
Personajele sale reprezinta, pe langa bogata oferta scenica, si o imensa
provocare. Tocmai complexitatea psihologica si universalitatea
acestor personaje duc la un mare grad de dificultate a compunerii
scenice. Stilul de exprimare este, cel putin la unele personaje, extrem
de pretentios, uneori parand teribil de alambicat si de pretios, nu de
putine ori actorul fiind obligat sa vorbeasca si sa se manifeste cat mai
firesc pe un text scris cat se poate de nefiresc. Putem folosi, drept
exemplu in acest sens, o replica rostita de Egeu din Visul unei nopti de
vara: ,Cu sufletul mihnit,/ De Hermia venit-am sa ma pling./
Demetrius, apropie-te !/ Doamne, Pe-acesta l-am ales sa-i fie sot./
Lysander, te apropie!/ Acesta, Stapine bun, mi-a fermecat copila./
Caci tu. Lysander, stihuri dulci i-ai scris/ Si i-ai trimis zaloage de
iubire,/ Si la fereastra ei, in nopti cu lund, l-ai inginat, cu glasu-ti
mincinos,/ Cintari ale iubirii mincinoase./ Si cu inelele din parul tau,
Cu giuvaeruri, flori si cu zorzoane, Tot soiul de nimicuri si
cofeturi(...)”> Am ales intamplator acest fragment de replica, dar el
demonstreaza dificultatea in care este pus actorul atunci cand trebuie
sa rosteasca. Replica este scrisa in versuri, ceea ce poate conduce la
recitare necontrolata, la declamare ilogica, stiut fiind faptul ca versul
risca sa ,fure”, sa blocheze logica. Cu toate aceste inversari poetice ale
topicii (care nu sunt, sub nici o forma, in contradictie cu logicul),
actorul trebuie sa-si desluseasca propriul firesc, dar este impins si la

> William Shakespeare, Visul unei nopti de vara, 1, 1, trad. Dan Grigorescu, Opere
Complete, vol. 3, Editura Univers, Bucuresti, 1984, p. 242
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un efort de nuantare, altul decat cel apropiat de cotidian, ca in cazul
unui autor contemporan. Deci apar in mod automat dificultati in
intreaga constructie si in intreaga interpretare scenica. Si mai dificila
devine interpretarea unui personaj care are treceri de la text in vers la
text In proza, cum ar fi, de exemplu, cazul lui Hamlet. Iarasi exista
riscul compromiterii intregului personaj, risc ce se datoreaza tentatiei
de a-i schimba personajului mereu structura internd, in functie de
prezenta sau lipsa de prezenta a liricului.

Cu toate acestea, odata cu descifrarea mesajului logic dintr-un
fragment shakespearian (scend, monolog) devine surprinzator cat de
ofertanta se arata partitura, inducand senzatia ca textul shakespearian
parca ar exclude varianta esecului, sustinand actorul in momentele
dificile ale interpretarii, neldsdndu-l sa coboare sub o anumita
stacheta valorica a artei actoricesti. Acest fapt poate fi exploatat in
cazul unor exercitii de improvizatie cu text prestabilit ce au in vedere,
de fapt, descoperirea unor simturi ce stau la baza creatiei actoricesti si
dexteritatea de a compune scenic personajul.

Mai exista un aspect demn de luat in seama: odata stapanita
exprimarea verbald, ea va facilita incontestabil exprimarea corporala.
De fapt, putem considera ca cele doua tipuri de exprimare se
influenteaza reciproc, dar, in studiul tehnicii de compunere a
personajului va fi nevoie de foarte multe ori sa consideram verbalul ca
fiind un punct de plecare in manifestarile exterioare ale gandului.

Stim ca in piesele shakespeariene intalnim atat text in versuri
cat si in proza, in functie de personaje si de calitatea, ponderea si
importanta pe care o au in piese. ,,In lumea shakespeariani vorbesc in
proza doar personajele grotesti si episodice; acelea care nu traiesc
drama”®, ne spune Jan Kott. Personajele care vorbesc in versuri, care
traiesc drama sunt fundamental diferite, cum este si firesc. La fel si
cele ce vorbesc in proza. Putem sa ne imaginam ca exprimarea verbald
in versuri creeaza in scena un anumit tip de miscare. Sa luam, ca
exemplu, un fragment dintr-o replica a Helenei din Visul unei nopti
de vara: “Sunt unii fericiti cum altii nu-s.../ Ea nu e-n frumusete mai
presus!/ Doar singur el, Demetrius, nu vrea/ Sa desluseasca
frumusetea mea./ A Hermiei privire l-a orbit,/ Asa cum el privirea mi-
a robit./ Tubirea schimba-n limpezi frumuseti/ Tot ce-i marunt si fara
nici un pret./ Ea vede nu cu ochii, ci cu dorul;/ De-aceea Cupidon
luandu-si zborul,/ Precum un orb, asa-i infatisat... Copil nechibzuit,
intraripat./ Aripa-i semn ca graba 1i da ghes,/ De-aceea se inseald-atat
de des.”” Sigur ca un regizor 1i poate cere orice unei actrite pe un
asemenea text, referindu-ne la miscare. Dar putem sa ne ducem cu

6 Jan Kott, op. cit., p. 322

29



COLOCVII TEATRALE

gandul la un anumit gen de miscare, unduioasa, eleganti; extinzand
ideea, am putea sd vedem miscarea chiar coregrafic. N-ar fi neaparat
imposibil, dacid ne aducem aminte chiar de definitia data de Eugenio
Barba antropologiei teatrale: ,Antropologia teatrala este studiul
comportamentului scenic pre-expresiv care sta la baza diferitelor
genuri, stiluri, roluri si traditii personale sau colective. De aceea, prin
cuvantul « actor » va trebui sa se inteleagd « actor si dansator »,
femeie sau barbat. Iar prin «teatru», va trebui sa se inteleaga « teatru
si dans »”8

Bineinteles, nu facem o regulda ca toate personajele
shakespeariene ce vorbesc in versuri sa se miste coregrafic in scena, sa
danseze, tocmai pentru ca ele difera fundamental. Nici chiar Helena
nu este obligatoriu si se miste in scena doar intr-un singur fel.
Incercam, prin exemplul dat, si demonstrim faptul ci un text
shakespearian in versuri permite (iar uneori poate chiar si impune)
un anumit tip de miscare (cum ar fi Richard Gloucester, de exemplu).
Mult mai greu de crezut ar fi ca un actor ar putea aborda un tip de
miscare ce s-ar preta mai degraba la versuri decat la proza in cazul
unui fragment rostit in aceeasi piesd de catre Gutuie: ,Barba
frantuzeasca? Unele tidve de frantuji sunt spane ca-n palma. Vrei sa
joci fara barba? Acum, iubiti mesteri, am terminat. Astea sunt rolurile
voastre. Va rog, va implor, va poruncesc sa le invatati ca pe apa pana
maine seara. O sa ne intdlnim in padurea de langa palat, la o leghe de
oras, cand o sa rasara luna. O sa facem o repetitie. Daca repetam in
oras, ne pomenim cu o gramada de gura-casca pe capul nostru si toata
lumea o sa ne afle planul. Intre timp, va fac eu o lista cu lucrurile de
care mai are trebuintd piesa noastra. Va rog sa veniti la timpul
hotarat.”

Desigur, atat in cazul personajelor care vorbesc in versuri, cat
si in cazul celor care vorbesc in proza, regizorul care monteaza un
spectacol cu o piesd de William Shakespeare trebuie sa-si spuna
cuvantul, avand dreptul la propria viziune, deci punand sau nu accent
pe miscarea scenicd, tinand cont sau nu de diferenta dintre
personajele ce se exprima in versuri si cele ce o fac in proza. Dar va fi
nevoie, in exercitiile de compunere scenicd a personajului, sa avem
acest aspect in vedere, fiind un element ce poate fi exploatat in
insusirea tehnicii de interpretare de cétre tinerii actori.

" William Shakespeare, Visul unei nopti de vara , 1, 1, trad. Dan Grigorescu, Opere
Complete, vol. 3, Editura Univers, Bucuresti, 1984, p. 247

¥ Eugenio Barba, O canoe de hdrtie, Tratat de antropologie teatrali, trad. Liliana
Alexandrescu, Editura Unitext, Bucuresti, 2003, p. 30

? William Shakespeare, op. cit., 1, 2, p. 250
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In cautarea actorului ideal

Anca Doina CIOBOTARU °*

Rezumat: Prin tot ceea ce face, prin forta ei de expresie —
marioneta isi revendica statutul de actor. Argumentele ne sunt oferite
de legile ce guverneaza arta dramatica; scena ei nu este un spatiu al
raspunsurilor, ci unul unde se ivesc intrebari — intrebari despre viata.
Peter Brook, spre exemplu, impartasindu-ne secretele sale despre
actorie si teatru, ne ajuta sa fim mai atenti la jocul marionetei actor si
la rigorile sale; astfel, i1 descoperim pe cel ce imprumuta energii
marionetei — actorul marionetist. Marioneta actor poate deveni
actorul ideal doar daca, in spatele ei, marionetistul face un exercitiu
de maxima generozitate — retragerea in umbra. El stie ca
antrenamentul de dezvoltare a tehnicii de animare trebuie dublat de
cel al propriului corp si al capacitatii creatoare; doar asa energiile vor
avea dimensiunea necesara parcurgerii drumului pana la spectator.
Apropierea de marioneta capata, din aceasta perspectivd, nuante
ritualice; cei doi — marioneta si marionetistul — isi vor imprumuta
unul altuia cate ceva din identitatea lor; in afara acestui transfer
energiile spectacolui se pierd, se topesc sau, pur si simplu, nu se nasc.

Cuvinte cheie: estetica teatrala, teatru de animatie, actorie

Secolul al XIX — lea s-a ndscut sub semnul dezbaterilor si al
reevaluarilor, fapt favorizat si de extinderea analizelor/polemicilor
(inclusiv pe teme culturale) in presa. Astfel, poeticile teatrale aveau
sansa de a fi cunoscute mai repede, accesibile unui numar mai mare
de persoane. Istoria presei scrise consemneaza aparitia, in mai 1605,
la Anver, a publicatiei ,,Nieuwe Tydinghen” (,,Stirile recente”);
locuitorii marilor orase europene devenisera, inca din secolul al XVII—
lea, beneficiarii informatiilor de larg interes sau dintr-un anumit
domeniu; amintim, in acest sens, aparitia, in anul 1655, a ,,Jurnal des
savants” destinat publicatiilor culturale. Metafora si dezbaterile
aprinse — inclusiv pe teme artistice - isi vor face, pas cu pas, loc in
paginile periodicelor, pana cand spriritele se vor incinge; spre
exemplu, ,Jurnalul dezbaterilor” facea cunoscuta londonezilor o
pozitie teoretica transanta: ,,Spiritul ziarului e de a declansa un razboi

* Ciobotaru Anca Doina — conf. univ. dr., in cadrul Departamentului Teatru, al Universitatii
de Arte ,,George Enescu” lasi, autoare a numeroase articole si studii de specialitate, actor
papusar.
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deschis: Revolutiei, stiitelor matematice si fizice ce au corupt morala,
secatuind sufletele si ducand la ateism ...”2° Studiile care sa abordeze
aceastd tema — ce merita din plin atentia - sunt putine, dar,
sintetizand informatiile, putem intui rolul jucat de presa timpului in
diseminarea ideilor ce vizau principiile estetice ale artei teatrale.

Existd exemple ce ne ofera argumente, in acest sens. Astfel, in
decembrie, 1810 — in ziarul ,,Berliner Abendblatter” din Berlin,
Heinrich von Kleist publica eseul Despre Teatrul de Marionete,
manifest estetic ce subliniaza statutul de actor al marionetei,
anticipand, totodatda, prin tehnica comparatiei, probleme ale
psihologiei actorului, ale raportului dintre interpret si regizor. Prin
intermediul unui limbaj eseistic, imbinand tehnicile povestirii cu cele
ale analizei tehnice, ,,... el formuleaza o teza paradoxala despre
cunoastere si despre gratie...”.’* Bernard Dort este unul dintre cei ce s-
au aplecat asupra acestei scrieri si, influentat de opiniile kleistiene
despre superioritatea marionetelor asupra dansatorilor/actorilor —
persoane, ,,vii”, invita cititorii sa accepte teatrul de marionete ca fiind
unul ,,... care tine de domeniul visului si al imposibilului; acest teatru
este inocent, dar oamenii nu sunt ...”12, Lumea marionetelor ne apare
ca o sansa a omului de recastigare a starii de ,,candoare primordiala”,
dar, in acealsi timp, ea ne este prezentata ca fiind guvernata de legi
precise, matematice. ,,Papusile, asemenea geniilor vazduhului, simt
nevoia unui fundament, sa-l1 atinga din zbor numai, si, invingand
inertia de moment, sa dea astfel elan nou membrelor; noi insa ai
simtim nevoia pentru a avea un loc de repaos ca astfel sa ne putem
reface dupa toata oboseala dansului: moment care, nemaiavand de-a
face, in mod vadit, cu dansul, si nemaifolosind la nimic, este sortit sa
dispara.”s

Aceasta idee a sintetizarii relatiei dintre metafora si rigoare ne
deschide calea analizei asupra dublei ipostaze a marionetei actor.
Ideea de grija, pana la granita atingerii imaterialitatii, acordata
executiei miscarilor poate fi identificata si in modul de intelegere a
artei spectacolului propriu lui Robert Wilson, care marturisea, intr-un
interviu acordat lui George Banu: ,,A merge pe o scena nu e totuna cu
a merge pe strada. Spatiul scenei e contrariul oricarui alt spatiu.
Japonezii cred ca zeii salasluiesc sub pamant, de aceea contactului

10 Apud Tonitza - lordache, Michaela, Banu, George — Arta Teatrului, Editura Nemira,
Bucuresti, 2004, pag. 71
""" Apud Marinescu, Dragos — Revista ,,Semnal teatral”, Nr. 5-6/1996, Bucuresti, pag. 74
12 00
ibidem
" Idem — pag. 78
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piciorului cu pamantul e esential.”’4 Marioneta, in calitatea sa de
actor, devine punct de reper al luptei cu gravitatia; ea are posibilitatea
sa invinga limitele impuse materialitatii de legile fizice; le subjuga si
le transforma in metafore. Astfel, devine actorul total ce poate dansa,
canta, interpreta un text, face acrobatii.

In epoci, insi, Eseul despre marionete a deschis un drum,
accentuat de romantismul german, ce a preluat teme ale teatrului
popular, Faust si Don Juan devenind cele mai cunoscute povesti ce
au prins viata si prin intermediul marionetelor. Tulburatoare aspecte
ale vietii sunt daruite publicului prin intermediul marionetelor:
posibilul pret al cunoasterii absolute, fetele iubirii, libertatea de a iubi,
lupta dintre sentimente si legi morale — toate vor fi sintetizate de
actorii ce respira prin intermediul firelor.

Despre capacitatea marionetelor de a aduce in atentia
publicului probleme fundamentale, despre puterea lor de a contine
simboluri ne tine un discurs metaforic, peste timp, si Alfred Jarry (8
septembrie 1873 — 1 noiembrie 1907). ,,Eseurile lui Jarry despre
teatru pun in lumina un efort sistematic si lucid de innoire a artei
dramatice in totalitatea ei, ca spectacol. Observatiile scriitorului
pornesc, este adevarat, de la finalitatea operei de teatru, dar ajung
pina la arta actorului, inflexiunile vocii, decoruri etc. (...) Militand
astfel pentru o opera apta sa sugereze eternul uman, Jarry cere sa nu
se accentueze prea mult in spectacol culoarea locala.”s

In Conferinti despre marionete, rostiti la Bruxelles, la
cercul La libre Esthétique, din Bruxelles, la 21 martie 1902, Jarry a
analizat problema repertoriului teatrului de marionete, dar si a
modalitatilor sale de expresie scenica. ,,Ne-am plictisit — nu stim
pentru ce — totdeauna la ceea ce se numeste Teatru. Oare pentru ca
eram constienti ca actorul, oricat de genial ar fi fost el, trada - si cu
atat mai mult cu cat e genial, sau personal — trada mai mult gandirea
poetului? Numai marionetele, carora le esti stapan, suveran si Creator
— caci ni se pare indispensabil sa le fi construit singur — numai ele
traduc, pasiv si rudimentar, ceea ce este schema exactitatii, gindurile
noastre. Le pescuiesti cu undita — folosind sirma im (text neclar) de
care se slujesc florarii — gesturile care n-au limitarile vulgarei
umanitati. Te afli in fata — sau, mai bine zis, deasupra — acestei
claviaturi, ca si cum te-ai afla deasupra celei a unei masini de scris...,
si actiunile pe care le imprimi marionetelor n-au nici ele limite.”6

' Banu, George, Tonitza-Iordache, Michaela — op. cit., pag. 477

15 Munteanu, Romul — in volumul Alfred Jarry — Ubu — Editura Paralela 45, Pitesti, 2008,
pag. 23

' Jarry, Alfred — Ubu — Editura Paralela 45, Pitesti, 2008, pag. 401 - 402
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Asemeni lui Kleist, Jarry compara posibilitatile de expresie scenica
oferite de arta scenica clasica si de cea a marionetelor, unindu-le sub
semnul teatralitatii si diferentiidu-le prin capacitatea lor de a
transmite un mesaj metaforic; discursul sau este argumentat prin
propria experienta scenica: ,,MARIONETELE sunt UN POPOR
MICUT cu totul aparte, pe care am avut ocazia sa-1 vizitez in
numeroase calatorii. Au fost niste expeditii deloc periculoase, care nu
cereau casca de explorator, nici o excorta militara puternica. Micutele
fiinte de lemn locuiau la Paris, la amicul meu Claude Terrasse, bine-
cunoscutul compozitor, si parea ca muzica lui le face mare placere.
Terrasse si cu mine am fost, timp de un an sau doi, Gulliverii acestor
liliputani. Ii conduceam, cum se cuvine, cu ajutorul atelor, si Franc —
Nohain, insarcinat sa nascoceasca deviza pentru teatrul de Marionete,
n-a avut de ce si caute una mai buni decat cea mai fireasci: Inainte
ca pe ata!”v

Preocuparea sa pentru expresivitatea marionetelor a fost
constanta si in concordanta cu cea legata de rolul fiecarui elemet de
limbaj teatral in conturarea discursului scenic. Alfred Jarry ne
propune sa reflectim asupra relatiei dintre masca portretului si
tipologiile caracteriale: ,,Nu dam exemple, pentru ca expresiile
variaza potrivit esentei prime a mastii si pentru ca toti cei care-au
stiut sa vada un Guignol au putut sa le discearna.

Fiind expresii simple sunt universale. Eroarea grava a
pantomimei actuale este aceea de-a ajunge la limbajul mimat
conventional, obositor si incomprehensibil. Exemplu de conventie de-
acest tip: o elipsa verticala in jurul fetei cu mana si un sarut pe-
aceastd mana ca sa exprime frumusetea sugereaza amorul. Exemplu
de gest universal: marioneta isi manifesta stupoarea printr-un recul
violent si lovindu-se cu scafarlia de culise™8
Jocul actorilor era comparat cu jocul marionetelor; chiar daca intre
scrierea lui Kleist si cea a lui Jarry se strecurase, aproape, un secol,
tentatia comparatiei era tot mai accentuata. Preluand ideea, Gordon
Craig va propune o noua reevaluare, surprinzatoare pentru
contemporani, de referinta pentru noi.

Sensurile artei teatrului de marionete modern isi afla radacinile
in aceste directii analizate anterior si care au deschis calea
experimentelor scenice. ,,Jarry nu a fost singur in a sa incercare de
redescoperire a teatrului de papusi. Maurice Maeterlinck, Arthur
Schnitzler, William Butler Yeats, Hugo von Hofmannstahl, Paul

" Idem - pag. 395
'8 Jarry, Alfred — op. cit., pag. 129
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Claudel si alti dramaturgi simbolisti au vazut, deasemenea, un anume
fel de adevar artistic in fizicalitatea marionetelor si mastilor —
[ ... ] posibil prin fotografie si film.”9

Edward Gordon Craig este considerat exponentul reprezentativ
al teatrului modern de papusi ce a legitimat, prin creatia sa, statutul
egal al celor doua forme de expresie scenica: teatrul de animatie si
teatru clasic, proiectdnd, totodata, intr-o arie ritualica, teatrul de
masti si de papusi al ,,viitorului”. Reverberatii ale viziunii sale pot fi
identificate In miscarile avant-gardiste ce au strabatut secolul XX —
futurismul, expresionismul, dada—ismul, constructivismul, Scoala de
la Bauhaus. In 1912, el atrage atentia asupra capacititii marionetei de
a intrupa un personaj, dar si de a transmite un mesaj poetic. ,,Exista,
acolo, doar un singur actor - ba, un singur om, care avea sufletul
poetului dramatic si care, vreodata, a servit ca interpret loial si poet
adevarat. Acesta este ... marioneta. Asa ca, lasati-ma sa v-il prezint.
L-ati intalnit in catedrala pustie din Italia sau chiar in Anglia. Acolo il
veti fi vazut atarnat pe cruce si multi crestini il iubesc; el interpreteaza
drama poetilor — om sau Zeu. Sau ati surprins o bucdtica din el in
templul din Extremul Orient, adoptand o drama mai senina - asezat
inaintea tamaii — cu mainile indoite - foarte calm. Sau, purtand in
brate un prunc, interpreteaza putin batiile inimii sau un vis de mare
dragoste! Aceste incercari ale sale de a ajunge la tine nu au reusit in
intregime; dar, de fapt, pentru toate acestea, 1-ati pastrat, inconstient,
pana acum, sa asteapte in sala slujitorilor.

Domnilor — marioneta!

In ticere, asteapta, incd, sd o actioneze stapanul semnalelor si,
apoi, ca un fulger, si intr-un singur gest inimitabil, ea regleaza justitia
de injustitie, ilegalitatea de drept, farsa tragica de religie, bucati de
filosofii si ignoranta de politica.”20

Acest text, insuficient cunoscut si utilizat, contine principalele
dimensiuni estetice ale marionetei actor rezultate din capacitatea de
a reprezenta personaje, transmite emotii si transpune idei/texte
poetuce de facturi diferite. In acelasi timp, printre randuri, putem
intui germenii viitoarei teorii a Actorului si supramarionetei ,
conform careia teatrul inseamna gest, actiune, miscare iar
interpretarea personajului implica detasarea fata de acesta; ,,arta cea
mai desavarsita este aceea care ascunde mestesugul si-1 uita pe
mestesugar”.

' Bell, John — String, hands, shadow — a modern puppet history, trad. N., The Detroit
Institute of Arts, 2000, pag. 54
2% I1dem — pag. 58
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Din perspectiva poeticilor teatrale enuntate, putem intelege
mai bine anume definitii ale marionetelor oferite de Dictionary of

Puppetry :

— ,,Helen Biniyan: actor fabricat, obiect inanimat la care omul
trebuie sa gaseascd mijloacele de a-i darui o aparenta de viata;

— Gordon Craig: abecedarul actorilor;

— Webster”s New School and Office Dictionary: o mica papusa
sau imagine, in special una animata prin fire in drama burlesca; una
care este sub controlul altora.”2!

Nici Rusia nu a fost in afara acestor framantari; Iulia Leonidovna
Slonimskaia, critic de arta, istoric al baletului si al muzicii, alaturi de
sotul sau, regizorul Sazonov, a fost - si ea - infulentata de inovatiile lui
Gordon Craig si Vs. Meyerhold, de teoria supramarionetei si a
substantei pure a teatrului. 1. L. Slonimskaia scria in revista
simbolista ,,Apollon”, in 1916 un articol intitulat ,,Despre marioneta™
... marioneta da forma teatrala fara intruchipare in carne si oase; (...)
da o noua intruchipare fortei nemuritoare a teatrului; (...) a servi
marioneta, a gasi in teatrul ei noi expresii ale esentei eterne a
teatrului, a ajuta la intruchiparea in creatia ei a unei forte dinamice, a
percepe bogatia infinitd a miscarilor ei, frumusetea perfectiunii
armonice a stilului si a formei, a intui simplitatea fermecata a
marionetei, farmecul si atractia ei enigmatici — este o bucurie
inepuizabila pentru cei care cunosc forta libera a creatiei teatrale”.22
Chiar daca a trecut un secol de la momentul enuntarii acestor idei,
existd, inca, voci ce ignora relatia dintre diversele forme de expresie
scenicd si plaseazd teatrul de papusi intr-un con de umbri, sub
semnul artelor minore.

Aceste exemple de structurare clara a unor principii estetice
constituie o baza argumentativa a teoriilor dezvoltate pe parcursul
secolului XX, cu privire la statutul de actor al marionetei, al tuturor
celorlalte tipuri de papusi. Esentiala ramane capacitatea de
comunicare, subordonata principiilor fundamenate ale esteticii
teatrului de animatie: stilizare, esentializare, supradimensionare
(accentuare).

Jocul marionetei actor raspunde acelorasi cinci, magice, ,,W
questions”: Cine? (Who?) — Unde? (Where?) — Cand? (When?) —
Ce?(What?) — De ce? (Why?); motivarea, implicarea si reactia

I apud A.R. Philpott, Ditionary of Puppetry, trad. n., Editura Plays, INC., Boston, 1969,
pag. 209
**I. L. Slonimskaia - Despre marioneta, Rev.“Apollon”, 1916, Nr. 3, pp. 41-42.
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marcheaza si existenta scenici a marionetei actor. Chiar daca
antropomorfizarea sau elementele fantastice, frecvente in acest
univers, implicd forme specifice de abordare scenica, legile
fundamentale ale artei actorului au, si aici, caracter de norma.

Prin tot ceea ce face, prin forta ei de expresie — marioneta isi
revendica statutul de actor. Argumentele ne sunt oferite de legile ce
guverneaza arta dramatica; scena ei nu este un spatiu al
raspunsurilor, ci unul unde se ivesc intrebari — intrebari despre viata.
Peter Brook, impartasindu-ne secretele sale despre actorie si teatru,
ne ajuta sa fim mai atenti la jocul marionetei actor si la rigorile sale:
,Viata in teatru este mult mai interesanta si mai intensa pentru ca e
mai concentrata. Actul de a reduce spatiul si a comprima timpul
conduce la aceasta esentializare. (...) Actorul si regizorul trebuie sa
urmeze acelasi proces ca autorul, adica sa fie constienti ca fiecare
vorba, chiar daca pare inocentd, de fapt, nu e de loc asa. De fapt,
contine in ea si in tacerea care o precede si 0 urmeaza o intreaga retea
complicata de energii intre personaje.”23 Astfel, il descoperim pe cel ce
imprumuta energii marionetei — actorul marionetist. Marioneta actor
poate deveni actorul ideal doar daca, in spatele ei, marionetistul face
un exercitiu de maxima generozitate — retragerea in umbra. El stie ca
antrenamentul de dezvoltare a tehnicii de animare trebuie dublat de
cel al propriului corp si al capacitatii creatoare; doar asa energiile vor
avea dimensiunea necesara parcurgerii drumului pana la spectator.
Apropierea de marioneta capata, din aceasta perspectivd, nuante
ritualice; cei doi — marioneta si marionetistul — isi vor imprumuta
unul altuia cate ceva din identitatea lor; in afara acestui transfer
energiile spectacolui se pierd, se topesc sau, pur si simplu, nu se nasc.
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Mai este Ibsen contemporanul nostru?

Ioana PETCU°

Motto: ,,Un adevir care s-a invechit atat de mult, domnilor,
e sortit sd ajunga minciuna.”
(Henrik Ibsen, Un dusman al poporului)

Rezumat: Articolul nostru s-a nascut dintr-o observatie care
s-a transformat in adevarata framantare, aceea ca teatrul lui Ibsen, in
Romania si, mai ales, pentru noile generatii, a ajuns intr-un con de
umbra. Bucuridndu-se de o interpretare propagandistica inainte de
’90, textele i-au fost traduse, publicate, comentate, televiziunea le-a
adaptat pentru micul ecran, iar scena le-a promovat la randul ei.
Astazi, fenomenul pare invers. Pe de o parte, din pricina lipsei de
atentie a editurilor care nu au republicat textele si nici n-au mai lansat
noi traduceri, dar si din pricina unei ariditati ce caracterizeaza opera
dramatica ibseniand, ariditate peste care regizorii trec mai greu,
actuala noastra scena, cu foarte putine exceptii, nu reuseste sa reinvie
numele celui mai cunoscut autor dramatic norvegian. Am considerat
ca e absolut necesar a vedea daca Ibsen este atat de desuet pe cat pare
ca il trateaza, in acest moment, teatrul nostru si daca nu ramanem, la
acest capitol, mai saraci in fata fenomenului european care nu a
abandonat si, in plus, a gasit energia latenta din textele ibseniene spre
a specula si ridica punti prin vremi si areale geografice.

Cuvinte cheie: clasic vs. modern, teatru politic, feminism,
polemica

Dilema e perpetua: cat de modern este un text clasic? Cat de
nutritive mai sunt astazi textele literaturii vechi? Cum recunoastem
elementele ,,viului” in ceea ce e clasic? Ce procese demodeaza textele?
Cum se recreeaza gustul pentru trecut? Aflandu-se in pozitia de a
opera adesea cu trecutul si actualul, oamenii scenei au raspuns diferit
si-au expus crezul artistic dupa cum au simtit, dupa cum profesia s-a
asezat in ei, de-a lungul vremii. Unii s-au simtit atrasi de fondul
literaturii universale, asemanandu-se, poate, acelor pitici ce se ridica
pe umerii uriasilor din metafora lui Bernard din Chartres. Sunt ajutati
si vad mai departe. Peter Brook se apleaca asupra marelui Will,
Strehler revine adesea la Carlo Goldoni, Ingmar Bergman face un cult

* Asistent universitar doctor la Facultatea de Teatru de la Universitatea de Arte ,,George
Enescu” din lasi
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pentru Strindberg, iar Olivier Py se intoarce mereu la tragedia antica.
Exemplele ar putea continua, in aceasta directie, insa balanta nu ar fi
echilibratd dacd nu am aminti si pe cei care se orienteaza spre
scriitura prezentului. Astfel se face ca, alti regizori prefera dramatugia
contemporana, fie numai si pentru anumite perioade din creatia lor.
Pierre Debauche monteaza in prima etapa a carierei sale — anii ’60 —
texte de Rafael Alberti, Hugo Claus, Evgheni Schwartz sau Dario Fo.
La noi, portofoliul lui Claudiu Goga e construit cu predilectie din Eric
Emmanuel Schmitt, Matei Visniec, Tankred Dorst sau DusSan
Kovacdevi¢, in vreme ce Radu Afrim ndscute o polemicd acerba inainte
de 2010 prin abordarea exclusivistd a unei dramaturgii noi2.
Interesant este cum, in general vorbind, regizorii, oricat de
experimentalisti ar fi, privesc totusi de multe ori si spre marile opere
clasice. Poate pentru a face un simplu exercitiu de imaginatie, poate
pentru ca se simt provocati, poate pentru ca exista o legatura ascunsa
intre trecutul indepartat si actualitate. Fie ca isi continua cercetarile
in cadrul unei literaturi cu mare rezistenta in timp, fie ca pornesc spre
alte directii, artistii necanonici nu se pot distanta in totalitate de
valorile trecutului. Daca ar fi sa cautam doar cateva puncte de sprijin,
lista ar prinde consistenta. Trupa Off-off Broadway Living Theatre,
una dintre cele mai celebre grupari underground din perioada
saizecist-saptezecista in Statele Unite ale Americii, care practica in
principal improvizatia pe scenarii minimaliste, a lucrat si pe In seara
asta se improvizeaza de Luigi Pirandello (prima versiune in 1955, a
doua versiune in 1959). In plus, membrii Living Theatre au ficut si o
adaptare a textului brechtian Antigona (1967). Daca ne intoarcem pe
batranul continent, putem sesiza cum 1in actuala avangarda
europeand, Romeo Castellucci, unul dintre cei mai cunoscuti artisti
care revolutioneaza teatrul douamiist, a montat pentru Festivalul de
la Avignon Iulius Cezar de William Shakespeare in 1998, iar un an
mai tarziu prezenta publicului Calatorie la capdtul noptii dupa
romanul lui Louis-Ferdinand Céline. Daca inceputul carierei e
consemnat de improvizatii pe o serie de scenarii colective, plonjarea
in clasic a facut-o Castellucci prin Hamlet si Orestia, ambele
spectacole aparand in 1992. Mai devreme in timp, nume precum

2% Tntr-un interviu acordat lui Traian Danciu in ziarul ,Evenimentul zilei”, Radu Afrim
afirma in apararea optiunii sale: ,,In primul rind, sunt consecvent si fidel ideilor si temelor
din textele exclusiv contemporane care ma intereseaza si pe care mi le propun. Am refuzat
sa lucrez la Bucuresti Tn momentul in care mi s-a cerut sd nu montez un contemporan, ci un
clasic. In unele orase sunt deja pentru a treia sau a patra oara, iar asta se intampla deoarece
directorii si-au dat seama ca spectacolele mele au un public real, nu unul fictiv, un public
care cere aceste spectacole”. (1 mai 2009)
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Grotowski, Kantor, Peter Schumann, Robert Wilson — fiecare pentru o
anumita perioada — au reinventat cai ori metode de comunicare
teatrala, au deschis curente teatrale, s-au luptat cu clasicul, au cautat
o noua dramaturgie, au creat scenarii proprii, dar, nu de putine ori, au
revizitat marile texte ale culturii universale.

In acest context al nevoii de innoire, al ciutarilor, al disputelor
mai mult sau mai putin vizibile si al reconsiderarilor, ne intrebam,
incurajati de observatiile pe care suntem indreptatiti sa le facem, ce
loc ocupa astazi pe scena lumii si pe scena romaneasca un scriitor atat
de special ca Henrik Ibsen. Sesizam, la noi in tara, o distantare pe care
artistii, dar si, poate mai mult, directorii artistici o manifesta in
privinta celui care reusea cu doua secole in urma sa revolte traditia
unei societati, sa aduca in discutie cu franchete locurile comune ale
unor mentalitati extrem de inradacinate in mentalul comun. Cand, in
a doua jumatate a decadei anilor ’60, opera 1i era tradusa si intens
comentatd in Romania comunista, mai ales din perspectiva ce interesa
sistemul politic, Ibsen a interesat publicul nostru in mod vadit. Opera
i-a fost popularizata in medii diferite. Majoritatea pieselor au fost
transformate in teatru tv, constituind si azi un capitol important din
istoria montarilor pe micul ecran. Femeia marii (regia Olimpia
Arghir), Rata salbatica (regia Petre Sava Baleanu, 1965), Micul Eyolf
(regia Petre Sava Baleanu, 1972), Stalpii societdatii (regia Cornel Popa,
1980) sunt cateva realizari ale cineastilor romani. O prezentare a
impactului pe scena romaneasca din perioada comunista o face
cercetarea lui Lucian Sinigalia unde, amanuntit, autorul studiului
remarca in final ca dramaturgia aceasta a nascut reactii cotradictorii,
suferind din pricina unui ton didacticist desuet, de o diluare a ideii,
dar nascand si incerciri de mizansceni iesite din zona habituali2s. In
orice caz, se poate afirma ca numeroase sunt montarile pretutindeni
in Romania inainte de ’90, unele dintre ele ramanand memorabile,
altele rezumandu-se doar la simplul fapt de a fi amintite.

Figura marcanta a realismului psihologic, Ibsen a avut un
parcurs inconstant in teatrul vremii sale. Tributar romantismului in
anii tineretii cand, inspirat de Salustiu si faicandu-si astfel intrarea in
literatura vremii sale, scrie un poem dramatic inchinat eroului latin
Catilina, text caruia 1i urmeaza nu mai putin glorificatoarele
Pretendentii la coroana si Brand. Lovindu-se in timp de injustetea
compatriotilor, parasind Norvegia pentru Italia si revenind mai tarziu
in Cristiania (vechiul nume al orasului Oslo), scriitorul nu a incetat
niciodata sa pund sub semnul intrebarii valorile societatii in care se

2 Lucian Sinigaglia, Ibsen in Romdnia (III) in ,,Studii si cercetari 1n istoria artei, teatru,
muzicd, cinematografie”, volumul 4 (48), 2010
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ndscuse si nu oboseste in a ridica probleme — uneori suparator de
repetitive — in aria credintelor omului. Subiectele prezentate in opera
sa au fost usor de interpretat de critica dogmatica comunista; astazi,
insd, problemele ar trebui reasezate. Dacd, in trecut, se citea printre
randuri o lupta a proletariatului indreptata catre burghezia decrepita,
iar emanciparea femeii era vazuta ca o expresie certa a
egalitarismului, prezentul ar trebui si pund intr-o lumind mai
echilibratd disputa de idei ce se naste in paginile textelor ibseniene.
Cu siguranta putem afirma ca marile teme ale acestei opere pot naste,
de-a lungul vremii, paralele, similitudini cu obsesiile recente ale
societatii si pentru acest motiv dialogul, pe alocuri prolix, poate fi
reorientat. Percutant, textele intrd in chestiuni ce ating zone
importante ale lumii moderne: politica, religia, morala, mentalitati,
educatie. Sunt teme majore care vor interesa mereu, cu atat mai mult
cu cat, contrar aparentelor, autorul nu pare a suda un punct de vedere
definitiv in privinta acestor directii ce guverneaza civilizatia moderna.

Daca in Norvegia este firesc sa existe un Festival anual dedicat
lui Ibsen, regizori recunoscuti in lume au reusit nu doar sa dea la o
parte praful de pe o opera cu infatisari teziste, deficitara in ceea ce
priveste ritmul actiunii, dar au inaugurat directii de expresie teatrala
servindu-se de acest contradictoriu material care da impresia unei
impenetrabilitati si care se si lasda modelat in viziuni autentice. Ibsen
este, la nivel mondial, un clasic cu profunzimi ce pot fi exploatate.
Geografia culturala diferentiaza si, deopotriva, ofera punctele de
tangenta intre conceptiile artistice. Mergand in linia puternica a
brechtianismului, teatrul german si-a depistat radacini in textul
ibsenian — un text ce contine o doza mare de distantare, cu o decisiva
incarcatura sociala si politica. Iata cum, un regizor ca Thomas
Ostermeier pasind pe relieful aspru al acestei mosteniri de peste doua
secole isi gaseste resursele potrivite pentru a inchega o arta poetica
proprie. Pentru directorul artistic de la Teatrul Schaubiihne din
Berlin, temele recurente il ajuta sa construiasca un teatru al
oamenilor singuri, prizonieri intr-o lume high tech, victime ale unui
sistem care-i guverneaza de undeva din abstract. Un teatru al peretilor
de plastic si sticla, de nepatruns, insa, un teatru al crizei identitare
declansate de contururile aparentei. Logic, ritmat, violent, detasat,
sobru, sordid. In ordine cronologici, O casd de pdpusi este primul
spectacol montat in 2002, Constructorul Solness e prezentat la
Burgtheater din Viena in 2004 si adaptat pentru televiziune, Hedda
Gabler are premiera in 2005, John Gabriel Borkman e lucrat in
Franta la Teatrul National din Bretagne si la Teatrul Odéon (2008),
Un dusman al poporului este adus la Festivalul de la Avignon in 2012,
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an in care si Hedda Gabler beneficiaza de o distributie la Théatre des
Gémeaux, Sceaux, iar Strigoii e tot o coproductie franco-germana, in
2013 la Théatre Nanterre-Amandiers. Stilul Ostermeier contopeste
tonul ibsenian si creeaza prin cele sase spectacole un univers ce se
suprapune perfect pe imaginea societatii anilor 2000. Dupa
afirmatiile sale, preferinta pentru aceste texte vine dintr-un crez
conturat de-a lungul carierei. Ibsen se potriveste definitiei pe care
regizorul german o da teatrului: ca sa urci pe scena trebuie sa ai ceva
de spus, sa ai o nemultumire, o ,problema”2¢, pentru ca pe scena
trebuie sd se intample ceva, teatrul nascandu-se din conflict, asa cum
era odata in Oedipul sofoclean. Iar piesele lui Ibsen sunt piese de
conflict, chiar dacd acesta reverbereaza din trecut sau daca se naste
din tensiunea cu care sunt spuse cuvintele. Paradoxal, Ostermeier este
un conservator: iubeste textul originar si-1 pastreaza fara a face prea
multe interventii. Declara chiar, oricat de bizar ar parea, ca nutreste
onestitate fata de autor. Si asa se si intampla, pana la un anumit
punct, de unde se grefeaza foarte clar pecetea regizorului. Ceea ce se
vede dincolo de textul rostit e insa dus la extrem — cu argumente! —,
dat fiindca personajele depasesc limitele trasate anterior, dandu-si
frau liber instinctelor. Agresivitatea devine violenta si uneori crima27:
Nora isi omoara sotul, sunetul sec al usii trantite din finalul piesei
echivaleaza cu gestul hotarat al eroinei scenice care apartine unei lumi
~plastifiate”, iar fapta e dusa pana la capat; Hedda Gabler sufera de
isterie, distruge cu ciocanul obiectele unei realitati pe care nu o mai
intelege (un laptop); doctorul Stockmann este murdarit cu noroi din
cap pana in picioare in timpul discursului despre problema bailor
comunale, raspuns la care a recurs artistul pentru a inlocui huiduielile
din text.

In mainile si prin ochii regizorului, Ibsen se certifici drept
militantist, moralist, vocal. Pare ca suntem departe de figura celui
care isi parasise tara intr-un gest, mai degraba, tacut spre Italia si
Germania. Totusi aceasta revolta ,printre randuri” este destul de
vizibila. Interioarele construite in texte, atent descrise de autor la
fiecare inceput de act, infatiseaza spatii aseptice, in care ordinea
predomind si care traseaza trasdturile clasei burgheze.
Corespondentul pentru artistul german este lumea corporatista,
middle class-ul de astazi care traieste intre ecranele LCD, cu un
mobilier minimalist post-Bauhaus, obsedat de propria-i imagine, intr-

? Thomas Ostermeier in interviu cu Peter Craven, la emisiunea Talking Germany, aprilie
2012

?7 S-a afirmat despre spectacolele lui Thomas Ostermeier ci speculeaza socul, ¢ uzeazi de
sange si noroi.
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0 nevroza pe care si-o construieste, uneori chiar constient, pas cu pas.
Pe cat de frapant e textul ibsenian intr-un asemenea decor, pe atat de
bine se omogenizeaza intreaga viziune. Corespondentele il fac pe
autorul clasic sa respire intr-o lume careia nu-i apartine28, astfel ca
Lovborg isi pierde vremea in cluburile de noapte, doctorul Rank e
bisexual si bolnav de SIDA (interpretat de un actor mult mai tanar in
comparatie cu varsta precizata in lista de personaje), Osvald lucreaza
in imagine de televiziune. Pana la urma, socul se sustine pe Ibsen.
Ceea ce rezulta e un cadru vast al grotescului, un urat care
destabilizaza ceea ce, la inceput, parea sa fie asezat (pentru ca si
decorul sufera reale transformari, de la structura si armonie, la
devastare). La scriitorul norvegian aceasta se simte la nivelul
personajelor, la artistul german interiorul ataca exteriorul si haosul
cuprinde ametitor personaje si scena. Dezbaterea — in unele locuri
seaca — a ideilor se preschimba in ironie la Ostermeier, in vreme ce
drama devine tragi-comedie. Suflete inflacarate in text ajung sa
intruchipeze pe scena profiluri de egoisti si narcisisti — Hedda, Nora,
Stockmann, Lovborg, Torvald, Solness, Osvald, nimeni nu face
exceptie.

Ostermeier urmareste o apropiere sociologica in teatru, iar
opera ibseniana ii ofera posibilitatea de a prezenta oameni la exterior,
caci artistul nu cauta stanislavskian inlauntrul personajelor, ci, mai
mult, ceea ce determina ele in exterior, felul in care sistemul, viata asa
cum arata sunt cladite de cei care participa la actiune. Personajele
devin, la sfarsit, victimele a ceea ce au determinat ele insele —
constient sau inconstient. Uneori viziunea se extinde, depasind limita

® Ostermeier isi explicd de fiecare data modul in care il simte pe Ibsen contemporan: ,Il y a
deux ou trois grands classiques auxquels il faut sans cesse. A mon avis, parmi ces quelques
classiques, il y a Ibsen, dont les piéces font beaucoup penser a notre époque. On y trouve les
contraintes de la société bourgeoise, le souci de la perte du statut social, ces pressions
publiques et privées qui sont encore aujourd’hui au coeur de nos questionnements sur le
bonheur. J’oserais méme dire que, de nos jours, pour apaiser nos inquiétudes, celles
suscitées par la chute des utopies, nous avons tendance a revenir a cet esprit du XIXe siécle
ou les valeurs de la nation, de la religion, de la famille et de la carriére dominent. En fait, il
est presque scandaleux que les piéces d’Ibsen nous parlent encore a ce point”. (,,Exista doi
sau trei clasici la care trebuie sd ne intoarcem neincetat. Din punctual meu de vedere, printre
acestia se numard Ibsen, ale carui piese ma trimit adesea cu gandul la epoca noastrd. Vedem
social, presiunile publice si private care si azi fac miezul intrebarilor noastre despre fericire.
As Indrazni s spun c4, astdzi, pentru a ne adanci temerile, acelea suscitate de imposibilitatea
utopiilor, avem tendinta de a reveni la spiritul secolului al XIX-lea cand predominau valorile
nationale, religioase, familiale si profesionale. Intr-un fel, e aproape revoltitor ca piesele lui
Ibsen ne vorbesc atidt de mult despre noi ” [trad. n.]) (citat din Tous coupables, tous
corrompus, de Christian Saint-Pierre, in ,,Le devoir”, 18 mai, 2013)
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scenei. Se intampla asa in Un dusman al poporului, una dintre cele
mai politice piese ale scriitorului din Cristiania. Numarandu-se si
printre ultimele realizari ale sale, Un dusman al poporului e un fel de
replicd a lui Ibsen care se ipostaziaza, intr-o anumitd masurd, in
profilul protagonistului. Doctorul Stockmann a descoperit — daca e
adevarat sau nu nimeni nu atesta — ca baile termale din ordselul in
care traieste cu familia sa si unde profeseaza sunt infectate,
fenomenul avand amploare si creand posibilitatea unei epidemii.
Acest adevar e insa refuzat de autoritati si de cetateni, fiecare
aparand, in acest mod, un interes: financiar, politic, de imagine,
social. Ostermeier profita de scena din actul al IV-lea, cand
Stockmann vorbeste adundrii cetatenesti si, deschizand luminile in
sala, invita publicul sa dezbata pe textul lui Ibsen o gama mai vasta de
chestiuni care ne ameninta ca indivizi. Peretii salii servesc drept
suport pentru scheme ce doresc sa demonstreze — mai mult sau mai
putin conspirationist — cum sistemul in care suntem este produsul
istoriei noastre trecute si prezente, ne reprezinta si ne face vinovati de
felul in care arata. Ca intr-un happening, sala reactioneaza imediat la
dezbaterea deschisa de protagonist, fiecare spectator avand ceva de
spus, de acuzat, de divulgat. Dupa cum se relateaza intr-o cronica
facuta la reprezentatia din cadrul Festivalului de la Avignon,
participantii din salda au denuntat: ,les 8000 licenciements qui
pointent leur nez chez Peugeot, d’autres encore, le scandale du
Médiator et ses milliers de morts. Enfin, I'un d’eux plus revanchard,
rappelle qu'en Allemagne, Hitler avait été élu démocratiquement avec
99% des voix”29 (,cele opt mii de concedieri atat de evidente la
Peugeot, altii, scandalul de la Médiator si miile de morti. In sfarsit,
unii dintre ei, mai revoltati, amintesc ca in Germania, Hitler a fost
ales iIn mod democratic cu 99% de voturi” [trad. n.]). La final, doctorul
Stockmann e transformat in tap ispasitor, iar toata dezbaterea
intreprinsa cu luminile deschise in sala nu e decat un ritual al
victimizarii protagonistului. Sub ochii salii, pungi cu vopsea si noroi
sunt aruncate inspre cel ce vorbeste, suieraturi si huiduieli se aud din
stal, incheind pledoaria cu brutalitate si demonstrand cum cuvintele
ajung inutile. Interactiunea face ca mesajul sa zguduie constiinta, iar
sentimentele sa fie acute. Datoritd implicarii, publicul a resimtit
atitudinea vehementa a regizorului, a descoperit un Ibsen combativ si
a reactionat in mod manifest.

¥ Un Ennemi du peuple: la piéce qui enflamme le festival d’Avignon, pe site-ul

http://www.lesinrocks.com/2012/07/20/arts-scenes/scenes/un-ennemi-du-peuple-11280299/,
20/07/2012
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Devine, oare, in acest fel, Ibsen o unealta care serveste opiniile
veridice sau explozive ale unui regizor? Si daca da, e oare periculos
sau e un motiv in plus in potentarea unui material de o calitate
indubitabild? Si in Franta s-a conturat o traditie importanta in lectura
si promovarea pieselor lui Ibsen. Abordand un registru metaforic,
reputatul Alain Francon se indreapta spre scriitorul scandinav
montand prima data Hedda Gabler (1987, 1990), apoi continuand cu
Rata salbatica (1993), Micul Eyolf (2003) si Constructorul Solness
(2012). Marea provocare pentru Francon este a nu ciadea in capcana
dramei burgheze, miscare atat de ispititoare si inselatoare. Regizorul
francez e fascinat de actualitatea si multitudinea temelor oferite de
opera dramaticd, considerand totodata ca stilul lui Ibsen este contrar
celui cehovian, fiind unul centripet. Intrand cumva in opozitie cu
viziunea lui Thomas Ostermeier, el afirma ca personajele se
construiesc din afara spre inauntru. Contextul 1i influenteaza, iar ei
decid asupra contextului doar partial. Constructorul Solness e tratat
simbolic, conceptia marsand pe cateva coordonate clare, definite de
multd vreme in cariera personalitatii din teatru: jocul actorilor, o
scenografie de larga respiratie, un cod al secolului XXI scandinav si
oarecum neutru care poate trimite si spre alte spatii geografice
europene. Apropiindu-se de text cu o caldura subtila, cu sensibilitate
si chibzuita admiratie, Frangcon sondeaza adancimile sufletesti si daca
lasa in interiorul actorului drama, in exterior, spatiul e empatic.
Scenografia desfasoara camere ce par ca nu au plafon si nici platou,
camere imense in care eroii se lasa prada nelinistilor iscate dintr-un
trecut straniu, camere deschise pe verticald, dar si pe orizontala,
glaciale, unde lumina are poetice inflexiuni. Regizorul francez nu lasa
nici un amanunt sa-i scape, fiind el insusi arhitectul unei lumi in care
eroii, nevrotici interiorizati, indivizi care nu si-au trait visele pana la
capat, prada disputelor iscate din neconcordanta principiilor ce-i
ghideaza, intra in celulele lor de singuratate. Constructorul Solness
pastreaza — iar Francon reuseste excelent sa conserve de la departare
aceasta stare — o valoare testamentara, apartinand perioadei cand
scriitorul, revenit in Norvegia, isi intruchipa nostalgia, regretele
nutrite fata de un mediu ce-i fusese ostil, el insusi claustrat in
deziluziile si dilemele sale. Un aspect deloc de omis ar fi ca regizorul
acorda importantda deosebitd traducerii, considerdnd ca formele
limbajului invechite nici macar pe Ibsen la vremea sa nu-l
caracterizau. Asadar, din punctul sau de vedere revizuirea traducerilor
este o chestiune esentiala pentru montarile actuale — opinie care ar
trebui sd atragd atentia si oamenilor de teatru din Romania care uita,
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de multe ori, cd lucrul la adaptarea limbajului are un rol decisiv in
reusita sau nereusita spectacolului.

Piesa de o valoare incontestabild, putin cunoscuta in Romania
si care la noi nu s-a bucurat de traduceri moderne, Micul Eyolf are,
insa, in Europa ecouri importante. Bijuterie a integralei scriitorului
nordic, piesa a servit regizorilor in cautarile lor si le-a sprijinit credo-
urile artistice. Viziuni diferite s-au conturat pornind de la acelasi text.
Creionand stari, Alain Francon plaseaza drama sotilor Allmers intr-un
decor minimalist, dezvoltat pe orizontala: o platforma dreapta ca un
ponton, pe care stau cateva scaune si o sofa si un panou de fond
albastru — perete care determina un decor ambiguu ce da senzatia de
interior si de exterior in acelasi timp, ca si cum ar exista un geam de o
transparenta perfecta intre inauntru si inafara. Impresia e ca
personajele sunt in acelasi timp in salon, la marginea fiordului sau in
padure dupa cum le asaza autorul in text. Acest spatiu aerisit
predispune la autoanaliza si lungi discutii ce dezvaluie amintirile
neplacute, episoade dureroase dintr-o istorie ce parea incheiata.
Ignoranta, egocentrismul, criza sunt prezentate parca pe un ecran
distantator, trairile consumandu-se devorator in interiorul celor de pe
scend. Francon realizeaza o pledoarie despre om si responsabilitate —
tema care in societatea actuald poate avea un impact considerabil —,
refuzand happy-end-ul si trasand un final deschis de unde o noua
crizd incepe. Scenografia panoramaticd e un simbol al vietii ca un
orizont cand luminos, cand cenusiu, o pustietate in care omul se
pierde mereu cu speranta ca poate castiga ceva, mereu constient de
necunoscutul si relativitatea care-l izoleaza.

Cu o atingere si mai fina se apropie de text Hélene Soulié in
mizanscena de la Théatre de ’Aquarium (2013), unde reducand si mai
mult decorul si folosindu-se de o scena pe care de la un capat la altul e
asternut nisip, vorbeste despre fragilitatea personajelor, mici Eyolf ele
insele, purtand handicapul sentimental sau neputinta de a se realiza
ca pe o greutate ce le impovareaza mersul si respiratia. Nisipul e
metafora efemerititii, e situarea intr-un peisaj rece oceanic, unde
omul se retrage cu sine, incercand mereu sa vindece ranile ce se
deschid mereu. Dincolo de eroii care se misca aproape fantomatic
intr-o lumina in contre-jour — frontiera dintre vii si morti fiind
arbitrara —, recuzita se inscrie si ea pe linia simplitatii intregului
spectacol. Astfel, simbolurile marcheaza o semantica aparte a regiei:
un buchet de flori refuzat ramane pe ,plaji” ca o negare totala a
concilierii, cateva haine imprastiate pe jos seamana cu o umbra ce se
intinde in lumina alba, un alter-ego diform, intunecat, dezumanizat.
Grotescul e tratat cu echilibru, putine, dar semnificative fiind
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momentele in care e prezent (cadavrul copilului e gasit ingropat in
nisip pana la gat, stand ca intr-un mormant). Nisipul reprezinta si
imaginea unei lumi in dezechilibru in care Rita, Alfred, Asta pasesc in
nesiguranta si in imposibilitatea de a gasi sprijin intru fericire.

De la viziunile psihologizante si filosofale ale lui Francon sau
Soulié la controversatul film al lui Lars von Trier, Antichristul (2009),
care are la baza tema din Micul Eyolf, distanta e mare, dar fenomenul
fascineaza. Cu toate acestea, si viziunea litigiosului Von Trier se
argumenteaza si merita a fi retinuta, cu atat mai mult cu cat geografia
culturala 1i deseneaza in aceeasi arie scandinava. Ecranizarea
cineastului danez e un punct de referinta, cu tot socul, demistificarea
si comercialul pe care le amesteca intr-un story unde intereseaza mai
ales meandrele subconstientului terifiant al protagonistilor. Paralelele
cu Ibsen sunt uimitoare. Eroiilor li se sterg numele, acestia devenind
doar o Ea si un El Prin indeterminarea numelor se cauta
generalizarea subiectului: parintii concentrati asupra problemelor
personale ajung sa-si piarda copilul. Pana in acest punct, Ibsen poate
fi recunoscut, dar Von Trier pluseaza, oferind spectatorului un
cocktail de teme ale dramaturgului scandinav si actualizari epatante:
Ea — o femeie emancipatia, cu trasaturi masculine, de profesie
cercetator — devine un monstru al sadismului, care transforma
casnicia intr-un experiment unde El — o combinatie intre Allmers,
Tesman si Helmer — traieste un cosmar cu propria ratiune si cu
nebunia sotiei. Aceastea sunt aratari hidoase pe care singur le
formeaza si de care se salveaza printr-o experienta cathartica. Diferit
de majoritatea regizorilor, optiunea din Antichristul se indreapta spre
padure ca mediu de confruntare, iar nu spre peisajul deschis al marii.
Padurea — care de alfel face si o trimitere catre Sacrificiul de Andrei
Tarkovski, interrelationare omniprezenta pe tot parcursul filmului — e
spatiul terorii, simbol al subconstientului, al pericolului si chiar al
mortii, dialogul, care la Ibsen se petrecea intre sotii aflati fata in fata,
la Von Trier se face la distanta, intr-un joc al dominant-dominatului
care creste tensiunea, dar are rol purificator, in cele din urma. Si in
Micul Eyolf si in Antichristul monstrul e abolit, fantomele trecutului
se spulbera printr-un ,sacrificiu” individual.

Urmand directoratul la Théatre de la Colline, dupa Alain
Francon, Stéphane Braunschweig a preluat totodata mostenirea
clasica ibseniana. Cariera pe textele dramaturgului nordic o incepuse
demult cu Strigoii (2003) si Brand (2005), succedandu-li-se apoi
Rosmersholm si O casa de papusi, ambele montate in diptic (2009).
Braunschweig deplaseaza accentul pe dimensiunea relatiei real-ireal,
credinta-aparenta, dorind sa afle unde este granita intre minciuna si
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adevar, care e gradul de relativitate a lumii si facand un tel din
paralela textului clasic cu drama si interogatiile individului din secolul
XXI. Aducand una langa alta piesele Rosmersholm, mai putin
prezenta in portofoliile regizorilor, si O casd de papusi, creatorul
freancez arata liniile care le apropie si continuitatea dintre acestea.
Aceeasi drama — a destinelor neimplinite, a drumului lasat la
jumatate, a neadevarului si suferintei tacute —, doua raspunsuri
diferite. Rosmer si Rebekka isi cautda linistea in moarte, Nora
paraseste casnicia si viata falsi in care locuise pana atunci.
Braunschweig are ideea de a da aceeasi forma scenografica.
Rosmerholm si O casa de papusi au loc intr-un decor dublu; la nivelul
ochiului sunt peretii luminosi ce descriu salonul avocatului Helmer;
ridicandu-se dincolo de aceste module concepute la scara umana, de
un alb spitalicesc, sunt zidurile mult mai inalte, cenusii care
constituiau decorul din conacul Rosmer. Casa de papusi e, nu doar o
scena mai mica asezata intre alte ziduri mai mari, mai puternice, dar e
si simbolul unei vieti in care aparenta fericirii e minata de demonii
unei realitati infioratoare. Cand Nora iese din casa ei, de fapt, dintre
barierele ei, va iesi in lumea unor pereti si mai inalti, terni, dincolo de
care nu se stie daca va mai putea sia treacid. Cand se termina
Rosmersholm incepe Nora, pare ci ne spune regizorul. In
Rosmersholm, scara umana e deteminata de pozitionarea obiectelor
scenice. Sprijinite de peretii gri, portretele strabunilor, vazele cu flori
albe — singurele semne ale fragilitdtii — si scaunele sunt elementele
care descriu lumea oamenilor. Deasupra, nevazuta, dar apasatoare,
sfera intrebarilor, a fantasmelor, a durerilor tainuite e fundalul pe
care oamenii incearca sa supravietuiasca. Scena-metafora din dipticul
realizat iIn 2009 e o reminiscentd a ceea ce in 2005 incerca
Braunschweig in Brand. Folosindu-se de o mizanscena abstractizanta,
artistul se ajuta mult de un perete-fundal gigantic, pe care se
proiecteaza imagini cu protagonistul asemeni unor ecouri ce dubleaza
semnificatiile scenice in discursul unui Ibsen care se adreseaza
individului modern in aceeasi termeni cum o facea si cu doua veacuri
in urma. Calatoria e fara sfarsit, iar omul nu e decat umbra pe drum.
Transformarea in piese ce sunt tratate la scara mondiala in
registru feminist, Hedda Gabler si O casa de papusi ajung sa apere
principiile democratice, politicele egalitariste sau liberaliste, mesajele
antiextremiste. Ibsen se preschimba in avocatul vocilor care sprijina
drepturile femeilor si libertatea de exprimare in orice mediu. Daca O
casa de papusi serveste drept material pentru scurt-metrajul Nora
(2012) in regia lui Carrie Cracknell unde se vorbeste despre destinul
femeii in era corporatismului si a globalizarii in U.K., Hedda Gabler
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starneste reactii radicale in Iran. Montat la teatrul din Tehran, in
2011, spectacolul a fost declarat in afara normelor sociale si a fost
interzis. Povestea inadaptatei Hedda care sfarseste prin a-si pune
capat vietii cu pistolul ramas mostenire de la generalul Gabler, a
conformistului Tesman tratat ca un incapabil, a dandy-ului Lovborg a
scandalizat organele statului, biserica si traditia societatii. Textul —
care, in Europa, nu mai reprezinta de multa vreme o chestiune de
disputa — intrece, si prin felul in care e exploatat, regulile impuse si
autoimpuse in Iran — tara in care femeile, dupa cum se stie, isi
acopera fata, iar arta si artistii se autocenzureaza. Perceput de
autoritati ca fiind vulgar si hedonist Hedda Gabler nu a deranjat doar
ca modalitate de montare, dar si ca text, polemica lansata de autor in
secolului al XIX-lea in jurul ipocriziei, al statutului marital, al celui
profesional si, evident, in jurul moralei a intrigat aceasta lume care I-a
perceput drept un pericol.

In Romania, Ibsen figureazi putin in noile liste ale directorilor
de teatru si e nevoie, poate, de un simt ascutit si multa initiativa
pentru ca, in calitate de regizor, sa te apropii cu succes de
dramaturgul norvegian si sa-1 aduci in interesul publicului. Pe scena
noastra sunt prezentate, in general, cele mai cunoscute texte ale
autorului, dar Catalina Buzoianu are curajul sa se opreasca pe ultimul
text ibsenian, Cdnd noi mortii vom invia. Prezentat la Teatrul
National din Cluj in 2009, spectacolul nu mai este povestea simpla
dintre un sculptor si modelul lui, o mica melodrama de secol XIX care
nu mai impresioneaza publicul actual. Catidlina Buzoianu are
inspiratia de a gasi un ,invelis” dramei liricizate a sculptorului Rubek,
tocmai spre a o salva din atmosfera ei statica unde se repeta cam
aceleasi idei: statutul femeii intr-un mediu traditionalist, relatia
dintre emancipare si stagnare, trecutul care rastoarna prezentul,
meandrele sufletului omenesc. Asadar, regizorul localizeaza actiunea
intr-un ospiciu, dialogul dintre persoanje fiind unul intre bolnavii
psihic. Rubeck, Maia, Irena, Ulfheim si celelalte personaje care apar
sunt internati in ospiciu, astfel ca supratema specracolului ne duce cu
gandul cad Irena ar putea fi fabricatia imaginatiei sculptorului si ca,
prin extensie, toti bolnavii sunt actorii unui spectacol in care joaca
bantuiti de intrebari si de fantome care nu pot fi rezolvate sau atinse
prin intuneric. Cunoscuta replica spusa de Irena ,,si cand noi mortii ne
trezim la viatd ne dam seama cd nu am trait” ajunge sa aiba un
referent mult mai extins: luptandu-se cu propria constiinta, cu
artificiile mintii, oamenii se dezindividualizeaza si fac roluri in vietile
lor in aceasta imensa lume ca un teatru asemanatoare unui spital de
nebuni in care unii sunt femei evoluate, altii au impresia cd sunt
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liberi, unii viseazd la marea operd, iar altii ,vAneaza ursi”. Prin
dublarea spatiului scenic si, implicit, prin dublarea semnificatiilor
limbajului, Catdlina Buzoianu revitalizeaza textul, face dialogul mai
accesibil, capteaza atentia publicului, oferind un Ibsen dinamic,
ingenios si care e departe de a plictisi, asa cum, poate, la lectura se
intampla.

Tinerii se apleacd mai rar asupra lui Ibsen, insda cand o fac,
incearca sd il inteleaga si sd-1 transpuna in limbajul si credintele lor.
Asa se face ca Radu Alexandru Nica abordeaza la inceputul carierei lui
in teatru O casa de papusi, pe care, ca mizanscena, o intituleaza Nora.
Gazduit de Teatrul National din Sibiu, in 2004, Nora este pretextul lui
Nica de a vorbi despre capcana in care individul modern cade cel mai
adesea: imposibilitatea de a comunica. Intr-un spatiu cu pereti si
tavan alb, intr-o casa a fantomelor trecutului si a puritatii aparente, o
sotie se transformd intr-o paiatd, o femeie se transforma in obiect,
pana cand, drama constientizarii se extinde atat de mult ca o
determina sa plece ca intr-un ultim gest, nu al revoltei, ci al acceptarii
incapacitatii de a dialoga cu celalalt. Nica introduce inca un personaj,
fetita Norei, prin care aratid deteriorarea relatiilor dintre mama si
copil si felul in care e acesta afectat de intreaga situatie. Multiplicand
in acest fel trama actantiala, regizorul dezvolta un plan paralel, in care
drama nu are nevoie de cuvinte si se contureaza doar din stari si din
atingeri.

Andrei Serban semneaza regia la Hedda Gabler (Teatrul
Maghiar de Stat din Cluj Napoca, 2012). Ingenios ca intotdeauna,
Andrei Serban prezinta in presa o Scrisoare adresata lui Ibsen, un fel
de credo al sau 1in fata operei dramaturgului scandinav si, in acelasi
timp, o explicatie in fata publicului. Cu umor, creatorul vorbeste
despre reticenta pe care o avea pentru textele ibseniene in tinerete. Nu
le-a inteles decat odata cu maturitatea si intr-o relectura atenta.
Actualitatea dramaturgului, Serban spune cad rezidda in clasicitatea
acestuia. Poate parea ciudat, dar daca privim spectacolul, vom
observa cat de frapantd e modernitatea ce transpare din pastrarea
textului si din fidelitatea pentru temele tratate. Cu o scenografie si
costume ce realizeaza trecerea de la aristocratia unui secol apus la
liniile simple ale unui design al zilelor noastre, spectacolul se
construieste din semne teatrale coerente ce articuleaza ideea unei
paralele definitive intre Ibsen si contemporaneitate. Subliniind de la
bun inceput legatura puternica dintre ieri si azi, Serban face referire
direct la text: ,Suntem in secolul 21 si Hedda Gabler suna foarte
diferit acum. E normal, orice text mare are ceva etern si in acelasi
timp corespunde momentului, ne atinge direct, ne surprinde cu cat de
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actual e”3°. Regizorul roman descopera cu placere umorul textului, il
potenteaza cu rezolvari scenice si ajunge la o tragicomedie. Casa e un
templu cu pereti verzi, e o casa in care tot o papusa se dezvolta, dar nu
in genul obiectualizarii Norei, ci in sensul unei autodistructii. Casa
sfamiliei” Tesman e un mic teatru in care fiecare joaca un rol, ipocrizie
asumata de unde se naste si ,papuseria” si disolutia indivizilor. Casa e
un panopticum prin care, fulgerator, par ca s-ar intrevedea umbrele
trecutului, mereu tulburidtoare, un panopticum prin care spectatorii
pot privi prin culoare, printre coloane si unde gestul final, cind Hedda
se sinucide, imbracata in costumul generalului, intr-o lumina sinistra,
semnifica victoria finala a fantomelor ce nu pot fi alungate. Pentru ca
oamenii sunt prea slabi si nu au vointa. Totul e curat, dar e hidos, e
mascat si, intr-o oarecare masura, Ibsen devine absurd. Discursul lui
Serban e despre pre-facere, despre ingroparea omului de viu in nisipul
miscator al mediocritatii si al non-sensului. Astfel, se poate
redescoperi si trata contemporaneitatea lui Ibsen, chiar prin
conservarea perfecta a textului si a actiunii, pentru ca, asa cum sesiza
regizorul ,Iin Hedda Gabler insi e imposibil s schimbi ceva. Are o
structura perfecta, total inchisa. Tot ce incerc e sa inteleg piesa. Rolul
regizorului e sa creeze o atmosfera, sa regleze ritmul cuvintelor, sa
caute pauzele si tacerile”s:.

Daca Ibsen poate inca sa reveleze atat de multe piste noi pentru
teatrul nostru, fie el chestionat in maniera socio-politica, fie in
actualizari, fie tratat ca studiu de gen, inseamna ca are marele
potential de a fi privit prin ochii contemporaneitatii, prin temele
moderne si unele chiar universale pe care le oferi. In cele din urma,
clasicitatea este data si de aspectul prin care se vede forta textelor de a
chema spre sine, in fiecare secol, publicul. Mereu aceleasi teme,
mereu altfel.
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Simbol si gest in teatrul lui Eugeéne Ionesco
si Samuel Beckett

Tamara CONSTANTINESCU °*

Rezumat: Simbolul apare ca un mijloc de comunicare
nemijlocitd a unei realititi complexe si inexprimabile notional.
Expresia simbolica este cea mai buna formulare a unui lucru relativ
necunoscut, care n-ar putea fi prezentat intr-un mod mai limpede si
mai semnificativ. In unele piese, Eugéne Ionesco amesteca
simbolurile, le simplifica si le reduce. Antieroinele fac gesturi in care
sunt ingeminate anumite semnificatii simbolice. In Lectia, dupi
uciderea Elevei, Servitoarea Marie gaseste solutia salvatoare pentru a
motiva gestul criminal al Profesorului, prin asezarea unei brasarde cu
svastica nazista la bratul acestuia. Marie, din Improvizatie la Alma
sau Cameleonul ciobanului, risipeste ,conclavul” celor trei pedanti,
alungandu-i pe acestia cu matura si oferind dramaturgului Ionesco,
posibilitatea de a-si expune ,conceptia asupra criticii si asupra
teatrului”. Si in textele lui Samuel Beckett, antieroinele au ingemanate
in substanta lor valori simbolice si trimiteri spre sacralitate. O, ce zile
frumoase! prezinta viata de la nastere pana la moarte, concentrata
intr-o silueta feminina ingropatd in movila de nisip. Winnie este
simbolul vizual al nasterii ca moarte. Ea transmite, insa, prin cuvant
alte mesaje decat prin limbajul sdu gestual, ilustrat prin manuirea
unor obiecte de uz cotidian, pe care le scoate din geanta cu ,,comori
ascunse”.

Cuvinte cheie: simbol, gest, teatrul absurdului, Ionesco,
Beckett

Simbolul apare ca un mijloc de comunicare nemijlocita a unei
realitdti complexe si inexprimabile notional. Cu deschiderea lui spre
infinit, este o expresie inepuizabild. Orice afect, orice situatie
subiectiva sau obiectiva isi poate gasi echivalenta simbolica; daca nu
chiar o multitudine de corespondente simbolice. Simbolul include o
anumita viziune despre lume, vadeste un mod specific de a stabili
relatii intre fapte pe care simtul comun nu le coreleaza de obicei.
Expresia simbolica este cea mai buna formulare a unui lucru relativ

* Teatrul Dramatic ,,Fani Tardini” Galati - actrita
Universitatea de Arte ,,George Enescu” lasi - doctorand, cadru didactic asociat, redactor
revista ,,Colocvii teatrale”
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necunoscut, care n-ar putea fi prezentat intr-un mod mai limpede si
mai semnificativ. In simbol, suprapunerea cu obiectul simbolizat lasi
o marja de imprecizie, de ambiguitate, care solicita in modul cel mai
intens participarea afectiva a celui caruia el se adreseaza.

In unele piese, Eugéne Ionesco amesteci simbolurile, le
simplifica si le reduce. Antieroinele - cum sunt Marie din piesa Lectia
sau Marie din Improvizatie la Alma sau Cameleonul ciobanului — fac
gesturi in care sunt ingemanate anumite semnificatii simbolice. Lectia
apare ca o lectie arhetipali. ,In viziunea originald a autorului piesei
(pastrata in textul tiparit) el sugereaza cititorului spatiul si timpul in
care se petrece piesa. Lectia arhetipald a lui Ionesco din 1950 a fost
conceputd intr-un cadru istoric bine definit, cel al celui de-al Doilea
Réazboi Mondial.”32 Piesa este de fapt o “dramad comicda” in care
puterea si teroarea pot imbraca forme multiple - didactice, sexuale,
lingvistice. Ne aflam simbolic, intr-un spatiu totalitar arhetipal, in
care aparenta comedie se desfisoara mai intai lent, apoi intr-un ritm
din ce in ce mai alert, terminandu-se cu o nota de umor negru. Piesa
reincepe la final (ciclicitate anuntata deja in Cantdreata cheald) cu
aparitia senina, plina de dinamism a victimei numarul 41, sugerand
repetitivitatea golita de sens a crimelor transformate intr-un ritual
macabru. Este o prima apropiere a teatrului ionescian de misterul
raului, prin intermediul rasului amar.

Profesorul o vrajeste pe Eleva pe parcursul ,actiunii’, ca un
svrajitor verbal”, scotand din palarie cuvintele mai multor limbi.
Acestea zboara prin aer aproape fara sens, ca magie a seductiei
verbale, incheiata cu violul si uciderea sadica a victimei, amintind de
capacitatile oratorice ale lui Hitler, si el un ,seducator” al multimilor,
si de ferocitatea crimelor care au urmat. Servitoarea Marie
simbolizeaza, printre altele, constiinta ipocrita a profesorului intr-un
posibil dialog interior, o constiintda osciland intre bine si rau, intre
divin si malefic. Marie, participanta la ritualurile erotic-criminale ale
Profesorului, dar, in acelasi timp, este credincioasa, merge la biserica,
se confeseazd, are un iubit preot. Dupa uciderea Elevei, ea giseste
solutia salvatoare pentru a motiva gestul criminal al Profesorului, prin
agezarea unei brasarde cu svastica nazista la bratul acestuia: ,Uite,
puneti-va asta si-o sa fie foarte bine.......E politica.”s3

Svastica, o cruce cu bratele cvadruple, frante, unul dintre cele
mai vechi si mai raspandite simboluri din lume, indica o miscare de

32 Matei Calinescu, Eugene lonesco: teme identitare si existentiale, Editura Junimea, lasi,
2006, p. 149.

33 Eugeéne lonesco, Lectia, in Teatru, vol. 1, traducere si nota asupra editiei de Dan C.
Mihailescu, Editura Univers, Bucuresti, 1994, p. 51.
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rotatie in jurul unui centru; este un simbol in actiune, de manifestare,
de regenerare perpetua. Svastica nazista se referea la introducerea
infinitului si sacrului in temporal si profan, incercand sa mascheze, de
fapt, maleficul in umbra unui sacru, fals invocat. Marie, constiinta
ipocrita, il absolvd pe Profesor, apreciem noi, de responsabilitatea
crimelor cu ajutorul unui insemn al sacralitatii, transformand-o pe
Eleva-victima in vinovat, ca in holocaust, iar pe Profesorul criminal
intr-un fals ,salvator”, nazist, al puritatii rasei, sugerand, in acelasi
timp, si perpetuarea fortelor malefice, a Raului universal.

Pe antieroina Marie, servitoarea personajului Ionesco din
Improvizatie la Alma sau Cameleonul ciobanului, -criticii o
descifreaza ca fiind bunul simt al Publicului care, pentru intelegerea
textelor dramatice, nu are nevoie de indrumarea criticilor. Dar, din
punctul nostru de vedere, daca analizam din alt unghi ceea ce se afla
in ,spatele” replicilor, personajul Marie capata conotatii diferite. Ea
risipeste ,conclavul” celor trei pedanti, alungandu-i pe acestia cu
matura si oferind dramaturgului Ionesco, posibilitatea de a-si expune
sconceptia asupra criticii si asupra teatrului, ca proiectie scenica a
interioritatii creatorului”: ,(Marie ridica matura si o invarte
deasupra capului. Doctorii se ascund prin colturi. [...] Marie isi
sufleca manecile si se indreapta cu matura cdatre doctori. Doctorii
incearca sa se fereasca de eventualele lovituri.) Marie: Ia carati-mi
toate astea de aici! [...] Hai, eliberati ringul! ... Hai, valea!”.34 Matura,
desi este un instrument casnic, apare aici ca un simbol al puterii sacre.
Caci in vechile temple, maturatul era o parte din slujba cultului
respectiv, prin care se alungau toate elementele pangaritoare,
demonice. Actul maturatului nu putea fi intreprins, din acest motiv,
decat de maini neprihanite.

Personajul Ionesco se afld, probabil, intr-un moment de blocaj,
de inhibare a impulsului creator, ca urmare a judecitilor negative
exprimate de cei trei critici la adresa textelor sale: de aceea
dramaturgul nu reuseste sa isi continue piesa aflata pe masa de lucru.
Gesturile acestei servitoare paradigmatice, priceputa totodata la
,scrierea teatrala”, mascheaza si un posibil moment de autoanaliza, de
sondare a subconstientului personajului dramaturg Ionesco. ,(Marie
it trage doua palme lui Ionesco.) Ionesco: Unde ma aflu? / Marie:
Erati hipnotizat si v-am trezit”ss. Cei trei Bartholomeus, aici posibile
intruchipari ale spiritelor malefice, bantuie subconstientul

3 Eugene lonesco, Improvizatie la Alma sau Cameleonul ciobanului, in Teatru, vol. V,
traducere din franceza si note de Vlad Russo si Vlad Zografi, Editura Humanitas, Bucuresti,
2002, pp. 56-57.

* Tbidem.
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dramaturgului. Servitoarea Marie, o neprihanita (prin semnificatia
onomasticd se fac trimiteri la Fecioara Maria), poate simboliza un
spirit benefic, sacral, care exorcizeaza, purifica, vindeca
subconstientul ,bolnav”, prin indepartarea obsesiilor si a conflictelor
interioare. Vindecarea in psihanaliza este, in primul rand, un proces
de maturizare psihica. ,Marie: Ah, sa ma iertati, domnule, da’ chiar
sunteti bolnav! [...] Astia n-au la ce si vii deschida ochii!..[....]...Pai
sigur... Ce naiba?....Doar sunteti baiat mare!”36. Astfel, prin procesul
de ,exorcizare psihanalitica”, Marie inlatura spiritele demonice care
tulburd inspiratia dramaturgului Ionesco, eliberandu-i energiile
creatoare.

Si in textele beckettiene (chiar dacd dramaturgul respingea
permanent orice comentariu referitor la semnificatia simbolica,
profunda a personajelor sale), antieroinele au, ingemanate in
substanta lor, valori simbolice si trimiteri spre sacralitate. Teatrul lui
Beckett poate fi vazut si ca o cautare a unei ,realitati” care se ascunde
dincolo de gandirea rationald, mascata in subtexte, uneori greu de
descifrat. In O, ce zile frumoase!, spre exemplu, prin cuvinte extrem
de simple, Samuel Beckett incearca sa prezinte viata de la nastere
pana la moarte, concentrata in silueta feminina ingropata mai intai
pana la brau si apoi pana la gat, in movila de nisip. Winnie este
simbolul vizual al nasterii ca moarte. De altfel, Jung stabilea o
corelatie intre mormant si arhetipul feminin, descifrand in cavitatea
pantecelui matern, un mormant. Pantecul matern este un loc al
sigurantei, al cresterii, al blandetei materne, al nasterii. Mormantul
este lacasul metamorfozei corpului in spirit si al renasterii care i se
pregateste, fiind, in acelasi timp, si locul unde dispare fiinta in
intuneric.37

Nu exista posibilitate de salvare in O, ce zile frumoase!, pentru
ca ,drumul” raimane stabilit de la inceput, caci nasterea nu duce decat
la moarte. Este adusa in scend experienta umana, general valabila, a
imbatranirii si a mortii lente. Antieroina lui Beckett apare ca
reprezentanta a fiintei umane predispusa descompunerii in asteptarea
sfarsitului. Ipostaza omului ingropat in nisip, in lut, in noroi poate fi
descifrata si ca metafora a textului biblic ,,din pAmant esti, in pdmant
te vei intoarce”. Movila apare ca o constantd in spatiul beckettian.
Estragon, din Asteptandu-l pe Godot, este asezat si el ,pe o mica

3% Op. cit. , p. 57.

37 Vezi Jean Chevalier, * Alain Gheerbrant, Dictionar de simboluri, volumul III,
traducatori Daniel Nicolescu, Doina Uricariu, Olga Zaicik, Laurentiu Zoicas, Irina Bojin,
Victor-Dinu Vladulescu, Ileana Cantuniari, Liana Repeteanu, Agnes Davidovici, Sanda
Oprescu, Micaela Slavescu, Editura Artemis, Bucuresti, 1994, p. 320.
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movila de pamant”, dupa cum sugereaza autorul in didascalii.
Element care simbolizeaza Golgota, mormantul, fie ca arata ca o
modesta ridicatura de pamant, fie cd e o piramida, aminteste de
simbolul muntelui. Despre zeul egiptean al soarelui, Ra, considerat
tatal tuturor faraonilor, se spune ca s-a autocreat dintr-o movila de
pamant care avea forma unei piramide, model dupa care i-a creat si pe
ceilalti zei. Este posibil ca Beckett, ale carui personaje si-au pierdut
credinta in ,zei”, in acel mult asteptat ,,God — Godot”, sa fi adus in
piesele sale aceasta temd cu sens amar-ironic, tocmai pentru a
evidentia ruperea legaturilor dintre fiinta si sacralitate.

Winnie incearca sa isi pastreze buna dispozitie, in ciuda
semnelor imbatranirii ei si a faptului cd nu isi mai poate controla
trupul. Ea monologheaza, iar sotul ei, Willie, este doar catalizatorul
care o incitad la vorbire. Stapanita de angoasa scurgerii timpului spre
moarte, Winnie transmite prin cuvant alte mesaje decat prin limbajul
sau gestual, ilustrat prin manuirea unor obiecte de uz cotidian, pe care
le scoate din geanta cu ,comori ascunse”, in care si-a strans, se pare,
,comorile” memoriei. ,Contactul dintre constiinta si lucruri,
discontinuitatile psihice, labirintul interior invadat de angoase, se
insinueaza in monologul interior, sustinut de pauze si de fluxuri
incoerente de gandire”s8, observa Romul Munteanu.

Dintre obiectele manevrate de Winnie, oglinda este purtatoarea
celor mai complexe semnificatii simbolice. Oglinda reflectd
sinceritatea, continutul inimii si al constiintei. Oglinda magica
permite citirea trecutului, prezentului si viitorului, fiind si o ,unealta”
a revelarii cuvantului lui Dumnezeu, ca rasfrangere a inteligentei
creatoare sau a cuvantului ceresc. Apoi ca instrument al iluminarii,
oglinda este simbolul intelepciunii si al cunoasterii.39 Gestul repetat
prin care Winnie isi analizeaza chipul in oglinda este un act de
iluminare, remarcam noi. Oglinda, imagine a dublului, i-o arata lui
Winnie cea inca tanara in inima si constiinta, pe Winnie care a pasit
deja spre moarte. Privindu-se, Winnie stie ca drumul ii e pecetluit.
Oglinda ,,magica” are un singur raspuns pentru fiinta umana: trecutul,
prezentul si viitorul sunt, cu siguranta, doar etape ale calatoriei spre
neant, spre nefiinta. Antieroina, ca esenta a umanitatii, ca rezultat al
inteligentei creatiei divine, isi pastreaza comunicarea cu aceasta, prin
sunete. Soneria, semnal al Puterii divine, 1i aminteste lui Winnie ca
timpul ei se apropie de sfarsit. Dar soneria poate fi si sunetul interior
al fiintei, sunetul care dezlantuie suvoiul de cuvinte ce 1i mascheaza

38 Romul Munteanu, Farsa tragica, Editura Univers Bucuresti, 1970, p. 283.
3 Vezi Jean Chevalier, * Alain Gheerbrant, op. cit., p. 370.
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disperarea in fata apropiatului sfarsit, speranta in fata Cuvantului
Divin, dorinta ei de supravietuire.

In opinia noastrd, aproape toate semnele din acest text
converg spre aceeasi stare — disperarea in fata unui destin lipsit de
sens. Un exemplu concludent este umbrela sub care se addposteste
Winnie si care ia foc in fiecare zi: ,,Da, se pare ca s-a intamplat ceva,
ceva pare sa se fi intamplat, si nu s-a intamplat de fapt chiar nimic.
Umbrela va fi din nou aici maine, 1anga mine, pe movila asta, ca sa ma
ajute sa-mi duc ziua pana la capat. Iau oglinjoara asta, o sparg de o
piatra — (o face) — o arunc departe de mine — ( o arunca in spatele et)
— maine va fi din nou aici, in geanta, fara o zgarietura, ca sa ma ajute
sa-mi duc ziua pana la capat. (Pauza) Nu, n-ai ce sa-i faci...”#°. A te
addposti sub o umbrela semnifica si a fugi de realitate; de aceea
gesturile lui Winnie si permanenta obiectelor traduc fraimantarea si
incapacitatea fiintei de a-si hotari singura destinul, de a schimba ceva.
Chiar daca Winnie se ascunde din fata realitdtii ,sub cupola
umbrelei” care arde, chiar daca isi consulta ,oglinda magica” a sortii,
care se sparge, maine totul o va lua impetuos de la inceput. Nu se
poate scapa de iminenta lucrului dinainte hotarat, la capatul drumului
nu e decat neantul.
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In cautarea individualitatii creatoare

Anca CIOFU°*

Rezumat: Traversim o epocd 1in care, sub semnul
spectaculosului, publicul isi doreste din ce in ce mai mult sa vada ce
poate face un artist pe sceni, doar de unul singur. In aceste conditii,
atribute precum multilateralitate, plurivalenta, actor total nu pot lipsi
din arsenalul celui care se pregateste sa devina un astfel de artist.
Credem ca, pe taramul teatrului de animatie, echivalentul acelui actor
ideal, numit de unii ,total”, este papusarul de recital. O clasificare
riguroasa a acestei spete de histrioni nu este usor de intocmit. Mereu
apar altii, mai inventivi, mai speciali. Modalitatile prin care un
papusar de recital isi propune sa surprinda si sa emotioneze sunt
diferite, dar lasa sa transpara aspiratia autorului de recital catre o
libertate fara incatusari.

Cuvinte cheie: piapusar de recital, actor total, recital de
animatie.

Daca teatrul este esenta de viata, nu credem ca gresim cand
spunem ca teatrul de animatie este esenta de teatru. Si teatrul in
general, iar cel de animatie in special, este o arta ,de echipd”,
maiestrita simfonie de valente creatoare ale mai multor artisti.
Aceasta ar fi situatia ideala: cea in care un papusar evolueaza in
contextul viziunii unui regizor, pe un text special scris de un
dramaturg pentru posibilitatile sale interpretative, prin mijlocirea
unor forme plastice si intr-un cadru plasmuite de un scenograf, intr-o
ambianta sonora si in jocuri de lumini create de maestri in domeniu,
toti avand inzestrarea si pregatirea necesare pentru a valorifica
posibilitdtile de expresie ale artei papusaresti. La acestea se adauga
conditii materiale, tehnice si cate si mai cate existente intr-o institutie
de profil. Dar realitatea arata ca lucrurile nu stau si nu au stat
intotdeauna asa. Ba dimpotriva.

In cazul recitalului unuia si aceluiasi artist, care isi asuma nu
doar rolul de actor-manuitor, ci si pe cel de regizor, de autor al
textului sau al scenariului, de plasmuitor al papusilor si al cadrului
scenografic, al structurii sonore, mesajul-matca (continutul de idei
care se vrea a fi emis) va ajunge la public in forma originara, fara a fi

* Asistent universitar doctor la Facultatea de Teatru, Universitatea de Arte ,,George Enescu”
din Iasi
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reinterpretat, amplificat sau, dimpotriva, diminuat de interventia
altor factori (altor artisti), ci doar exprimat prin mijloace
caracteristice altor arte, adaptate teatrului de animatie.

Papusarul devine astfel autor cu depline argumente,
povestitor+ al spectacolului, asumandu-si meritele, dar si riscurile
acestei ipostaze. Pe buna dreptate, Cristian Pepino atrage atentia
asupra pericolului ca numeroasele indatoriri sa il copleseasca pe
interpret, care s-ar putea sia nu aiba pregitirea necesarda, sau
indemanare pentru toate disciplinele la care recurge42. In acest caz, el
poate solicita ajutorul unor profesionisti si isi poate doar concepe,
participand, la confectionarea pieselor de scenografie (mai ales a
papusilor), poate alege ritmurile adecvate dinamicii montarii (desi nu
sunt putine cazurile in care animatorii isi fac singuri ilustratia
muzicald), isi poate face cunoscuta viziunea privind luminile unui
light-designer cu ajutorul ciaruia sa gaseasca solutiile cele mai
potrivite. Insistdm asupra implicarii sale in punerea la punct a tuturor
componentelor propriei reprezentatii pentru ca, mai mult decat in
teatrul cu actori, acestea sunt nu doar piloni de sustinere ai jocului
papusarului, ci chiar cai de comunicare a mesajului. Nu intamplator,
manuitori descinsi mai ales din artele plastice (precum Serghei
Obraztov, Yves Joly, Neville Tranter s.a.), care au inteles bine si au
asimilat principiile ce definesc teatrul de animatie si, in consecinta, si-
au descoperit si cultivat aptitudini in acest sens, au devenit
remarcabili autori de astfel de spectacole.

Este necesar ca demersul animatorului sa porneasca de la o
justa apreciere a potentialului si a limitelor sale, si sa nu purceada din
dorinta de a etala cine stie ce presupuse calitati, ca sa-si maguleasca
orgoliul propriu. Pana la urma, conteaza desigur ce si cum are el de
spus, dar si preferintele spectatorului, orizontul sau de asteptare,
nivelul de culturd contribuie la impunerea liniilor de demarcatie ale
recitalului. Important nu este numarul de participanti la actul creatiei,
ci reusita acestei creatii, capacitatea de a transmite celor din sala, in

*In antologia de texte ale celor mai importante reprezentatii solistice din secolul XX, Jo
Bonney sustine cd ,,la baza, indiferent de formatia artistica sau de genul de spectacol pe care
il practica, toti autorii de recitaluri sunt povestitori”. Aceasta afirmatie se bazeaza pe ideea
ca cele mai multe monospectacole au o naratiune si o intrigd. Din acest punct de vedere
putem presupune cd indivizii au spus povesti in fata celorlalti membri ai comunitétii timp de
mii de ani, fie prin intermediul cuvintelor, fie al cantecelor, al dansului, al mastilor sau al
obiectelor, fie al tuturor acestora la un loc. Ei au transmis in acest mod, prin viu grai, mituri
si legende pastrate pana azi — Extreme Exposure: An Anthology of Solo Performance Texts
from the Twentieth Century, New York, Theatre Communication Group, 2000, p. 13 (trad.
noastrd).

*2 Regia spectacolului de animatie, Bucuresti, UN.A.T.C. Press, 2007, p. 41.

62



COLOCVII TEATRALE

limbaj papusaresc si intr-un stil unitar, proiectul izvorat din fantezia
unui creator.

Realitatea istorica arata ca, de cele mai multe ori, papusarul
singur a fost nevoit sa-si nascoceasca si sa-si prezinte piesa, uneori
acompaniat de un muzicant sau insotit de un povestitor care sa
comenteze actiunea. Si a izbutit sd-si ridice arta pe trepte si chiar
culmi de virtuozitate (ca dalangul din Antichitatea indiana), emitand
uneori idei subversive (ca papusarul ambulant din Europa secolelor
XVII-XVIII).

Fie ca provin din Europa de Est, unde teatrul de animatie s-a
pastrat aproape de spectacolul traditional, ajungand sa fie
institutionalizat si destinat mai ales copiilor, fie din Vestul batranului
continent, unde arta noastra a fuzionat mai mult cu celelalte forme de
expresie scenica (mai ales cu arta actorului) si unde s-a impus practica
numerelor de cabaret si au fost cautate trupele particulare, papusarii
de recital par a pastra nostalgia inceputurilor, a artistilor de strada,
care populau targurile si balciurile secolelor trecute.

O clasificare riguroasa a acestei spete de histrioni nu este usor
de intocmit. Mereu apar altii, mai inventivi, mai speciali. Un ,,portret-
robot” se incheaga si nu prea in reliefuri precise. Daca ar fi totusi sa
identificAm o trasatura comund, dincolo de cea care silueteaza
papusarul in general4s, aceasta ar trebui sa fie nevoia de evita cdile
batatorite, de a se afirma. Pentru asta, artistul trebuie sa-si stie bine
misura. In aceasti privinti, Tudor Vianu comenteazi astfel in
Estetica sa: ,Nu se marturiseste, nu se investigheaza si nu se descrie
cine socoteste ca personalitatea sa n-are o valoare vrednica de a fi
afirmati. Intr-un mare numir al operelor de arti, intentia cea mai
adanca a artistului, desi uneori poate ramane invaluita, este sa se
infatiseze pe sine si odata cu aceasta sa se afirme”, concluzia fiind ca:
,Poate ca multe lucruri de arta ar fi ramas neimplinite daca insul care
le-a produs n-ar fi ravnit aplauzele publice sau cununa impletita in
singuratate, pe care artistul si-o asaza singur pe frunte”44.

Modalitatile prin care un papusar de recital isi propune sa
surprinda si sa emotioneze sunt diferite: unii isi perfectioneaza

# Raluca Bujoreanu vorbeste despre un tip de personalitate distinctd a artistului-papusar,
definita in primul rand printr-un ,,pronuntat spirit ludic” (,,jocul fiind elementul determinant
al artei sale”, ,.forta de creatie, modalitatea de a se exprima pe sine si nelinistile lui”), ,,0
minte inventivad, o inteligenta deosebita”, la care se adaugd ,predispozitia spre o filosofie
optimistd”, acest creator, ,,fin observator al comportamentului uman”, fiind indeobste un
entuziast, fie cd 1si manifesta ,firea poetica”, fie pe cea de ,,om hatru” — cf. Autonomia
limbajului papusaresc, prefata de Sorina Bélanescu, lasi, Editura Artes, 2008, pp.130-135.

* Tudor Vianu, Estetica, cuvant inainte de George Ganid, ingrijirea textului Vlad
Alexandrescu, Bucuresti, Editura Orizonturi, 1996, pp. 287-288.
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inlesnirile in manuire, mai-mai ca niste prestidigitatori; altii tind sa
recreeze formele prin care se exprima, fie prin reducerea lor la esenta,
prin stilizare, fie exploatand calitatile materialului din care este facut
obiectul insufletit. Mai sunt si cei care reiau tehnici de mult uitate, pe
care le reconsidera cu ajutorul unor tehnologii de ultima ora sau
combinandu-le cu argumente ale altor arte; sau aceia care isi gasesc
resursele creativitatii in relatiile ce pot exista intre papusa si papusar,
intre artistul-animator si personajul-animat. Si lista ar putea
continua...

Toate acestea lasa sa transpara aspiratia autorului de recital
catre o libertate fara incatusari. Cristian Pepino crede, pe buna
dreptate, ca ,arta este insasi libertatea”, ca statutul de artist nu poate
fi gandit in afara eliberarii de constrangeri, de norme, ca sa nu mai
vorbim de prejudecati4s. Mai mult decat animatorul obisnuit, care
depinde de o anumita institutie, de un director, un regizor, un
scenograf, de un colectiv de actori s.a., papusarul-solist are sansa de a
crea asa cum isi doreste, dand expresie propriilor credinte, ganduri,
propriei personalitdti, comunicandu-se pe sine in fiecare fibra a
spectacolului conceput. Este ceea ce Raluca Bujoreanu numeste
sposibilitatea de a deveni mici demiurgi (subl. aut.), de a da
viata materiei neinsufletite si de a o face sa traiasca dupa propriile
legi, intr-un univers care se supune «legilor magiei», datorita carora
cele mai ascunse dorinte se implinesc, iar zbuciumul sufletesc isi
gaseste ordine, ritm si armonie”46.

Unii autori de recital inteleg aceastd libertate prin prisma
posibilitatii de a calatori, de a cunoaste lumi felurite, moduri diferite
de trai, de a intra in contact cu creatori apartinand unor genuri si
culturi diverse, toate aceste experiente imbogatind performanta
personala. Altii sunt continuatori ai traditiei papusarilor populari
(cum se intampla cu Christodoulos Antoniou Paphios din Nicosia-
Cipru, care, in Copacul bantuit, urmeaza indeaproape maniera in care
odinioara erau insufletiti Karagoz si Hacivat) sau ai spectacolelor ,de
familie” (Compania Ananda Puyk din Olanda este alcatuita din
mama, tata si fiica).

Majoritatea marturisesc insa ca au recurs la aceasta formula
dintr-o necesitate. Uneori, tehnica abordata este cea care o determina
— de pilda, teatrul de hartie, care presupune existenta unui singur
interpret si manipulator, (uneori si) fauritor al siluetelor si al
decorurilor bidimensionale. Alteori, cauzele pot fi coercitiile unui
anumit sistem politic. Carles Canellas a descoperit universul papusilor

* Op. cit., pp. 45-46.
* Op. cit., p.127.
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sub dictatura lui Franco si a fost nevoit sa joace, ca si alti confrati,
aproape clandestin (in licee, in strada), avand de luptat cu lipsa unor
sali permanente, a unui public potrivit ori cu obtuzitatea unora de a
recunoaste rangul de arta teatrului de animatie. Cei mai multi
apeleaza la recital pentru a debuta in forta, intrand spectaculos in
arena, iar dupa ce isi gasesc o cale proprie, si, eventual, isi fac un
nume, isi schimba preferintele orientandu-se spre distributii extinse,
cu productii de trupa. Altii, dimpotriva, isi incheie in acest fel o
cariera, avand dupa ani de profesie curajul de a iesi in fata intr-un
mod care-i reprezinta. Sunt si artisti-animatori care nu ajung la un stil
al lor, desi sunt capabili sa imagineze spectacole solistice provocante,
exemplu graitor fiind argentinianul Ruben Orsini, unicul membru al
Marionetas Orsini, care, fara a avea o pregatire aprofundata in
bransa, insufleteste cu virtuozitate mai multe tipuri de papusi, de o
expresivitate aparte.

La fel ca si alti teoreticieni sau practicieni ai genului, Ioan
Brancu crede ca este mai complicat sa vorbesti despre stil in teatrul
de piapusi decit in alte arte. Intr-un spectacol de animatie nu toate
constituentele au acelasi calibru, ,,de obicei, cel mai puternic dintre
acestea 1si pune «amprenta» asupra intregului spectacol, definindu-i
stilul; cateodata insa, stilul ramane nedefinit, si se va numi «stil
eclectic»”47.

Mai simple ni se par lucrurile in cazul unui recital. Aici, cand
comentam un stil, deosebim doua aspecte. Pe de o parte, un mod
personal al papusarului de a se manifesta, care se naste din felul sau
propriu de a simti si de a reflecta. Este expresia personalitatii sale
artistice, rezultanta a fuziunii unei anumite structuri interioare (cu
dominanta fie rationala, fie intuitiva) cu un anumit nivel de cultura, la
care se adauga acel manunchi de competente indispensabile. Pe de
alta parte, privim stilul si ca pe un o atitudine a creatorului fata de un
text, de personajele unei piese, de problematica abordatd+s. O
atitudine unitara, convergentd, este absolut necesara, si ea dirijeaza
optiunea pentru o papusa sau alta, imprima o aceeasi turnura a
montarii, a scenografiei, a muzicii, un acelasi tip de interpretare, de

Y Miscare si expresie artistica in spectacolul de animatie, Bucuresti, UN.A.T.C. Press,
2005, p. 167.

* Parafrazandu-1 pe Victor Ion Popa, Cristian Pepino afirma ci ,la radacinile artei [...] exista
atitudinea autorului fata de personajul pe care-1 descrie: fie ca il lauda, fie ca 1l ridiculizeaza
sau il ocaraste. [...] Nu putem avea o atitudine neutra fata de un personaj sau altul pentru ca
neutralitatea [...] nu este specificd omului. [...] Lauda — dusd pana la capdt genereaza
sublimul. Ocara — dusd pana la capat, genereaza grotescul sau caricatura (subl.aut.)’—
Regia spectacolului de animatie, op. cit., p. 291.
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animare, de ,joc”. E lesne de inteles de ce intr-un spectacol in care
conceptia trece prin filtrul mai multor individualitati vorbim mai
degraba de un stil al scenografiei, sau al regiei, sau al manuirii, decat
de un stil al spectacolului. Intr-un recital de animatie, de cele mai
multe ori stilul autorului unic este si cel al reprezentatiei, regasindu-
se acolo in toate articulatiile sale.

Atunci cand papusarul se afla sub impulsul unui crez, pe care il
impartaseste si publicul, avem a face cu un teatru de factura religioasa
sau politica, caracterizat prin note dominant poetice, patetice. Un
graitor reper este maiestria dalang-ului, cu gestica lui care aduce cu o
vraja. Avand la baza textele marilor epopei hinduse, arta pe care o
stapaneste, raspandind mister, recurge la tehnica diafana a teatrului
de umbre.

Cum rareori intalnim genuri in stare pura, chiar si acest
ceremonial teatral al Antichitatii indiene era de multe ori pigmentat
cu aluzii comice la intamplari din cotidian. Atunci cand autorul de
recital priveste cu ochi critic societatea, cu malitie sau zambind a rade,
stilul in care se inscrie este unul predominant comic. Comic de farsa,
comic satiric, comic de parodie. Un exemplu elocvent este spectacolul
traditional al papusarului ambulant din Europa secolelor XVI-XIX,
ale carui atuuri erau ritmul alert al miscarilor si ingrosarea detaliilor
de natura plastica si de joc. Tehnica, aproape rudimentara, 1i dadea
posibilitatea manevrarii simultane a figurilor si inlocuirea rapida de
pe mana a unei papusi cu o alta.

Daca solistul este atasat de o anumita formula tehnica, temele
pe care le alege vor trebui sd se adapteze posibilitatilor lui de a le
proiecta scenic. Ne gandim la numerele Laurei Kibel, ale carei miscari
greu de controlat, ca urmare a unor abilitati deconcertante, se
preteaza unor scenarii simple, efectul fiind garantat de modul in care
ea isi realizeaza papusile, cum s-ar zice, ,,din carne si oase”, chiar sub
ochii spectatorilor. Recitalul ei reprezentativ, Va’ dove ti porta il
piede/Mergi unde te duc picioarele, poate avea loc in aproape orice
decor in care exista un scaun. Artista isi face aparitia desculta, cu o
valiza pentru recuzita, piese de costum si elemente de fizionomie a
papusilor. Apoi incepe sa zamisleasca personajele. Pentru primul,
talpa unuia dintre picioare, careia 1i adauga nas si ochi, devine chip,
restul membrului imbracat in costum se transforma in trup, bratele
papusii sunt ale animatoarei. Dupa ce isi interpreteaza partitura, acest
prim caracter il genereaza pe al doilea (fata lui este talpa celuilalt
picior), caruia ,li imprumuti” una dintre maini. Laura Kibel
insufleteste simultan cate doud, chiar trei personaje (ex.: Inger,
Demon, Mos Craciun; Toreador si Taur; Fetita, Floare, Baiat).
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Dupa caz, daca necesitatile textului o cer, recitalul poate face
apel la un sistem inventat. Mark Pitman49, unic interpret in
spectacolul Magnificent Flying Machine /Extraordinara masindarie
zburdtoare, intrebuinteaza pentru a reconstitui lumea profesorului
Bix Horn, care isi doreste sa creeze o masindrie zburatoare, papusi
confectionate dupa o metoda proprie, din obiecte obisnuite. Eroul
central, manuit ,la masa”, are corpul dintr-o haina de aviator, ochii
din ochelari de scafandru, nasul dintr-o trompeta. Pasarea care il
inspira pe Bix Horn este modelata dintr-un instrument muzical.

Nu trebuie pierdutd nicio clipd din vedere punerea in
rezonanta a unui spectacol sau altuia cu publicul din sald, si asta nu
doar din perspectiva tipurilor de papusi folosite, ci mai ales a
mesajului emiss°. E bine sa amintim c4, la origini, teatrul de animatie
s-a adresat indeosebi celor mari, de unde si preferinta multora, astazi,
pentru recitaluri destinate acestora, chiar daca, indeosebi la noi,
partenerii din sala sunt in genere copiii. Exista si artisti care se
adreseaza si adultilor si copiilor deopotriva, dar majoritatea isi
potrivesc lungimea de unda tinand seama de o anumita categorie de
varsta.

Traversim o epocd in care, sub semnul spectaculosului,
publicul isi doreste din ce in ce mai mult sd vada ce poate face un
artist pe scenii, doar de unul singur. In aceste conditii, atribute
precum multilateralitate, plurivalenta, actor total nu pot lipsi din
arsenalul celui care se pregateste sa devina un astfel de artist. Credem
ca, pe taramul teatrului de animatie, echivalentul acelui actor ideal,
numit de unii ,total”, este papusarul de recital. In ,tara” lui orice e
posibil daca e bine argumentat, lucrurile simple dobandesc
profunzimi si frumuseti de vis, nu exista regizor care sa dicteze, nici
tehnici care i se impun, zborul fanteziei, vointa de a face si pofta de joc
nu 1i sunt curmate de nimeni si de nimic. Sau e doar iluzie?...
Oglindind nu numai inzestrarea interpretului-manuitor, dar si nivelul
lui de cultura, discernamantul, capacitatea de a se adapta la diferite
modalitati de expresie sub raza unei viziuni cuceritoare, recitalul

* Mark Pitman, regizor, actor si papusar la Teatrul Garlic, Marea Britanie. A urmat cursuri
de pantomima si miscare scenicd cu Desmond Jones si cu Jacques Lecoq la Paris. A fost
actor la Norwich Puppet Theatre, a predat cursuri de animatie (constructie si manuire) la
Central School for Speech and Drama/Scoala Centrald de dictie si drama din Londra. Sustine
ateliere de teatru de papusi pentru adulti cu nevoi speciale.

%% Vorbind despre stiluri in papusarie, in functie de simbioza mesaj-formd, Anca Doina
Ciobotaru repereazd urmatoarele genuri: spectacole cu mesaj religios, spectacole comico-
satirice, contemporane cu subiecte fantastice, de facturd poeticd, spectacole lirice — Teatrul
de animatie intre magie si artd, prefatd de Natalia Danaila, lasi, Princeps Edit, 2006, pp.
157-162.
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devine un spatiu al libertatii depline, o ,tara a minunilor”, un taram
de vis, dand intreaga masura a complexitatii creatoare a artistului-
papusar.

Acum, revenind la scoala de teatru, o sugestie. Luand in
considerare numarul tot mai mare de absolventi ai specializarilor de
animatie, din diferite institute, posibilitdtile tot mai reduse de
angajare in teatrele de stat, credem ca una dintre variantele de a-i
determina pe tineri sa practice profesia pentru care s-au pregatit este
incurajarea recitalurilor de gen, individuale sau de trupa. De altfel,
prin felul in care isi alcatuieste programele analitice si disciplinele de
studiu, scoala ieseana isi propune sa ofere viitorilor absolventi un
manunchi de cunostinte care sa le permita oricand sa performeze. Mai
mult, spre deosebire de majoritatea celorlalti artisti, papusarul nu
depinde nici de decoruri sau costume complicate, nici de o scena cu
dotari pretentioase, nici de parteneri care sa dea replica, nici de un
ecleraj maiestru. Cu mica sa trupa de omuleti de lemn care nu
obosesc, nici nu imbatranesc vreodatd si care intotdeauna il vor
asculta cu sfintenie, cu un paravan sau ,la vedere”, delimitidndu-si un
spatiu de joc real sau imaginar, el va sti intotdeauna sa ,dea viata”
spectacolului in asa fel incat sa cucereasca audienta.
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Corespondenta text-muzica in opera
Don Giovanni de Mozart

Irina DABIJA °

Rezumat: Opera lirica ,Don Giovanni” de Mozart pe libretul
lui Lorenzo Da Ponte este una dintre operele lirice cele mai cunoscute
si apreciate din istoria muzicii. Geniul lui Mozart este evident in
modul in care reuseste sa contureze personajele operei prin muzica sa.
Unul dintre exemplele elocvente este Donna Elvira, un personaj
aparte pentru acele vremuri, caruia Mozart reuseste sa 1i dea cu
ajutorul muzicii sale o coloratura distincta si subtild, nuantandu-i
caracterul explicit conferit de textul libretului. Acesta este un exemplu
elocvent despre cum muzica imbogateste, nuanteaza, potentiaza sau
sublima trasaturile conferite de un text scris.

Cuvinte cheie: opera, Don Giovanni, Mozart

Istoria operei lirice ,,Don Giovanni-oppure il Dissoluto punito”
incepe in ianuarie 1787 cand succesul pe care 1-a avut _Le Nozze di
Figaro la Nationaltheater din Praga i-a determinat pe impresarii
teatrului sa 1i ceara lui Mozart o noua opera. Reintors la Viena, a
vorbit cu siguranta cu Lorenzo Da Ponte. Din pdcate nu se stie prea
mult despre colaborarea dintre cei doi, deoarece nici unul dintre ei nu
a lasat scris nimic cu privire la raportul lor. Lorenzo Da Ponte, spune
in Memoriile sale ca el a fost cel care i-a propus subiectul lui Mozart,
iar acesta a acceptat.

Mozart cunostea bine comediile lui Moliere, care 1i fusesera
daruite la Paris, in 1778 de prietenul sau Weber, si se stie ca era atras
si chiar indragostit de toate posibilitdtile oferite de carnaval si de
travestirea cu masca. Cunoscand toate acestea putem intelege
motivele pentru care Mozart a acceptat sa compuna opera.

Premiera programata pentru 14 octombrie, cu ocazia venirii la
Praga a arhiducesei Maria Tereza, viitoarea sotie a principelui
Antoniu Clement de Saxonia, a avut loc doua saptamani mai tarziu,
deoarece Mozart nu a reusit sa termine la timp opera. Multi sunt cei
care afirma ca muzica pentru uvertura a fost scrisa in noaptea
dinaintea premierei, iar muzicienii au interpretat-o la prima vedere,
fara nici o repetitie anterioara.

* Profesor titular grad I la Palatul Copiilor Iasi, profesor asociat al Facultétii de Economie si
Administrarea Afacerilor din cadrul Universitatii ,,Al.1.Cuza lasi, doctor in filologie
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Il Dissoluto punito o sia Il Don Giovanni - dramma giocoso in
due atti a avut premiera pe 29 octombrie 1787 la Praga. Opera a avut

un succes enorm, asa cum o demonstreaza si recenziile vremii.

La Viena, insa, opera a fost cantata pentru prima data pe 7 mai
1788, la Burgtheater, iar Lorenzo Da Ponte scrie in Memoriile sale ca
in prima seara opera nu a placut, si a continuat pentru o perioada sa
nu fie pe placul publicului vienez cu toate retusurile facute. Totusi
acest insucces s-a transformat incet intr-un succes. Nu exista
documente care sa confirme aceasta schimbare, ci doar articole care
prezinta contrariul.

In zilele noastre, Don Giovanni de Mozart este una dintre cele
mai cunoscute, apreciate, vizionate si studiate opere, inscriindu-se pe
lista capodoperelor universale ale muzicii.

Opera lirica nascuta in Italia incepe sa sufere unele trasformari
in primele decenii ale secolului al XVIII-lea observandu-se o
diminuare a marelui succes pe care l-a avut opera seria italiana fiind
treptat inlocuita de opera seria reformata bazatd pe schimbarile
instrumentale introduse de Gluck si de opera buffa, tot mai la moda
incepand cu anii 1750 —1760. Opera seria, cu scindarea sa riguroasa
intre recitative (seci sau acompaniate) si arii, cu libretele sale cu teme
nobile si eroice, era expresia legaturii cu Barocul, in timp ce opera
buffa sau opera semi-seria erau destinate sa dea voce noului si
schimbarilor de sensibilitate si gust aparute atat in gandirea
compozitorilor cat si a publicului secolului al XVIII-lea.

Atat opera seria cat si opera buffa aveau libretele bazate pe
acea schema, simpla aparent, dar extrem de ingenioasa in realitate,
gandita de Metastasio, care dadea o mare importanta muzicii, fara sa
nedreptateasca insa nici poezia. Fiecare scena cu adevarat importanta
era compusa din doua parti distincte: actiunea dramatica propriu-zisa
( si in viitor, actiunea comica) si expresia lirica a scenei. Muzicianul
trebuia sa rezolve problema actiunii dramatice cu un recitativ, dar
cantaretul uita apoi ca este personaj dramatic si isi exprima propriile
emotii, in timp ce compozitorul profita de situatie pentru a scrie o
arie. Deoarece de multe ori subiectele operelor si desfasurarea actiunii
acesteia erau foarte bine cunoscute, publicul astepta cu nerabdare
ariile, fiind singurele diferite de la o creatie la alta, unicele bucati
muzicale si poetice noi pentru fiecare operi. In secolul al XVIII-lea si
mai tarziu, ariile vor constitui partea cea mai importanta a dramelor
muzicale. Opera devine astfel o alternare de actiune si de respiro, iar
dacad recitativul este partea cea mai importanta a libretului, aria
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constituie partea mai valoroasa a partiturii. Acesta reprezenta un
compromis bun care permitea, in limitele conventiilor stabilite,
dezvoltarea libera atat a poeziei cat si a muzicii, reusind sa satisfaca in
acelasi timp si dorinta de glorie a cantaretilor, asa-numitii virtuosi
(virtuosi).

In ceea ce priveste opera buffa, diversele istorii ale muzicii
considera ca isi are originea in acele Intermezzi napoletane fiind
puternic influentata de Commedia dell’Arte. Primele Intermezzi aveau
multe in comun cu teatrul improvizat (Improvisa), de la personaje,
mai mult tipuri, masti decat caractere umane propriu-zise, pana la
repetarea situatiilor si a subiectelor, precum si actiunea bine
inchegata si dialogul bazat, in cea mai mare parte pe folosirea
dialectului, ceea ce 1i conferea un ton realist popular.

Daca opera buffa din primele decenii ale secolului al XVIII-lea
parea sa sufere de un complex de inferioritate fata de opera seria,
acest lucru a constituit un beneficiu deoarece nu a fost legata de
soarta acesteia din urma si nici nu a trebuit sa se supuna conventiilor
destul de rigide pe care trebuia sd le respecte. Virtuosii nu doreau sa
cante in opere buffa astfel incat au aparut noi interpreti. Pentru
prima datd, in rolurile de femei erau distribuite femei care, pe
parcursul operei erau acompaniate sau contrazise de voci de basi si de
baritoni, roluri incredintate personajelor apartinand claselor sociale
inferioare. Opera buffa a creat un nou stil, mai viu, mai flexibil, mai
curgdtor: recitativul buf era mai rapid, mai saltaret, prezentand
uneori o miscare destul de vertiginoasa; personajele, de cele mai
multe ori din popor, au tonuri simple, proaspete. In concurenti cu
personajele este orchestra care imita cu ajutorul instrumentelor
miscarile umane ce tradeaza emotiile personajelor, si care devine,
treptat, o colaboratoare tot mai fideld a acompaniamentului.

Virtuosul, care nu stia sa faca altceva decat sa cante a fost
inlocuit in opera buffa de cantaretul ce trebuia sa stie si sa recite, si sa
se miste pe scend, sa danseze, sa exprime prin pantomima actiuni si
sentimente.

Este interesant de observat faptul ca, daca libretul operelor
bufe are un caracter preponderent comic, muzica pastreaza caracterul
comic doar pentru recitative sau pentru partile de ansamblu, dar in
compozitia ariilor, muzicianul secolului al XVIII-lea se simte in
primul rand compozitor si este deci serios. Se realizeaza astfel o
impletire muzicald intre elementele bufe si cele serioase, muzica si
libretul se modeleaza unul pe celdlalt si luneca spre sentimental.
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Aceste noi trasaturi erau perfecte pentru redarea amestecul de
erotism, supranatural, comic si actiune prezente in tema Don Juan.

W.A. Mozart nu a folosit niciodata termenul de dramma
giocoso. Manuscrisul autograf nu are subtitlu, dar pe 28 octombrie
1787, in catalogul tematic a scris: Il dissoluto punito o il Don
Giovanni; opera buffa. Astfel, este incorect sa vorbim de dramma
giocoso de Mozart sau sa sugeram ca Lorenzo Da Ponte si
W.A.Mozart ar fi descris opera in acesti termeni. Subtitlul dramma
giocoso este intalnit doar in libretul lui L.Da Ponte. Importanta celor
doi termeni, independent de semnificatia lor exacta ( dramma -
drama, giocoso — glumet, sagalnic; dramma giocoso — opera bufd ) a
fost de multe ori supraevaluata.

In acele vremuri, compozitorii nu aveau o oferti generoasi din
care sd aleagd, asa cum se intampla cu libretistii. Existau doar opera
seria si opera buffa. Mozart nu putea sa isi defineasca compozitia in
opera seria, deoarece actiunea simultana, introducerea de personaje
din clasa sociald de jos si abundenta scenelor comice nu permiteau o
astfel de denumire. De altfel, distributia unei opere buffa ar fi putut sa
contina si un personaj serios, ca Don Ottavio, aldturi de cele bufe, iar
prezenta scenelor patetice cu un impact puternic asupra publicului era
un lucru obisnuit. Toate aceste elemente constituie motive care ne
explica de ce Mozart nu a ezitat sa isi defineasca creatia, opera buffa.

Lorenzo Da Ponte, insa, avea de unde alege. Orice libretist
italian de la sfarsitul secolului al XVIII-lea avea la dispozitie o mare
varietate de indicatii tipologice: dramma (dramia), dramma per
musica (opera, drama pentru muzica), dramma serio (drama
serioasa), dramma tragico-comico o tragicomico (drama tragico-
comica sau tragicomicda), commedia per musica (comedie pentru
muzica) — termen folosit adesea cand libretul avea la baza o drama, o
comedie vorbita -, dramma comico (drama comica), dramma giocoso
(drama bufa), dramma buffa (drama bufa) si multe altele. Este
interesant de remarcat faptul cd Da Ponte nu a ales subtitlul de
dramma tragico-comico, cum a fiacut pentru Axur pe muzica lui
Salieri.

In ceea ce priveste titlul : I1 Dissoluto punito (Desfranatul
pedepsit) nu este o inovatie a lui L. Da Ponte. Titlul a fost ales,
inaintea sa, de libretistul anonim al operei lui Vincenzo Righini Il
convitato di pietra ossia il Dissoluto , dramma tragicomico (_Invitatul
de piatrda sau Desfranatul — drama tragicomicad) al cérei prim
spectacol a avut loc la Praga in anul 1776.
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Acelasi lucru se observa si cu termenul neutru de dramma per
musica, subtitlu la libretul lui Giovanni Bertati pentru Don Giovanni
ossia il Convitato di pietra, opera intr-un act pe muzica lui Giuseppe
Gazzaniga, libret al carui text a fost folosit de L. Da Ponte ca sursa
majora de inspiratie. Nu este deci nici o indoiala ca titlul explicativ de
dramma giocoso a fost ales in mod deliberat de Da Ponte.

Trebuie sa mai precizdm ca termenul dramma giocoso nu
include nimic ambiguu, paradoxal sau misterios. Spre deosebire de
cuvantul francez drame, cuvantul italian dramma are un inteles
neutru. Nu contine nici cea mai mica conotatie de tragedie sau orice
alt tip particular de opera dramatica. Dramma inseamna ,actiune
scenicd, dezvoltata cu ajutorul cuvintelor”, iar adjectivul giocoso
precizeaza doar cd este vorba de o actiune vesela, distractiva.

Astfel, rezumand: termenii dramma si opera indica o actiune
dramatica, exprimata de cuvinte si respectiv de muzica. Adjectivele
giocoso si buffo ne spun ca actiunea este preponderent vesela. Pe
vremea lui Mozart, dramma giocoso si opera buffa aveau un sens
destul de larg. Considerate in sine, aceste subtitluri nu ne ajuta prea
mult in interpretarea operei Don Giovanni. Singurul lucru de care
suntem siguri este faptul ca aceasta compozitie nu este nici o tragedie,
nici o semi-tragedie.

Joseph Kerman il citeaza in cartea sa Opera ca drama pe
Edward Cone care spunea ca principiul de baza al unei opere muzicale
consta in faptul ca fiecare motivatie de baza trebuie sa fie tradusa si in
termeni muzicali. Nu este de ajuns numai sa se vorbeasca despre ea,
sau si fie doar recitati, trebuie si fie simtiti si ca muzici. Intelegerea
unei drame muzicale nu poate fi ficuti doar prin citirea libretului. In
orice opera putem descoperi ca mesajele muzicale si cele verbale se
sprijind unele pe celelalte sau se contrazic, dar intotdeauna trebuie sa
consideram muzica un ghid pentru intelegerea conceptiei pe care o
avea compozitorul despre text.

Functia poeziei dramatice este aceea de a furniza dramei
muzicale un anumit tip de semnificatii care o imbogateste mult, mai
ales din punct de vedere dramatic.

Un element important al dramei muzicale 1l constituie
raspunsul personajelor la elementele actiunii. Din acest punct de
vedere, poezia poate face mai mult decat expunerea in proza sau
punerea personajelor in anumite relatii fizice si psihologice.
Importanta acestor relatii, precum si cea a evenimentelor este
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determinata de calitatea versurilor. Tragem concluzia ca forma
dramatica este realizata de poezie impreuna cu structura intrigii.

Un fragment poetic ( ce ar corespunde ariilor) nu 1ntrerupe
actiunea si nu este considerat nepotr1v1t pentru personaj, ci
dimpotriva, poate, uneori, sa determine, sa influenteze intregul curs al
dramei prin calitatea senzatiilor transmise. In aceste cazuri, putem
considera poezia dramatica drept element vital al actiunii.

Cu toata flexibilitatea si transparenta poeziei, chiar si
exprimarea cea mai pasionala (declamatia) se situeaza pe un nivel de
rezerva emotiva pe care muzica reuseste sa il depaseasca cu usurinta.
Muzica poate fi simpla si imediata in prezentarea conditiilor si
nuantelor emotive. Astfel, dacd intr-o operda ne putem abandona
emotivitatii, intr-o drama nimeni nu inceteaza sa gandeasca. Muzica
este si un mijloc natural pentru a exprima diferite tipuri de atmosfera
si de sentimente, fiind utilizata in acest scop si in teatrul vorbit.

In ceea ce priveste forma, muzica are contururi clare si
puternice: reluarile, cadentele, tranzrgnle inter-relatiile si moduldrile
sunt mecanisme pe care a invatat sa le trateze cu o mare maiestrie. In
drama muzicald, functia imaginativa a muzicii si cea a poeziei este in
fond aceeasi. Fiecare are responsabilitatea finald a succesului dramei,
deoarece tine de competenta fiecareia sa defineasca reactia
personajelor la evenimente si situatii. Ca si poezia, si muzica poate
revela ,calitatea” actiunii si poate determina astfel forma dramatica .
Opera nu este doar un simplu concert cu personaje imbracate in
costume, sau o drama a caror puncte culminante si a carui ton general
erau subliniate de muzica, ci o forma artistica cu propria sa coerenta,
cu propria sa intensitate si sfera expresiva. Opera este un tip de drama
a carei intreaga existenta este determinata de la un capat la celalalt de
expresia muzicala.

Conform solutiei clasice din secolul al XVII-lea, muzica
zugraveste ,,sentimente”. Secolul XX tinde, mai degraba sa distingd in
muzica anumite tipuri de ,,semnificatii” care, prin insasi natura lor nu
pot fi definite cu ajutorul cuvintelor, dar care sunt pretioase si unice
izvorand si depinzand de experienta umana.

W.A.Mozart este primul care reuseste sa caracterizeze
personajele dramei muzicale cu ajutorul muzicii, reuseste sa realizeze
si o caracterizare psihologica a acestora. Chiar si fara sa forteze
actiunea dintr-o arie, Mozart reuseste sa obtind o uimitoare finete
psihologica a personajelor datorita capacitatii stilului sau muzical de a
imbratisa, de a modela si armoniza contraste acute.
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Conform canoanelor secolului al XVIII-lea Don Giovanni este o
opera intr-adevar extraordinara. Timpul si actiunea originare sunt
mentinute pe toatd perioada celor doua acte, chiar daca actiunea nu
prezinta mereu aceeasi intensitate.

O alta caracteristica deosebitd este obscuritatea, prezenta in
opera: cea mai mare parte a scenelor se petrec in locuri deschise,
seara sau noaptea. Si din acest punct de vedere Don Giovanni este un
caz deosebit printre operele secolului sau.

Alaturi de aceste calitati sau caracteristici deosebite ale
libretului, acesta are si multe neajunsuri. Astfel, episoadele sunt
lipsite de coerenta, de cursivitate si de claritate vizuala, ceea ce ridica
probleme compozitorului. Un asemenea libret necesitd o muzica
capabild sa intareasca coerenta si unitatea dramatica.

O examinare atenta a partiturii arata utilizarea unor
instrumente ce servesc la unirea dramatica a scenelor lipsite de
conexiune.

Individualitatea muzicala a personajelor, pastrarea fizionomiei
muzicale a fiecarui personaj, nu doar in timpul ariilor ci, chiar si in
scenele de grup este unul dintre mijloacele folosite de Mozart in toate
operele sale. Astfel, de exemplu, diferenta de caracter dintre Donna
Anna si Donna Elvira este respectata cu strictete in modul de tratare
a melodiei respectivelor roluri. Donna Anna, care este o tanara legata
de conventii, isi exprima sentimentele cu respect, cu miscari melodice
elegante, chiar in momentele de puternici emotie. In schimb, Donna
Elvira subliniaza permanent atitudinea ei anticonformista cu ritmuri
nervoase si linii melodice originale. Cand, uneori, pare sa imprumute
formula gratioasa a fiicei Comandorului, asemanarea este doar
superficiala, adevaratul sau caracter fiind tradat de contextul
neregulat in care este inclus motivul.

In ceea ce priveste aspectul muzical, dintre toate personajele
doar Don Giovanni pare cel mai putin omogen. Dacia am compara
limbajul sdu melodic in diverse episoade (Introducere — n.1, cele doua
intalniri cu Zerlina — n.7 si n.13, duetul cu Leporello — n. 14, scena
balconului — n.15, cea in care ii invinge pe tdrani — n.17, cea a
banchetului intrerupt de Elvira — n.24) observim cad intdmpinam
dificultati in a-1 distinge ca personaj. Fara indoiala, insa, ca acesta era
si scopul lui Mozart. Don Giovanni nu are omogenitatea celorlalti,
tocmai deoarece el se adapteaza usor la orice situatie. Aceasta
flexibilitate de caracter de care da dovada il ajuta sa obtina ceea ce isi
doreste, il ajuti si isi atingi scopurile pe care si le propune. In fiecare
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scena se schimba in functie de situatie, astfel incat sa fie capabil sa
manevreze in mod eficient persoane din orice clasa sociala. Cu Zerlina
foloseste un limbaj melodic diferit de cel cu care se adreseaza Donnei
Elvira; Masetto si prietenii lui sunt tratati, din punct de vedere
muzical diferit de Leporello. Uneori se schimba chiar pe parcursul
aceleiasi scene, ca in cvartetul din actul I. Un Don Giovanni coerent
nu ar reusi sa isi domine adversarii, sa 1i uimeascd, sa 1i ia prin
surprindere si in acelasi timp sa ne convinga pe noi, publicul.

Frits Noske considera ca dintre adversarii lui Don Giovanni,
figura Donnei Elvira este cea mai interesanti. In secolul urmétor
Donna Anna va deveni principala antagonista a lui Don Giovanni, in
opera lui Da Ponte-Mozart, nefiind decat un personaj strans in
rigorile legilor sociale. Este posibil ca cei de la sfarsitul anilor 1700 sa
nu fi stiut cum sa se comporte cu Donna Elvira, care era, cu siguranta,
,0 dama” foarte extravagantia pentru timpul ei. Ea este singurul
personaj capabil sa il inteleaga pe Don Giovanni, ceea ce credem ca se
si intampla, deoarece se comporta asemenea lui, fara sa tina cont de
regulile si conventiile sociale. La Moliere se stie ca a fugit cu Don
Giovanni dintr-o manastire. La Da Ponte acest lucru apare doar
amintit destul de vag. La fel ca barbatul pe care il iubeste, Donna
Elvira ar fi putut fi repudiata de societate, din motive total diferite fata
de cele care i se puteau reprosa lui Don Giovanni.

Donna Elvira apare in trei tertete si in fiecare dintre ele canta
alaturi de Don Giovanni si Leporello.

Primul tertet nu apare ca atare, ci ca arie, deoarece prezinta
monologul ei, ascultat pe furis si comentat de Don Giovanni si
Leporello. Nici cei doi si nici publicul nu cunosc adevarata ei poveste.
Donna Elvira canta in stilul operei seria plangandu-se de tradarea
iubitului si cu salturi melodice originale, pauze neasteptate si accente
exagerate da aproape impresia de isterie. Este prezentata ca o
persoana ridicola iar efectul este intarit de un detaliu ce nu putea sa
treacd neobservat publicului din vremea lui Mozart. Donna Elvira
intra imbracatd in haine de céldtorie. Discrepanta dintre aceste umile
haine de calatorie si stilul operei seria in care canta producea cu
sigurantd un efect hilar in public. Spectatorii de astdzi nu ar vedea nici
un motiv pentru a considera intrarea pe scena a Donnei Elvira drept
ridicola, deoarece marea majoritate dintre noi cunoaste deja intriga
operei si are in minte imaginea personajului, si apoi, foarte putini
sunt cei care cunosc trasaturile si conventiile impuse de o opera
serioasa in contrast cu una bufa.
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Urmatoarea scena in care apar cele trei personaje este
cunoscutul ,tertet al balconului” de la inceputul Actului al II-lea. Pana
acum am avut timp sd o cunoastem mai bine pe Donna Elvira. Acum
nu ne mai pare ridicola si stim ca este singurul dintre personaje ce
demonstreaza ca poseda mult curaj moral si un suflet cald. Dar chiar
si acum ne este prezentata intr-o scena comica, dar de un comic amar.
Daca in Actul I era ridicola prin propria sa persoana, acum este
ridicola situatia in care se gaseste. Scena poate fi impartita in trei
pirti. In prima parte, Donna Elvira isi exprima zbuciumul interior
datorat celor doua sentimente contradictorii care o stapanesc: ura si
dragostea pentru Don Giovanni. In a doua parte acesta i se adreseaza,
aratand inca o datd marea putere de adaptabilitate pe care o poseda.
Cu o melodie fascinanta, ii arata ca se caieste si, in acelasi timp, ca o
iubeste (ambele sentimente fiind simulate), reusind astfel sa o
recucereascd. Publicul stie cd Donna Elvira ascultd vocea lui Don
Giovanni, dar cd barbatul din fata ei este Leporello, imbracat in
mantia stipanului. Bineinteles ci aceasta provoaca un efect comic. In
acelasi timp scena este profund emotionanta, deoarece putem
prevedea cu usurintd infrangerea si farsa dureroasa jucata Donnei
Elvira. In ultima parte, cuvintele Donnei Elvira exprimi inci
neincredere si incertitudine, dar muzica lui Mozart ne convinge ca ea
lI-a iertat deja. Unii critici considera ca Da Ponte da glas ratiunii
Donnei Elvira, iar Mozart inimii sale.

La sfarsitul Actului al II-lea cele trei personaje se reintalnesc,
dar intr-o situatie diferita: Don Giovanni, asezat la masa intinsa este
servit de Leporello in timp ce muzicantii canta fragmente din opere
populare ( inclusiv Figaro de Mozart). Dintr-odata apare Donna
Elvira, care intra grabita in camera si 1i da lui Don Giovanni ultima
dovada a iubirii sale, si poate cea mai mare: i spune cd va renunta la
el daca se va cai salvandu-si astfel sufletul. Don Giovanni o trateaza
insd, cu ironie si atunci ea 1i raspunde intr-un limbaj total neadecvat
unei doamne din clasa sa sociala:

»Restati, barbaro Ramai cu bine atunci,
nel lezzo immondo, in murdaria crasa,
esempio orribile exemplu oribil
d’iniquita!” de josnicie!

Donna Anna nu ar fi folosit asemenea cuvinte oricat de mare ar
fi fost emotia pe care ar fi trait-o. Donna Elvira insa, dovedeste ca are
un caracter mai vulcanic si nu poate sa isi controleze spusele, nu
reuseste sa respecte tonul specific clasei sale sociale.
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In afard de Don Giovanni, Donna Elvira este cu siguranti
personajul cel mai bogat si cel mai modern al operei. Doar ea reuseste
sa depaseasca barierele epocii si sa se transforme intr-o eroina
autentica.

In concluzie afirmam ci libretul lui Lorenzo Da Ponte arati de
multe ori faptul cd a fost scris in mare graba. Cu toate ca este foarte
reusit in unele detalii si ofera solutii noi partiturii, nu ofera unitatea
pe care o au libretele Nozze di Figaro si Cosi fan tutte. Nici Mozart, cu
tot efortul pe care l-a depus, nu a reusit sa remedieze intru totul
incoerentele prezente in text, reusind, totusi, sa compenseze lipsurile
libretului lui Da Ponte.

Din examinarea si identificare structurilor muzicale specifice
operei, ne dam seama de modul in care Mozart s-a apropiat de intriga
si de tehnica dramatica utilizata. Astfel, observam ca fiecarui personaj
al operei 1i corespunde un profil muzical propriu, ce ne ajuta sa il
identificam ori de cate ori apare pe scena. Exceptie face Don
Giovanni, care nu are o caracterizare melodica proprie, tocmai pentru
a sublinia puterea sa de a se preface, de a se adapta fiecarui personaj
cu care intra in contact, reusind astfel sia fie intr-o permanenta
schimbare, imprevizibil, surprinzandu-si in acest fel adversarii si
profitaind de uimirea sau credulitatea lor reuseste sa obtinad ceea ce
doreste.

Lipsa de coerenta a libretului este compensata de Mozart prin
reluarea in arii a melodiei ce pare sa se identifice cu motivul prezent
in finalul ,recitativelor seci” precedente acestora.

Talentul imens al lui Mozart precum si preocuparea sa pentru o
apropiere cat mai mare intre text si muzica rezulta din modul in care
este folosit acest motiv melodic, uneori pentru a anticipa publicului
ceea ce va urma, alteori pentru a caracteriza un personaj (pe Don
Giovanni).

Acestea sunt cateva dintre structurile muzicale specifice operei
Don Giovanni care ne dau o imagine mai clara a stransei legaturi
dintre libret si partiturad, a finei intuitii, a inteligentei subtile si a
talentului enorm al lui Mozart, calitati fara de care nu ar fi reusit sa
conceapa o asemenea capodopera care a uimit si in aceeasi masura a
incantat atat pe contemporanii sai cat si generatiile urmatoare.

Opera Don Giovanni reprezinta si un nou gen in dramaturgia
muzicald, fiind considerata prima drama muzicala psihologica,
deoarece accentul cade mai putin pe desfasurarea actiunii dramatice
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si mai mult pe conturarea si aprofundarea psihologica a personajelor,
in special in caracterizarea lor muzicala.
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Criza valorilor familiale— o perspectiva milleriana

Elena CIORTESCU °

Rezumat: In anul 1991, Arthur Miller scria doui piese de
teatru care pareau sa se preocupe in primul rand de sfera privata a
individului. Cu toate acestea, atat The Ride down Mt. Morgan (Cursa
pe muntele Morgan) cat si The Last Yankee (Ultimul Yankeu) s-au
dovedit a fi mai mult decat doua piese avand drept tema esecul
personal, reusind astfel sa diinuie in timp si sd emotioneze publicul
chiar si astazi, la mai mult de douazeci de ani de la lansarea lor,
datorita aspectelor profunde pe care le aduc pe scena. Ruptura
familiala este, din nefericire, un aspect al vietii noastre cotidiene in
aceeasi masura in care aceasta se facea simtita in anii 1990; cauzele
sale cele mai profunde se regasesc la nivel socio-economic iar
consecintele sale determina structura societatii din care facem parte.
Aceasta tema a constituit un punct de interes constant pentru Miller
in piese precum: All My Sons (Toti fiii mei) (1947), Death of a
Salesman (Moartea unui comis voiajor) (1949), The Price (Pretul)
(1967), The American Clock (Ceasul american) (1980). Opera lui
Arthur Miller s-a dovedit atemporala, fapt ce se datoreaza, printre
altele, si temelor pe care acesta le-a abordat in piesele sale din anul
1991: The Ride down Mt. Morgan si The Last Yankee.

Cuvinte-cheie: familie, societate, tradare, depresie

Introducere

Miller a crezut mereu in echilibrul dintre societate si individ,
considerand cd masura in care societatea poate interveni in sfera
privata a individului trebuie sa fie egald cu masura in care individul
poate, la randul lui, sa se exprime liber, fara sa afecteze in mod
negativ pe ceilalti. De aceea, contextul socio-politic se dovedeste a fi
de o importanta capitala pentru opera lui Miller. De exemplu,
perioada in care Ronald Reagan a fost presedinte (1981-1989) a
influentat in mod cert opera dramaturgului intrucat The Ride down
Mt. Morgan are drept personaj principal un om al erei Reagan:
Lyman Felt. Acesta incarneaza competitia acerba, lipsa de
responsabilitate, individualismul extrem care au dominat perioada
respectiva. Pentru acesta, ca si pentru o intreaga generatie, valorile

* Teaching Assistant, PhD, Faculty of Economics and Business Administration, “Alexandru
Ioan Cuza” University, lasi
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traditionale sunt anulate in favoarea implinirii personale cu riscul ca
acest lucru si implice o viati dubld, doud sotii, dous familii. In mod
paradoxal, tradarea a devenit un act de sinceritate fata de sine. Haosul
generat de climatul economic, social si politic al anilor 1980 a avut
consecinte grave asupra integritatii individuale.

The Last Yankee echilibreaza intr-o anumita masura abordarea
lui Lyman Felt desi Miller pastreaza si aici tonul pesimist cu privire la
societatea de la inceputul anilor 1990. Daca, in Ride, Miller adopta un
ton apocaliptic in ceea ce priveste disiparea familiei, in Yankee,
dramaturgul pare sa caute echilibrul in portretizarea putinelor valori
traditionale ce au mai ramas, sugerand, desi mai degraba timid, ca
exista speranta de vindecare.

Faptul ca actiunea este plasata intr-un spital de boli mintale
reflectd boala ce pare sa fi cuprins spiritul unei intregi societati.
Ultimul yankeu la care se face referire in titlu este Leroy Hamilton,
descendent al lui Alexander Hamilton, a carui sotie a fost internata
din cauza depresiei de care sufera. Boala acesteia este provocata in
primul rand de incapacitatea sotului ei de a se adapta intr-o societate
in care primeaza interesul pentru confortul financiar. Patricia
Hamilton a fost pe deplin asimilata de societatea in care competitia
acerba constituie motorul principal iar motivul pentru caderea sa
psihica este refuzul sau de a accepta faptul ca sotul ei nu este o
persoana competitiva. O alta perspectiva este oferita de cazul Karen
Frick, colega de salon a Patriciei, a carei depresie este provocata de
faptul ca sotul ei, John Frick, in preocuparea de a deveni din ce in ce
mai bogat, a uitat sa iubeasca.

The Ride down Mt. Morgan

Intr-un interviu acordat lui Christopher Bigsby in anul 1995,
intrebat fiind daca Ride era o piesa despre anii ‘80, mai precis, despre
o societate bazatd pe competitie, ce ignora responsabilitatea
individuald si principiile morale, Miller raspundea: “Este o piesa
despre valori relative. Daca simt, trebuie sa fac. Daca imi plac doi
oameni in acelasi timp, am dreptul sa-i trddez pe ambii, in acelasi
timp. (...) Piesa reprezinta o incercare de a examina moralitatea unui
om macinat de o pasiune necrutatoare pentru doua familii. Incearca
sa fie loial amandurora insa ambele sfarsesc tradate.”s* Confuzia lui
Lyman produce haos in propria-i existenta datorita convingerii sale ca
poate avea totul, ignorand faptul cd, in viata, cu totii trebuie sa facem
alegeri. Aceasta caracteristica a convins critica vremii ca Lyman Felt

>! Bigsby, Christopher, Remembering Arthur Miller, London, Methuen, 2005, pp. 295-6
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este, in primul rand, un individ al erei Reagan, cand familia nu mai
era perceputa ca stalp al societatii iar individualitatea — candva una
dintre valorile americane cele mai de pret— a luat forma
individualismului radical alimentat de lacomie si competitie rapace.

Asadar, The Ride Down Mt. Morgan a fost deseori discutata in
contextul politic si economic in care a fost creata. Implicit, faptul ca,
in anii 1980, Statele Unite se aflau sub administratia Reagan, si-a pus
amprenta in mod cert asupra piesei. La momentul in care a devenit
presedinte, in anul 1980, Ronald Reagan era un fost actor si fiu al
unui comerciant de pantofi. Unul dintre criticii care au ilustrat foarte
bine paralela Lyman - Reagan este Susan Abbotson care, pornind de
la afirmatia lui John Shockley care considera ca Willy Loman,
personajul principal in Death of a Salesman — era de fapt “prototipul
Reagan” (Reagan era fiul unui comerciant, fapt ce il familiarizase cu
lumea lui Willy Loman), avanseaza premiza conform careia Lyman
Felt se incadreaza in galeria comerciantilor lui Shockley. Reagan
castigase cursa electorala datoritd campaniei sale in care a combinat o
“platforma conservatoare cu celebrarea pe un ton optimist a valorilor
traditionale americane”s2. Abbotson sustine cd, in timp ce
protagonistul din Salesman doar a visat sa fie ceea ce Reagan a reusit
sa devina — popular, implinit pe toate planurile si aratos -, Lyman Felt
a si reusit. Aceasta concluzioneaza ca piesa “reprezinta o evocare a
vietii In America in anii 80, in timpul administratiei duplicitara si
deseori contradictorie a unui fost star de cinema (Reagan fusese
actor) si poate fi perceputa “ca documentul narcisismului moral ce a
dominat era Reagan”s3.

Il gdsim pe Lyman Felt — omul de afaceri de succes — internat
in spital din cauza unui accident rutier. Aflam ca are doua familii si ca,
de aproape zece ani, acesta duce o viata dubla: s-a casatorit cu cea de-
a doua sotie, Leah, in anul in care Reagan fusese ales presedinte fara
insa a divorta vreodata de Theodora, prima sa sotie. De-a lungul
piesei, drama lui Lyman este dezvaluita: figura tatdlui sau l-a
influentat profund, inspirandu-l si intimidandu-l in acelasi timp iar
acum, chiar si dupa moartea sa, inca il bantuie. Figura tatdlui se
concretizeaza intr-o serie de critici si restrictii pe care acesta le
impune fiului sau: “Fereste-te de americance! Toate-s niste tarfe! Nu
aduc decat probleme! Mai ales in afaceri!”54 Deseori, isi descurajeaza

52 Encyclopaedia Britannica, vol. 9, London, Encyclopaedia Britannica, Inc., 2009, p. 972

>3 Abbotson, Susan C.W., From Loman to Lyman: The Salesman Forty Years On, in The
Critical Response to Arthur Miller, edited by Centola and Cirulli, Westport, Conn., Praeger
Publishers, 2006, pp. 441-9.

% Miller, Arthur, The Ride Down Mount Morgan, New York, Penguin Books, 1991, p. 74
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fiul spunandu-i cd nu va reusi niciodata sa devina un american
adeviarat, de succes. Spre sfarsitul piesei descoperim ca succesul in
afaceri si esecul in relatiile personale apar, in cazul lui Lyman, ca o
consecinta a relatiei dezastruoase cu tatal sau. Asa cum arata Centola
in Impulse of Betrayal, sovinismul lui Lyman nu o afecteaza doar pe
Theodora (asa cum incearca Leah sa sugereze: “Nu-i treaba mea, insa
ura ta fata de femeia aceasta este monumentala. Vreau sa spun ca este
pur si simplu...oceanica!”s5) ci se revarsa asupra tuturor femeilor din
viata sa.

Initial, Lyman se casatorise cu Theodora, o femeie cu solide
convingeri protestante, dupa care a luat-o de sotie pe Leah, o evreica,
raspunzand astfel instinctelor care stateau la baza relatiei cu aceasta
din urma. El insusi fiul unui albanez cu o evreica, Lyman cauta
combinatia perfectd intre Theo — tipul care se supune exclusiv
regulilor — si Leah, cea care face uz de pasiune si sexualitate pentru a
incilca regulile atat de importante pentru Theo. In acelasi timp, el
cauta sa identifice sursa tuturor necazurilor sale: ,Lyman este numele
judecatorului din Wooster, Mass., care i-a acordat tatalui meu
cetatenia americana. Felt este prescurtarea de la Feltman, numele
mamei mele. L-au ales pe acesta pentru ca numele tatalui meu era
imposibil de pronuntat si si-au dorit ca fiul lor sa fie un american de
succes.”s® Pe parcurs, Lyman isi da seama ca ascendenta mamei sale a
fost aceea care i-a adus toate problemele: “In inima de evreu existi un
avocat si un judecator iar in cea de albanez, un bandit care sfideaza
guvernul cu un cutit”s”. Incearci din risputeri s se convingi, pe sine
dar si pe cei din jur, cd nu e nimic in neregula in a avea o viata dubla,
doua sotii, doua familii. Neaga prin orice mijloace ca ar fi ficut ceva
gresit iar cel mai puternic argument la care se poate gandi este
autenticitatea sa ca fiinta umana: ,(...) Doar un ratat ar putea trai
viata altcuiva; eu mi-am trait-o pe a mea; asa putreda cum ar putea
parea, este a mea. Si nu sunt cu nimic mai rau ca altii!”s8 Mai mult
decat atat, considera ca singura regula pe care a incalcat-o a fost cea a
ipocriziei. Singurul sau legamant in fata vietii este sa nu se sacrifice
pentru ceva in care nu crede, ca de exemplu in monogamie.

Cele doua femei sunt mai complexe decat apar initial: desi la
inceputul piesei, Theo pare o femeie practica, inflexibild, pe parcurs,
ni se dezviluie latura sa manipulatoare iar onestitatea sa devine

> Idem, p. 114
%% Tbidem, p. 51
> Tbidem, p. 52
> Ibidem, p. 80
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discutabila. Mai mult decat atat, spre finalul piesei, aceasta isi
exprima disponibilitatea de a face compromisuri in privinta
duplicitatii sotului sdu. Acesta din urma o descrie cel mai bine pe
Theodora: “(...) increderea ta naivd in mine si dezamagirea ta;
idealismul tau si lacomia ta de sanatate; tandretea bizara a degetelor
tale de lemn, stilul tau protestant incurabil de a gati; cunostintele tale
solide in toate si lipsa ta de experienta sexuala; intelepciunea si
devotamentul tau de mama, lipsa ta de toleranta si extremismul
politic precum si dragostea ta de tara de neclintit — Theodorismul
tau!”s9

Pe de alta parte, Leah, mai tanara cu douazeci si patru de ani
decat Lyman, este o femeie moderna, independenta; este familiara cu
minciuna (aspect sugerat de asemenea de fonetica numelui sau),
manipulandu-] astfel pe Lyman in a se casatori cu ea. Prima reactie la
aflarea vestii cad este casatoritd cu un bigam este sa-l dea in judecata
pentru a se asigura ca va incasa suma cuvenita. Leah il descrie cu
acuratete pe Lyman cand spune ca: ,,(...) probema e ca isi doreste atat
de multe; precum un copil la targ; vrea si un mar caramelizat, si o vata
de zahar, si o cursa in carusel (...) uneori mi se parea ca era ca Si cum
deja traise o viata chinuita, privata de tot ce si-ar putea dori un om, si
parea hotarat ca, de data asta, sa nu rateze nimic din tot ce i-a lipsit
odinioara”®°, Lyman ar putea fi chintesenta tensiunii prezente in
fiecare dintre noi: corect/gresit, curat/murdar, bine/rau,
moral/pervers”¢. Atitudinile sale reflecta in mod clar aceste tensiuni
— in timp ce, in viata sa cu Theo, nu vaneaza niciodata si 1i este teama
de viteza, in compania lui Leah piloteaza avioane, merge deseori la
vanatoare si conduce masini puternice. Vrea sa se bucure de viata pe
deplin dar isi da seama ca are nevoie de doua versiuni ale realitatii
pentru a face acest lucru.

Criticii au dezbatut indelung faptul ca piesa Ride a fost scrisa
ca raspuns la atmosfera haotica care a dominat perioada anilor ’80.
Asa cum arata si Abbotson in A Critical Companion to Arthur Miller,
bigamia lui Lyman este o reflectie a absurditatii unei culturi ultra-
comerciale, dominate de conflict si tradare, unde atat individul cat si
societatea sunt in pericol de anihilare. In ciuda tuturor criticilor si
indoielilor tatalui sau, Lyman a reusit sa implineasca visul american si
sa devina ceea ce Willy Loman doar a visat. Miller il descrie pe Lyman
astfel: “Acest personaj este teribil, inspaimantator insa reuseste sa

> Ibidem, p. 47
% Ibidem, p. 38
1 Abbotson, Susan C.W., op. cit., p. 445
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construiasca o companie in care primeaza responsabilitatea sociala.
Reuseste sa ajunga in fruntea unei mari companii de asigurari cu
politici liberale vis a vis de minoritati. (...) In acelasi timp, are un
apetit urias pentru viata, femei, pentru tot. Asadar, este un fel de
personaj faustian care, asemenea societdtii noastre, este capabil de
constructie si decontructie la scara larga.”¢2. Asadar, integritatea lui
Lyman consta in refuzul de a-si reprima instinctele, incadrandu-se
astfel in tiparul anilor optzeci cand Miller simtea ca “propriul interes
si preocuparea de sine triumfasera in mod cert in fata responsabilitatii
sociale”®s,

Pornind de la convingerea ca exista o legatura profunda si
extrem de puternicid intre preocuparile sociale si psihologia
individuald, Miller creeaza o drama capabild sa transmita conflictul
dintre Sine si Celalalt. Conflictul este unul natural insa consecintele
sale pot fi ameliorate daca alegerile ficute au la baza loialitatea si
responsabilitatea fati de societate. In cazul in care responsabilitatea
sociala este ignorata, exista mari sanse ca o drama similara cu cea a
lui Lyman Felt si apara. Acesta se amageste crezand ca in toate
deciziile sale a fost onest cu sine si ca nu a gresit cu nimic in fata celor
doua femei, fiind suficient faptul ca le-a asigurat din punct de vedere
financiar: in opinia sa, casatorindu-se cu amandoua, nu face decat sa
se comporte responsabil, atat fatd de sine cat si fata de societate. De
aceea se minte considerand ca bigamia face parte din legaimantul sau
de a trai o viata autentica, ignorand cu desavarsire faptul ca ar putea
rani pe cineva. Viata lui Lyman este centrata pe incalcarea regulilor
sociale. Asa cum arata Steven Centola: ,cand Lyman incalcid una
dintre regulile sacre ale societatii casatorindu-se cu doua femei in
acelasi timp, el nu doar sfideaza dreptul societatii de a impune
codurile conform carora individul isi conduce existenta dar pune sub
semnul intrebarii legitimitatea oricarei pretentii emise de societate
prin care aceasta ar putea defini realitatea fiecarui individ.”64

Refuzul sdu categoric de a-si subordona pornirile instinctuale
regulilor sociale, amagindu-se in mod constant cd cea mai buna
solutie este sd raspunda acestora ducand o viata dubla, determina
imposibilitatea din partea lui Lyman Felt de a face fata celei mai

62 Bigsby, Christopher, The Cambridge Companion to Arthur Miller, ~Cambridge,
Cambridge University Press, 1997, p. 172

53 Idem, p. 171, 168

64 Centola, Steven, “How to Contain the Impulse of Betrayal: A Sartrean Reading of The
Ride Down Mount Morgan” in The Critical Response to Arthur Miller, edited by Centola
and Cirulli, 334-43, Westport, Conn., Praeger Publishers, 2006, p. 339
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importante provocari ale vietii: aceea de a-si pastra identitatea. Desi
bigamia nu a fost un fenomen de scara larga in anii optzeci, dorinta de
a acorda prioritate pornirilor si ambitiilor personale in fata
responsabilitatii sociale a constituit, farda indoiald, o dominanta a
perioadei, ea facandu-se simtita si astazi, aspect asupra caruia Miller a
incercat sa atraga atentia aducand pe scena povestea lui Lyman Felt.

The Last Yankee

In ianuarie 1993, Melanie Kirkpatrick afirma in The Wall
Street Journal ca The Last Yankee este o piesa dedicata valorilor
traditionale precum familia, modestia, sacrificiul, perseverenta si
munca. Conform acesteia, scopul principal al piesei este acela de a
transmite un mesaj clar cu privire la faptul ca acele valori reprezentate
de Leroy Hamilton meritau si fie respectate si pretuite. In mod
evident, in zilele noastre, casatoria nu mai reprezinta institutia sacra,
invulnerabila care a fost candva. Miller a investigat, atat in Ride cat si
in Yankee, “vina ce apare ca o consecintd a abandonului si a
divortului, agonia comica a dorintei si eterna tragedie a tradarii. (...)
Ambele reclama auto-declarata victorie a capitalismului (...) prin
expunerea costurilor ascunse in materie de demnitate si sentimente
umane intr-o maniera straina altor dramaturgi.”®5

Cu alte cuvinte, piesa este mai mult decat o discutie centrata pe
familia in crizd; ,,dubla perspectiva” de care pomeneste Miller in eseul
sau din 1994, About Theater Language, sta la baza celor mai multe
dintre piesele sale si se refera in mod direct la sfera publica si la cea
personald pe care dramaturgul le combina cu atata madiestrie: “este o
perspectiva care (...) defineste latura privata a unui individ si
contureaza in mod simultan anxietatile colective ale unei intregi
natiuni.”®® Miller demonstrase deja in The Ride down Mt. Morgan ca
drama la nivel familial reflecta esecul la nivel national, alegand sa
accentueze acest aspect cu povestea lui Leroy si Patriciei Hamilton, a
lui Karen si John Frick in The Last Yankee.

Actiunea este plasata intr-un spital de boli mintale unde sotia
lui Leroy Hamilton —Patricia - si a lui John Frick — Karen — sunt
internate. Decorul nu este unul intamplator; Miller traia intr-o tara
unde din ce in ce mai multi oameni sufereau de boli mintale, de cele

85 Scanlan, Tom, “The Late Plays of Arthur Miller” in Arthur Miller’s America Theater&
Culture in a Time of Change, edited by Enoch Brater 180-90, Ann Arbor, University of
Michigan Press, 2008, p. 189

6 Roudane, Matthew C., “Arthur Miller and His Influence on Contemporary American
Drama” in The Critical Response to Arthur Miller, edited by Centola and Cirulli, 366-73,
Westport, Conn., Praeger Publishers, 2006, p. 369
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mai multe ori acestia luptand impotriva depresiei. Ambele femei sunt
deprimate si, in ciuda faptului cd modalitatea in care boala devine
activa este diferita in cazul fiecareia dintre ele, sursa este una comuna:
dezamagirea. Patricia este dezamagita de sotul ei, Leroy, care nu
reuseste sa gaseascd o modalitate de a castiga bani: “Doamne, cand
ma gandesc cum a stat atatia ani ...mi-e atat de jena. In acelasi timp, a
refuzat pur si simplu sa faca bani. Fiecare copil al nostru a fost nevoit
sa lucreze inca de cand a invatat sa-si scrie numele.”¢7 Pe de alta parte,
ca membru al unei familii de imigranti, aceasta este dezamagita de
intreaga tara: “Dezamagire. Am crescut asteptandu-ne ca totul sa fie
minunat si ...(...) pur si simplu n-a fost asa.”®8; in acelasi timp, simte
ca sotul ei, la fel ca intreaga natiune de altfel, este deprimat: "Esti
deprimat, Leroy! Nu ai incredere in nimeni pentru ca ti-e teama de
oameni si de aceea nu ai facut niciodata bani. Ai fi putut sa misti
muntii din loc dar nu suporti sa muncesti alaturi de alte fiinte
umane.”9

Leroy Hamilton este ,,ultimul yankeu” din titlul piesei. Este un
tamplar pasionat de munca lui care insa reuseste cu greu sa-si
plateasca facturile; face in schimb cursuri de mandolina si conduce o
masind mai veche de noui ani. In ciuda dorintei sotiei lui de a-1
determina sa castige mai multi bani, acesta refuza orice forma de
competitie - alege sa concureze doar cu el insusi deoarece crede cu
tarie ca: “Noi toti asteptam la o coada unde e doar o singura persoana
in fatd.”7° Leroy nu poate face fata superficialului unei conversatii
lipsite de continut asemenea celei initiate de John Frick in timp ce isi
asteapta sotiile. De aceea se revolta: “(...) toata aceasta conversatie
despre hainele mele — ar trebui sa-mi fie rusine de faptul ca sunt
tamplar? Adica toata lumea vorbeste <munci, munca>, cat are de
munca; pai daca e asa grozav sa muncesti, de ce nu-si doreste nimeni
sa fie muncitor? Auzi vreun parinte laudandu-se cu fiul sau care e
tamplar? Auzi vreodata oamenii laudandu-se cu faptul ca sunt zidari?
Nu stiu ce esti tu, dar eu nu sunt decat un amarat de yankeu.”7*
Izolarea sa este evidentiata de Patricia care o percepe ca pe o trasatura
de clasa: “(...) Sa luam drept exemplu evreii, italienii, irlandezii — cu
totii se alatura italiano-americanilor, irlandezo-americanilor, afro-
americanilor — raman impreuna si se ajuta. Dar ai auzit vreodata de

7 Miller, Arthur, The Last Yankee in Broken Glass& Last Yankee, New York, The Fireside
Theatre Garden City, 1994, p. 26

5 Idem, p. 33

% Ibidem, p. 39

7 Ibidem, p. 42

! Ibidem, p. 20
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yankee-americani? Nici macar in vis. Mareste-i taxele, jefuieste-l,
orice i-ai face, yankeul nu va riposta, va fi din ce in ce mai trist.”72 De
aici putem conchide ca izolarea si depresia au capatat dimensiuni
nationale, fapt asupra caruia Miller atrage atentia mentionand
parcarea uriasa de care dispune spitalul; de asemenea, izolarea de
care vorbeste Patricia ar putea fi o aluzie la individualismul extrem
care devenea din ce In ce mai intens in anii optzeci si nouazeci; la
urma urmelor, a fi american inseamna a fi capabil sa te descurci pe
cont propriu, sa nu depinzi de nimeni.

Ascendenta lui Leroy Hamilton nu este una obisnuita: figura
lui Alexander Hamilton se numara printre acelea ale parintilor
fondatori. Este cunoscut ca fiind ambitios, perseverent si muncitor.
Credea cu tarie ca propriul interes ar trebui sa primeze indiferent de
aspecte precum recunostinta, bundvointa sau morala. Un om cu
asemenea ambitii ar fi avut cu siguranta succes in America atat de
ostila lui Leroy (si in Romania noastra). Cu toate acestea, personajul
lui Miller nu are nici cel mai vag interes fata de nobilii sai stramosi:
intrebat fiind de Frick daca tine legatura cu rudele sale (care probabil
sunt niste persoane foarte importante), Leroy raspunde negativ si
precizeaza ca nici lui, nici tatdlui sau nu le-a pasat foarte mult de
stramosul lor celebru.

Cele doua femei, care se imprietenesc in spital, sufera de
depresie provocata de factori diferiti: in timp ce Patricia s-a prabusit
din cauza veniturilor insucifiente si instabilitatii socio-economice,
Karen, sotia bogatului om de afaceri, se simte abandonata din punct
de vedere emotional; in timp ce Patricia a dat nastere la sapte copii,
Karen nu a fost niciodata mama.

Patriciei i s-a oprit medicatia si a atins o stare in care se simte
bine cu ea insasi, cu statutul si cu familia sa: ,,(...) Trebuie sa nu il mai
invinovatesc pe Leroy.” 73 Pe de alta parte, finalul piesei este unul
rezervat in ceea ce priveste sansele de recuperare ale lui Karen
deoarce sotul ei refuza sa participe la dansul care pare a fi unica
modalitate de comunicare pentru ea; il impiedica sentimentul de jena
si furia care 1l cuprind in fata bolii sotiei sale, fiind astfel incapabil sa
relationeze cu aceasta.

John Frick este un om de afaceri de succes care a crescut in
timpul Marii Crize si al carui discurs este golit de continut; se
limiteaza la a face uz in mod frecvent de clisee care il salveaza de la a

2 Tbidem, p. 26
> Miller, Arthur, The Last Yankee in Broken Glass& Last Yankee, New York, The Fireside
Theatre Garden City, 1994, p. 26
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acorda atentie celor din jur: este ipocrit si rasist. {i este rusine cu sotia
lui si este incapabil s faca fata bolii acesteia; cu toate acestea, sustine
Abbotson, Frick nu ar trebui perceput ca fiind totalmente un personaj
negativ intrucat este si el, intr-o oarecare masura, yankeu in ciuda
faptului cd, pand la urma, intruchipeaza “simbolul corporatist
falimentar din punct de vedere spiritual”74: a reusit sa aiba success si
1i ofera sotiei sale o viata prospera pentru ca si-a implinit visul
american. Cele patru personaje sunt complexe, nefiind pe de-a-
ntregul pozitive sau negative —de exemplu, Karen, desi o victima a
insensibilitatii sotului ei, este de asemenea responsabild pentru
propriul colaps.

William Smith subliniazd ca Miller reuseste sa surprinda
,dezvoltarea economica si sociala a Statelor Unite din anii 1960, 1970
si 1980 in evolutia dinspre piata muncii ciatre noua tehnologie si
corporatii.”’s Leroy Hamilton este ultimul yankeu prin faptul ca se
numara printre foarte putinii americani care inca isi mai gasesc
linistea in natura.

Daca nota de final a piesei este una optimista sau pesimista
este discutabil. Posibilitatea unei vindecari este sugerata de cazul
Patriciei care si-a gasit pacea spirituala si se intoarce acasa: in ciuda
presiunii sociale, ea a renuntat la asteptarile de implinire financiara
din partea sotului ei —,Intre mandolina si masini, mai sunt multe alte
lucruri care ma asteapta”¢. Karen insa sfarseste singurd, incapabila sa
restabileasca o legatura cu sotul ei; ultima imagine oferita publicului
este cea a unei femei pe un pat care ,priveste in gol, dupa care se lasa
pe spate si ramane nemiscatd””7, un semnal ca vindecarea la nivel
national raméane incerta.

Concluzii

Opera lui Arthur Miller are in prim plan omul. De cele mai
multe ori (desi nu intotdeauna), omul lui Miller este prizonier in
labirintul propriilor vise generate de o conceptie gresita a trecutului.
Uneori, lucrurile nu au mers intocmai bine in societatea, economia si
politica Statelor Unite. De exemplu, individualitatea, o valoare
americana atat de pretuita a degenerat uneori in egocentrism ca in
cazul lui Lyman Felt (The Ride Down Mount Morgan), omul care, in
mod eronat, a ajuns sa creada ca doar suspunandu-se propriilor

™ Smith, William, op. cit., p. 91

7 1dem, p. 89

6 Miller, Arthur, The Last Yankee in Broken Glass& Last Yankee, New York, The Fireside
Theatre Garden City, 1994, p. 57

" Idem
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instincte si sfidand o regula sociala fundamentala, ar putea ramane
sincer cu sine. Personajele lui Miller la sfarsitul mileniului sunt
deprimate (The Last Yankee), unele datorita incapacitatii de a se
inscrie In acerba competitie capitalista ce le-ar putea aduce siguranta
financiara, altele din cauza ca sunt private de iubire, stare ce apare ca
o consecintd a dorintei oarbe de implinire financiara. Prin intermediul
celor doua piese si a personajelor pierdute in goana dupa implinirea
personala pe toate planurile, ignorand astfel principiile morale,
dramaturgul atrage atentia asupra pericolului care ameninta
echilibrul social — disiparea familiei.
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De la neorealismul tarziu in teatrul lui Giovanni
Testori la teatrul bazat pe observatii cotidiene in
creatia lui Giuseppe Patroni Griffi

Svetlana TARTAU °

Rezumat: Giovanni Testori a fost unul dintre cei mai
importanti protagonisti ai scenei italiene din a doua jumatate a
secolului al XX-lea. Un autor incomod, izolat de asa-numita societate
literara, a fost profund legat de cultura figurativa de la Gaudenzio
Ferrari la Tanzio da Varallo, a fost captivat in totalitate de reflectarea
unor subiecte precum luciditatea si folia, pietatea si revolta, utilizind
din plin un limbaj experimental si imaginativ.

Intre teatru si cinematografie oscileazi interesul lui Giuseppe
Patroni Griffi, care gaseste in cronica teme pentru a le transpune in
scend, transformindu-le in parabole explosive. In operele sale autorul
si regizorul napolitan foloseste un limbaj crud, raminind mereu
interesat de cronicd si mai putin de istorie. In dramele sale pot fi
recunoscute reminiscente din teatrul eduardian, proiectate cu
naturaletea “parintilor - ruzantieni”. Ele pun in evidenta sentimente
contradictorii, iar orasul Napoli este ales ca simbol al raului intr-o
societate moderna.

Cuvinte cheie: Giovanni Testori, neorealism, limbaj
metaforic, Giuseppe Patroni Griffi, specific napolitan.

Debutul literar al lui Giovanni Testori in timpul razboiului este
legat de dramele intr-un act La morte (Moartea) si Un quadro (Un
tablou), piese ce se plaseaza in cadrul ariei tematicii pirandelliene
deja releva o tentativa de a iesi din aceasta,propunand un mesaj
tulburdator de pietate crestind. Dupa aceste opere si dupa criza
ipotezelor narative incluse in a doua carte Segreti di Milano (Secrete
din Milano), autorul revine in teatru cu dramele La Maria Brasca si
L’Arialda. Acestea contin un mediu si personaje populare, in care
prefigureaza deja alegerea unui spatiu scenic, ce serveste drept un
posibil loc de intalnire a schemelor ideologice, de teme si motive, cu

‘Conferentiar universitar, doctor, decan Facultatea, Teatru, Film si Dans a Academiei de

Muzicd, Teatru si Arte Plastice, Republica Moldova
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investigatii psihologice si religioase, intr-o dimensiune atemporala si
misterioasa.

Aceasta experienta dramatica, care in anii ’60 a fost interzisa si
criticata pentru obscenitate, devine o expansiune exploziva.

Vitalitatea pasionala si tragicd a omului umil de la periferie
reprezinta anxietatea creativa a autorului, care afirma ca: “Adevaratul
teatru este facut pentru a pune probleme definitive si pentru a lasa
publicul in fata unui orizont deschis™8.

Drama protagonistelor, niste femei curajoase si disperate,
consta in ideea ca ele nu reusesc sa traiasca in afara unei dragoste
totale. Pasiunea extrema le duce la autodistrugere, caci nu sunt
capabile sa se stabileasca intr-o perpetud stare umila, catolica si
naturala a familiei.

In opera dramatici Arialda, Testori prezinti doui drame care
se desfasoara paralel: una a Arialdei Reposi, cealalta a fratelui ei,
Eros. Arialda este o spalatoreasa, o fata robusta, celibatara, fiindca si-
a luat in serios fidelitatea in memoria unui logodnic, care nici nu a
reusit s-o atinga, barem, si a murit timpuriu de tuberculoza. Fata a
ramas insa dominatd de obsesia dragostei nerealizate, supusa vointei
fantomei ,geloase” a fostului logodnic. Totusi, Arialda decide sa
accepte propunerea unei casatorii fatale cu senior Amilcare, un
comerciant de fructe, vaduv foarte agitat, cu doi copii, si pare ca nu-i
lipseste perspectiva unui aranjament convenabil si a unei dorinte
intarziate de barbat.

Mizeria si foamea o imping pe alta vaduva, Gaetana, sa-l
seduca pe comerciantul de fructe. Drama se va desfasura intr-o
maniera vibranta, atunci cand Arialda hotaraste sa se razbune,
reusind sa ,plaseze” intre Amilcare si Gaetana o tanara prostituata, cu
obligatia de a-1 cuceri si ,innebuni” pe vanzator. Va fi ea, oare Arialda,
cea care o impinge pe sarmana Gaetana spre sinucidere?

Cealalta drama este a frumosului si perversului Eros, care
speculeaza cu frumusetea sa, traind intr-un mediu de homosexuali si
narcomani, dar reuseste, totusi, sa iubeasca cu puritate, incercand sa-1
prezerveze de coruptie pe un bdietas, care, pana la urma, ajunge
victima unui accident stradal.

Intre aceste doui drame nu existi un raport de necesitate. Au
comun doar faptul ca viata amorala a lui Eros, este dezaprobata de
Arialda, considerand-o o rusine pentru familie. In acelasi timp, insa
acesta va fi inspirat si platit de sora sa, care va organiza ,operatia” cu
prostituata.

8 Cascetta, A. Invito alla lettura di Testori, Milano: Mursia, 1983, pag.46
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Testori a reusit sa construiasca o lume poetica in periferia
milaneza. Autorul nu releva probleme de clasa sau de ordin social, in
operele sale nu gasim o conceptie progresista, ideologica si morala
asupra lumii, chiar si atunci, cAnd vorbeste despre somaj, sau cand
face unele aluzii la viciile burgheze. Nu este vorba despre teme
substantiale, ci despre elemente colaterale si suprapuse.

Protagonista, caracterizata de disproportiile dintre cauze si
reactii, nu are nimic conventional. Drama ei se declanseaza violent,
tumultuos, fara mila, fiindca in clipa tragica a mortii, aceasta faptura,
candva umila se mai “indoaie” sub loviturile fortii.

Arialda Repossi, cu toate defectele operei, ramane una dintre
putinele personaje prezentate in teatrul postbelic, care a avut fericirea
unei interpretari vibrante, stimulante, impetuoase, aceea a actritei
Rinei Morelli.

In toamna anului 1967, dramaturgul ,abordeazi” din nou
teatrul cu piesa La Monaca di Monza (O calugarita din Monza), un
episod din istoria lombardd, evocat deja in traditia narativd din
secolul al XIX-lea (de Manzoni si Rosini) si propusa apoi intr-un
studiu istoric al lui Mario Mazzuccheli.

Este un scenariu in afara istoriei si timpului. Povestirea
dramaticd a unei calugarite este evocata din nou intr-un lung
monolog-rechizitoriu al Marianei de Leyva in fata unor spectre, care
nu mai apartin unei epoci sau unei civilizatii. Astfel, defileaza in fata
“doamnei” di Monza imaginile grotesti ale tatalui ei - simbolul unei
puteri despotice, care confunda “increderea cu imperativul, caritatea
cu violenta”, se antreneaza intr-o perspectiva abstracta metapolitica
si isi implica intr-o distrugere inevitabila familia si societatea, fara a le
recastiga, nici macar dupa moarte :

»vezi ? Nici macar tacerea si pacea din mormant n-au reusit sa
te faca sa te indupleci fata de adoratia inumana si servila a ideii” 79.

Personajele din drama lui Testori, in care nu este greu sa
depistam ascendente din incercarile narative ale autorului, parcurg un
itinerar al suferintelor, care culmineaza cu ideea ca dragostea
reprezinta o damnatie si ca exista numai pentru a provoca durere si
degradare. Concluzia acestui itinerar, ce se desfasoara cu o accentuare
progresiva elizabetand, in tonalitati macabre, este o invectivda, “un
blestem gandit” impotriva lui Dumnezeu: “Priveste cu ochii tdi la
acesti istoviti care te blestema, la acest om de nimic, care te reclama...
Elibereaza-ne de carnea noastra, elibereaza-ne de sangele, de moartea
noastra. Sau distruge-te si pe tine in sangele, in moartea noastra”se.

7 Testori, G, La Monaca di Monza, Milano: Feltrinelli, 1967, pag.122.
% Idem, pag.122
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Trilogia L "Ambleto, Macbetto si Edipus reveleaza intr-o forma
explicita o disensiune revoltatoare, in afara timpului, intr-un mod
metaforic, care impinge conflictul pana la consecintele extreme.
Testori inventeaza un limbaj magmatic, multidialectal, foarte expresiv
pana la blasfemie. Piesele Macbetto si L Ambleto nu reprezinta o
transcriere, in cheie de actualitate, sau o degradare populara a
operelor lui Shakespeare.

Tragediile clasice reprezintd niste modele care, de-a lungul
secolelor, s-au bucurat de marele interes al autorilor, interpretilor,
regizorilor. Acest fenomen a produs o degradare de o alta natura, am
putea spune, un declin cultural si literar.

Testori realizeaza o mizanscena traditionala. Actiunea
dramatica se desfasoara in Lombardia. Limbajul folosit de personaje
este un instrument expresiv foarte important si inedit. Este un limbaj
complex, multidialectal, sau, mai bine zis, multilingvistic. Pe un
fundal dialectal din lombardian, se amesteca vocile si nuantele
dialectelor originale de la sudul Italiei, din limbile latina, spaniola,
franceza.

Tragedia L 'Ambleto este un fel de oferta ideologica, care s-a
consolidat, evident, sub impactul unor recente evenimente politice
nationale si internationale, a caror prezenta este vie in text.
Uzurpatorul Arlungo este foarte preocupat de o politicd externa de
destindere. ,Aceasta politici,declara Arlungo, ne va asigura o
bunastare nemarginita, datoritd comertului care se va dezvolta. Vom
avea mai multd siguranta in ce priveste inarmarea, foarte multe
ajutoare si relatii secrete, dar avantajoase, cu diferite tari din arena
internationali”8. In ce priveste politica interni, Arlungo este un mare
reactionar care luptd impotriva anarhistilor, impotriva vagabonzilor
si actioneaza in favoarea unei politici economice care apara
stabilitatea proprietatii. Ambleto se opune lui Arlungo. Protagonistul
este un extremist anarhist, insa acesta nutreste o credinta puternica in
Isus Hristos si este foarte angajat in riasturnarea piramidei sociale. In
apropierea ceasului mortii sale, va lasa supusilor sai ca mostenire
toate proprietatile coroanei.

Nebunia lui Ambleto nu este determinata de ratiunea de stat, ci
de puterea politica, identificata prin figura tiranica a tatalui sau,
vinovat pentru ca i-a dat viatd. Complexul oedipian aici este foarte
evident.

Alaturi de tema centrala exista si alte subiecte: Ambleto poarta
o dragoste incestuoasa pentru mama sa-amanta (Gertruda si Lofelia

81 Testori, G. Ambleto, Milano: Rizzoli, 1972
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sunt aceleasi persoane) si o dragoste homosexuala pentru un francez.
Mesajul anarhic al lui Ambleto confirma neputinta intelectualului in
fata unei realitati pe care el o intrevede, dar niciodata nu o stapaneste.

In consecinti, Testori a creat o operi de o teatralitate care, mai
intai, uimeste, apoi, implica publicul intr-o discutie pe o tema care
zace in inima autorului : blestemul de a trai ca un fruct deja conceput.
Relatia lui Ambleto cu mama sa (pe care o ucide) exprima disperarea
existentiala a lui Testori, calvarul vietii impotriva vietii.

Macbetto accentueaza pesimismul autorului si se rezolva intr-o
meditatie disperata despre forta si dominatia raului. Aici, lipseste
dialectica binelui si ralui din tragedia shakespeariana : Macbetto si
sotia sa, Ledi, se siniucid pe rand fara a se intrevedea, macar pentru o
clipd, vreo umbra de, regret. Testori verificda in “Edipus”
imposibilitatea tragediei intr-o societate ca a noastra, unde nu mai
exista adevarul absolut, iari acesta nu mai reprezinta un patrimoniu
colectiv. In acelasi timp, autorul isi reafirmi nihilismul si constiinta
disperata a solitudinii individului intr-o lume ostila si obscura.

Patroni Griffi este un caz deosebit in dramaturgia din ultimele
trei decenii. Teatrul lui, chiar de la prima piesa D’amore si muore
(Moarte din dragoste), 1958, s-a afirmat intr-o stransa legatura de
cele mai bune companii din anii ‘60-‘80, formate din interpreti de
nivelul Rosselei Falk si Romolo Valli, a regizorlui Giorgio De Lullo.
Succesul lui Patroni Griffi a confirmat faptul ca relatiile permanente
cu realizatorii operelor sale sunt rodnice si utile, pentru un autor. Pe
de altd parte, textele dramaturgului au beneficiat de cale deschisa,
pentru a se impune pe scenele italiene. Teatrul a luat nastere din
atitudinea lucida a autorului fata de cronica, dar fara tentative
sociologice si moraliste. In teatrul dramaturgului, alterneazi doua
filoane poetice-unul este legat de specificul napolitan, ca un fapt
existential si cultural, altul-mizeaza pe reflectarea sentimentelor
dintr-o lume burgheza.

Istoriile pe care le prezinta Patroni Griffi sunt intotdeauna
istorii din observari. Toatd gama povestirilor sale este fixata pe
personaje care, purtand nume diferite au in comun, un caracter de
marginalizm suferind, de viata acceptata, teoretizata, uneori respinsa.
Astfel, este opera D’amore si muore (Moartea din dragoste ) (1958),
in care ambianta din spectacol reprezintd observarea acelora care
traiesc cu speranta de a patrunde intr-o anumita lume si, atunci cand
ajung la ea, ard. Sau comediile Anima nera (Inima neagra), care
reelaboreazd o tema deja prezentd in povestirea Ragazzo di
Trastevere (Un baiat din Trastevere) si care poate fi rezumata astfel :
morala este un lux doar pentru cei bogati ; In memoria di una signora
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amica (In memoria unei doamne prietene), unde in cheie
autobiografici, este prezentatd metamorfoza unui “napolitan
adevirat”, care incearca sa intre intr-o lume reprezentativa din Roma
postbelica; Metti una sera a cena (Ofera intr-o seara o cina) (1967),
care reflectd depdsirea anumitor inaltimi morale de catre burghezi,
actori si scriitori prin practicarea dragostei in grup si a schimbului de
partener, toate traite si acceptate cu un sens al modernitatii si fara a
dramatiza propria stare morala; sau piesa Persone naturali e
strafottenti (Persoane naturale si obraznice) (1974), in care este
tratatd problema travestirii, observatd incd la Napoli, si prin
intermediul careia, autorul a incercat sa elaboreze in termeni precisi
conceptia despre ,,specificul napolitan”.

Aceasta unitate de mesaj este marturisirea de catre autor a unei
problematici trdite, in care acesta nu prezintd o teorie abstracta, in
care toti napolitanii ar trebui sa fie homosexuali sau travestiti din
convingere ideologica sau politicd. Este vorba de faptul ca autorul
demonstreaza ca, indiferent ca personajele sunt sau nu sunt din
Napoli, este important, in schimb, ca ele ar trebui sa fie constiente de
valorile ,diverse” de care sunt absorbite.

Datele biografice sugereaza relatia care exista intre personajul
Roberto din comedia D’amore si muore si autor. Originea napolitana,
colaborarea cu Radioul liber american, transferarea la Roma, sunt
informatii care ne ofera imediat cheia lecturii. Giulio Trevisani si-a
exprimat astfel parerea, vizionand spectacolul prezentat la Festivalul
bienal de la Venetia: ,Dupa ce am vazut piesa, opinia mea este
urmatoarea: comedia nu aduce nimic nou in teatrul italian, dar revela
un autor foarte ingenuu, de bun gust si de o sensibilitate teatrala
rafinata. Piesa are scene extraordinare, frumoase, dar ne provoaca o
amaraciune, din cauza amoralitatii”s2.

Protagonistul Renato, un tanar scenarist de cinematografie,
este indragostit la nebunie de Elena, o femeie frumoasa, bogata,
eleganti. Ji face plicere si ei compania lui Renato, dar nu-1iubeste. Ar
dori, dar nu reuseste, cum n-a reusit sa-si iubeasca nici sotul si, dupa
cum s-a confesat. Acela fusese unicul barbat pe care ar fi meritat sa-1
iubeasca. Este sincera cu Renato, dar acesta nu doreste sa vada
realitatea. Pentru a rupe cu el, ea dispare definitiv. Renato, izolat,
distrus, dupa o tentativa de suicid, in care i lipsise curajul, se intoarce
la casa parinteasca. Apoi, pe neasteptate, aflam ca este mort. Autorul
spune ca a murit din dragoste. Dar adevarul este altul : se stia ca
Renato, deja se simtea rau, nu se stia doar ce maladie avea. Este clar,

82 Trevisani, G. Storia e vita di teatro, Milano: Ceschina,1967, pag.203
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ca avea o boala grava, ca nu dorea sa traiasca, daca lucrurile au
evaluat atat de repede.

Am putea spune ca autorul ne propune o comedie plinad de
romantism. Dar atmosfera este cu totul alta : impertinenta si cinica cu
o lume care schimba un serviciu in cinematografie cu unul la TV.
Plimbandu-se si prin teatru, o lume bogata in experiente si patologii
sexuale.

In finalul comediei, Eduardo (prietenul lui Renato) ii va spune
Elenei, ca ar fi fost mai bine daca il mintea, pentru ca cinstea este o
cruzime inutila pentru fiintele indragostite.

Comedia contine alte doua drame care se desfiasoara in paralel
: Eduardo, prietenul nedespartit al lui Renato, este in relatii intime cu
Tea, o actrita de care curand se plictiseste si o paraseste brusc. Cand
ea se preface ca-i insarcinata, acesta e gata sa se casatoreasca (este
unicul sdu pas chibzuit in toatd opera), dar chiar in acea clipa, Tea il
lasa pe Eduardo, fiindca si-a gasit un alt amant, producator de filme.
Sau drama cu o cantdreatd imbatranitd, doritoare de barbati tineri,
care reuseste sa-si procure un actor luat din stradda, mort de foame,
care suporta chiar si palme de gelozie din partea batranei.

Cineva poate sa spuna ca autorul a scris o comedie de amor.
Dar tocmai dragostea lipseste din aceastii operd. in comedie, nu existi
nici un personaj-femeie care intelege ce-i dragostea. Elena este o
frigida, care nu reuseste sa-si depaseasca inferioritatea sa patologica;
actrita este o profitoare coruptd; cantareata este o nimfomana
intarziatd. Unicul sentiment care valoreaza in comedie este acela al
unei prietenii adevarate intre barbati.

Dragostea lui Renato pentru Elena este a unei persoane slabe,
inerte, pasive, dar isterice, o dragoste anemica, care nu se termina cu
nimic (nici macar cu sinucidere), care nu provoaca sentimente
dramatice, ci doar mila.

Anima nera (1960), aprofundeaza tema de adnotare, care dupa
cum am observat, deja constituie, impreuna cu “specificul napolitan”,
pilastrul principal al lui Patroni Griffi.

Protagonistul este un bdaiat plin de viata, un personaj foarte
drag si, mereu prezent in opera autorului (precum demonstreaza si
textele urmatoare), disponibil la orice experienta, lipsit de scrupule.
Dar si barbati ca Adriano sunt capabili sa descopere generozitatea si
sinceritatea unei femei dintr-un mediu meschin burghez. El se
indragosteste de Marcella, o ia in casatorie. Dar cand ea afla trecutul
sotului, fuge. Adriano va reusi s-o intoarca acasa si va gasi pentru sine
o dimensiune morala pe care n-a mai avut-o candva. Finalul este
consolator si conventional. Piesa, in schimb este, foarte interesanta
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prin limbajul ei, in care cronica se lasa inaltata la dimensiunile unei
inspiratii din baladele muzicale si se concentreaza cu intimitatea
confesarii.

Observam ca Patroni Griffi reduce la minimum secventele
narative si privilegiazd mimarile teatrale, renuntand la imitatia
realitatii in care recuperarea timpului care s-a scurs, nu mai este o
tema de discutie sau actiune de actualizare, ci doar o discutie
actualizata. Aceasta reprezinta o faza ulterioara, in cadrul
experimentelor autorului, supusa tehnicilor cinematografice.

Mai simpli pare a fi structura comediei In memoria di una
signora amica (1963) scrisd intr-o maniera de lirism autobiografic.
Aici, Patroni Griffi concepe o operatie destul de riscanta:
reprezentarea “specificului napolitan” intr-un context diferit de acela
al Romei postbelice. Textul, bogat in referiri autobiografice, prezinta
cu o finete deosebita (ca in teatrul lui Eduardo) contrastele dintre
Roma-cenusie, cu amorteala impiegatilor sai si Napoli.

Acelasi Giulio Trevisani a spus despre comedie: ,,Sunt bucuros
sa pot aprecia, de data aceasta, succesul tanarului comediograf
napolitan si sa laud aceasta comedie, care reda portretul sugestiv (...)
al unei femei dintr-un Napoli inedit: nu al plebeilor din orasul
Napoli, deschisi de Chiurazzi si Viviani, nici al micii burghezii a lui
Bovio si Muralo si nici al noului si postbelicului Napoli al lui Eduardo.
Este vorba despre un Napoli de “signori” - un colt de societate buna,
ruinata si semideclasata”ss.

Gennara, Urania, Antonia, Margherita, printre care se distinge
protagonista Mariella Bagnoni, construiesc o mica lume, care nu este
localizata, pentru ca o gasim pretutindeni : la Napoli, ea a imbracat
niste haine caracteristice doar acestui oras.

Cele cinci doamne, cu o educatie familiala optima, dar a caror
viata a fost un sir de erori, imprudente, nebunii sufletesti, de ruinari
materiale, in urma unor casatorii gresite cu tineri-trantori, exista in
orice oras, pe orice meridian. Dar atasamentul lor fata de cotidiane,
experiente, incad necunoscute, natura si gustul lor sunt inconfondabil
napolitane. Numai o napolitand poate fi ingenioasa, incoerenta,
contradictorie, nonconformista si, in acelasi timp, traditionalista,
indragostitda de acest oras, rebeld, plind de initiativa, si totodata
apatica.

Acestea sunt antitezele Mariellei Bagnoli, un temperament
dotat cu un caracter ferm, de un realism puternic.

8 Trevisani, G. Storia e vita di teatro, Milano: Ceschina, 1967, pag.104.
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Prin intermediul acestor antiteze, probabil ca autorul a dorit sa
releve ciocnirea dintre doua generatii de napolitani, sau poate ca nu e
asa, cand ne gandim ca Roberto are un prieten, Alfredo, care este
considerat fiul spiritual al Mariellei, foarte asemanatori in ciudateniile
lor, si care, in definitiv, o iubeste, o admira, o respecta ca un fiu.

Primul act reprezinta dezastrele materiale si morale de dupa
razboi, cu o amadraciune care aminteste de comedia Napoli
milionaria. Au trecut cinci ani de deceptie, intr-o republica in care sau
pierdut valorile Rezistentei. Mariella Bagnoni, contradictorie si
incoerenta, raimane ferma si consecventa doar in ura fata de fascism.

Piesa este valoroasa prin caracterul sau linear si, in primul
rand, al protagonistei, iar orasul Napoli revine in opera autorului,
intr-o cheie deja diferita de aceea din In memoria di una signora
amica.

Aceeasi disputa poate trezi o alta piesa a lui Patroni Griffi,
Camurriata (1983), care, printre altele, a avut un mare succes,
datorita interpretarii excelente a lui Leopoldo Mastellani. Dramele
Prima del silenzio (Inaintea unei linisti) (1979) si Gli amanti dei miei
amanti sono i miei amanti (Amantii amantelor mele sunt amantii
mei) (1982), sunt ca text inferioare celor precedente. Personajele din
ultima comedie se invart in jurul pasiunilor Palomei, o primadona a
unui teatru liric, iar opera contine si niste combinatii bine calibrate ca
stil, pline de pasiune pe fundalul de exotic al unor aventuri
captivante.
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Actorul-element indispensabil in faptul teatral.
Transpunerea scenica: empatie, afectivitate,
imaginatie

Dana LEMNARU *

Rezumat: Teatrul este o arta colectiva, in care trebuie, totusi,

sa-i recunoastem locul si rolul primordial ce i se cuvin actorului.
Prezenta vie a actorului, a personajului, constituie de fapt elementul
specific, de vitalitate indestructibila, al teatrului, lipsa actorului
anuland functia de baza a artei teatrale.
Transpunerea scenica este una din insusirile fundamentale cu care
actorul opereaza in procesul de creatie, empatia, afectivitatea si
imaginatia devenindu-i conditii necesare in demersul sau de executie
scenica.

Cuvinte cheie: Actor- aici-acum-prezent-empatie-afectivitate-
imaginatie.

Teatrul este o arta colectiva. Acest adevar este de mult confirmat
si intrat in constiinta oamenilor de teatru si a publicului. Dar in
aceasta arta colectiva si, In aceeasi masura, artd de sinteza, exista
constituienti cu functie creatoare si chiar cu anumita autonomie, iar
actorul este primul dintre acestia. Actorul se integreaza desigur
conceptiei regizorale, creandu-si rolul pe baza textului dramatic, in
raport cu aceasta viziune de ansamblu, in functie de semnificatiile
atribuite personajului de catre autor si de cdtre regizor, in relatiile cu
celelalte personaje. Dar procesul de creatie actoriceasca este
individual, de sine-statator, isi are propriile sale legi, in baza carora
actorul isi actioneaza aparatul psiho-fizic. Si, mai ales, important e
faptul ca forta de comunicare si deci de influentare a teatrului asupra
publicului se bazeaza in primul rand pe actor. Ne-neglijand
contributia celorlalte elemente (scenografia, muzica, decorul etc) la
intensificarea contactului, a comunicarii intre scena si sala, trebuie sa
spunem ca hotaratoare, esentiald, ramane totusi prezenta vie a
actorului, a personajului, ceea ce constituie, de fapt, elementul
specific, de vitalitate indestructibila, al teatrului.

Incercand si se transpuni in personaj, in cazul cel mai fericit
,devenind” personajul, actorul capatd o investitura de mare

* Conferentia universitar doctor la Departamentul Teatru in cadrul Universititii de Arta din
Targu Mures
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raspundere. Prin arta sa care imbind cuvantul cu gestul, vorbirea cu
miscarea, emotia cu intelectul, prin arta sa in care si tacerea exprima
ceva, el devine un purtator de cuvant, un mesager. Si nu doar atunci
cand se adreseaza publicului. Forta de comunicare a artei teatrului, a
actorului, se exercita asupra spectatorilor prin infinite mijloace. Sunt
actori care au o forta electrizanta in privire, mai elocventa decat orice
cuvant. Sunt actori care au o plasticitate corporala de o expresivitate
cuceritoare; altii care pot transforma ,functiile” vocii intr-un
instrument de mare virtuozitate. Intrand in pielea personajului, cum
se obisnuieste a se spune, actorul ii transmite acestuia ceva din
personalitatea sa, fara insa a se contopi total cu el. Personajul,
fictiune literard, imagine virtuala, abstracta, capata prin actor contur,
capata viatd. Publicul urmareste destinul personajului, actiunea
acestuia, dar in acelasi timp apreciaza jocul actorului. Dubla valenta a
artei actorului, care devine personaj ramanand totodata el insusi,
traind in ipostaza impusa de text si de regizor dar in permanenta stare
de autocontrol, impune si publicului disocierea necesara intre actor si
personaj, disociere care insa nu se realizeaza totdeauna cu claritate.
Multi spectatori confunda adesea actorul cu personajul. Marea
raspundere a actorului isi are argumentul in marea putere de
comunicare, de atractie, de influentare a artei sale. Actorul este
artistul care, prin personajul sau, se adreseaza multimii, chiar atunci
cand, de fapt, se adreseaza partenerului sau din scena. Prezenta
publicului care priveste, ascultd, participa la actul teatral, declanseaza
dialogul intre scena si sala.

Actorul, intruchipand personajul, nu poate ramane strain,
neutru, fata de acesta. Prin jocul sau, el ia pozitie fata de personaj, de
acceptare, de admiratie sau de respingere, fara insa a cadea in
ostentatie, in exagerari care ar dauna actului creatiei.

Se recunoaste, astdzi poate mai mult decat oricand, rolul
actorului in realizarea scenica a unei piese, in potentarea teatrala a
virtutilor ei literare (sau in suplinirea insuficientelor acestora). Si ar
mai fi un aspect esential al artei actorului. Fiecare creator de arta,
operand cu diverse materiale, mijloace de expresie (ne referim, fireste
la pictura, sculptura, muzica, literatura s.a.), isi incheie munca odata
cu terminarea operei, cu prezentarea acesteia in fata publicului. Chiar
si regizorul si scenograful — pentru a ramane tot la arta teatrului — isi
pot considera opera incheiata odata cu seara premierei. Spectacolul s-
a realizat, este gata. Actorul insa, creeaza si re-creeaza seara de seara,
in fata altui public, cu alta sensibilitate si capacitate de receptare,
opera sa, adicd personajul. In sala teatrului siu ori a altui teatru, in
sala unei case de cultura, sau chiar in alte locuri, improprii actului
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teatral, poate dupa o zi obositoare, cu multe alte probleme, in caldura
sau frig, el creeaza, trebuie sa o faca, sa se transpuna, sa fie
personajul, operand cu sine insusi, folosindu-si propriile resurse
psiho-fizice. El n-are voie sa intarzie, si amane, sa lipseasca. Lipsa
unui actor anuleazd un spectacol. De aici, responsabilitatea
individuald si colectiva, ca atribut indispensabil al artei actorului. De
aici, necesitatea sanctionarii promte a abaterilor de la disciplina
profesionald, abateri care reprezinta tot atatea semne ale inadecvarii,
ale degradarii, ale renuntdrii de la nobila misiune de artist-cetatean,
artist-om.

Transpunerea scenicd: empatie, afectivitate, imaginatie

Problema transpunerii scenice, a empatiei scenice i-a preocupat
deopotriva pe esteticieni, istorici ai teatrului si pe psihologi, care, din
unghiuri de vedere diferite, au incercat sa analizeze continutul si
originea acestui fenomen psihic. Arta actorului presupune capacitatea
de transpunere, de contopire cu personajul scenic, indiferent de
deosebirea sau de opozitia totald, care ar putea sa-i desparta; ,de a
gasi rolul in sine si pe sine in rol independent de faptul ca rolul este
departe de datele interioare si exterioare ale actorului”, reprezinta
piatra de incercare in procesul creatiei scenice.84

Esteticianul Rene Huyghe remarca, ca, desi conceptia empatiei
apartine teoreticienilor germani din secolul al XIX-lea, fenomenul
empatiei a fost prezent la originea teatrului hindus.

Unii psihologi au tendinta de a asimila fenomenul transpunerii
scenice cu fenomenul identificarii copilului cu diferitele roluri avute in
cadrul jocului. Astfel, putem sa ne inchipuim jocul copiilor ca fiind
actoria in forma ei cea mai simpla si mai naturala. Fara indoiala, ea
reprezintd forma cea mai rudimentara si mai naiva, dar sub raport
imaginativ este absolut sincera si plina de viata. ,,Cea mai buna actorie
a adultilor este doar un joc mai rafinat pentru un public mai
matur”.85Spre deosebire de identificarea copilului cu rolul in cadrul
jocului, actorul constientizeaza ceea ce face, importanta mesajului
cultural-artistic pe care-l transmite. Ca urmare, la acest nivel se
intrepatrunde capacitatea lui de a se transpune in psihologia
personajului cu spiritul critic al personalitatii sale fata de rol. Daca la
copil fenomenul transpunerii poartd amprenta unei identificari

8 S, Marcus, Empatia, Bucuresti, Ed. A.R.S.R., 1971, pg..37
% Idem, pg.38
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instinctive cu rolul, la actor, fenomenul se transforma sub imperiul
fortei ratiunii critice intr-un proces propriu-zis de creatie.

Fiecare din noi isi exerseaza din copilarie capacitatea de a juca
multiple roluri, mai intai sub forma de joacd, apoi pe scena vietii
sociale, dar nu toti putem deveni actori, nu toti avem datele de a
interpreta un anumit rol in teatru.

Specificul profesiunii de actor 1i impune acestuia cerinta de a
aborda pe scena o mare varietate de roluri, reprezentand constructii
de un anumit tip, faurite ca urmare a viziunii artistice a dramaturgului
(sau a regizorului). Uneori actorul se intalneste cu roluri pentru care
nu are nici un fel de simpatie si pe care trebuie sa le faca, totusi, cu
sinceritate; actorul trebuie s realizeze un efort de transpunere pe o
durata limitata de timp, dupa care trebuie sa treaca la un rol complet
diferit ,,Esenta transpunerii scenice consta in aceea ca actorul intra pe
scena in rol, devine alt om si in curs de cateva ore exprima
sentimente, evenimente, trairi cate nu-i sunt date poate unui om in
cursul intregii vieti. Si toate astea el trebuie sa le faca sincer, sa
iubeasca, sa urasca, sa deteste, fara sa uite nici o clipa ca este actor si
deci fara sa-si piarda nici o clipa autocontrolul”.86Asadar conduita
transpunerii, intalnita la toti oamenii si gradual manifestata, poate
deveni in cazul actorului o componenta aptitudinald, un mijloc de
creatie, un indicator fundamental al talentului sau; ,actorul de talie
mare este omul care se poate transpune in cat mai multe si felurite
personaje”, spunea actorul inegalabil George Vraca.

Actorul talentat, stipanind constient procedeele si mijloacele
artei transpunerii, este apt sa obtina rezultate creatoare de inalta
valoare artistica in realizarea unor personaje scenice. ,A intra in rol, a
studia si intui mersul si gesturile, a darui o haina si trup rolului poate
orice actor, dar a intui sufletul omului, a crea un personaj cu adevarat
artistic este un lucru pe care nu-1 poate infaptui decat numai un talent
adevarat”. — [Stanislavski].

Dupa cum vedem, arta actorului reclamd ca o conditie
indispensabild fenomenul transpunerii scenice, prin intermediul sau
verificandu-se nivelul maiestriei actoricesti. ,,Asadar un solid bagaj de
cunostinte, pasiunea pentru arta si datele fizice vor intra in notiunea
de talent numai atunci cand in insasi personalitatea omului exista o
predispozitie pentru scena... de a trai viata unei persoane imaginare,
gandurile si sentimentele ei, adica o capacitate de transpunere, care
constituie esenta artei actoricesti.”87

% Op.citat., pg.39
¥ Op.citat., pg.42
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Transpunerea scenicd este posibild prin intermediul empatiei
care-] ajutd pe actor si se apropie de personaj, iar prin simpatie
actorul simte ca personajul. Aceasta transpunere pe scena nu este
inconstienta. Actorul nu poate uita radical de propria-i persoana;
cand intra pe scena, el este perfect constient ca este in fata unui
public, cd are sa exprime niste sentimente, stari, atitudini.

Iata de ce notiunea de dedublare la actori este atat de complexa,
existand trei posibilitdti: una in care personalitatea actorului face loc
aceleia a personajului; a doua, in care emotia actorului coexista cu o
stare mentala critica, unde actorul incearca emotiile personajului prin
simpatie si a treia, in care are loc o sintezi a primelor doua. In cea de-
a treia posibilitate, actorul are sentimentul eului sau de actor, aici se
poate vorbi de esenta transpunerii scenice.

Transpunerea scenica apare ca un fenomen ce implica o
structura complexa, in care se intrepatrund organic mai multe nivele
functionale si in care participa procese cognitive, procese afective,
precum si reactii kinestezice si vegetative.

In cercetarea acestui fenomen, s-a pornit de la ipoteza ci
transpunerea scenicd reprezinta o activitate de modelare psihologica
dupa un model zugravit verbal in opera dramatica sau dupd un
model viu. Pentru a realiza un personaj, actorul se transpune in
situatia modelului. La baza procesului de modelare psihologica se afla
experienta de viatd si capacitatea artisticA a actorului, care-i
faciliteaza apropierea cat mai exacta de personaj. Obiectul acestei
modelari psihologice 1i apartine actorului materializat in descrierea de
catre autor a personajului, in cadrul numeroaselor documentatii pe
care actorul le cerceteaza, in indicatiile regizorului sau sugestiile
partenerului de joc, fie prin intermediul modelului viu, pe care,
pornind de la indicatiile piesei, actorul il gaseste si recunoaste
adeseori in viat, in jurul siu. In orice caz, actul modelirii ca activitate
psihologica a actorului in cadrul transpunerii scenice, presupune
pentru inceput luarea de contact cu rolul imaginat de autor. Actorul
realizeaza, in cadrul activitatii de transpunere scenicd, un act de
creatie interpretativa, in care trasaturile propriei personalitati
artistice, cultura sa, experienta sa artistica si mai ales talentul sau, se
subordoneaza sarcinii creatoare.

Transpunerea scenicd este, atat un proces de introspectie, de
intelegere a personajului artistic, de asimilare a unor caracteristici
psthologice ale modelului, de imaginare a caracteristicilor sale
psthofiziologice, cat si unul de proiectie, de proiectare in viitorul
personaj a particularitatilor individuale si specific afective ale
fiecdrui actor in parte. In prelucrarea si restructurarea permanenti
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de catre actor a datelor modelului prin prisma particularitatilor si a
capacitatilor proprii se exprima actul propriu-zis al creatiei artistice.
Numai in acest fel se poate inlatura procesul imitatiei in sens de
copiere si se poate evita reproducerea mecanica, sablonara, a unor
personaje.

Teoreticienii empatiei puneau la baza activitatii de transpunere,
la originea mecanismului psihologic al empatiei, procesul imitatiei.
Unii oameni de -cultura discuta fenomenul imitatiei in arta
interpretativa ca un proces de modelare psihologica, in care, prin
imitatie, se deschide un camp larg de manifestare a activitatii
creatoare. In aceasti ordine de idei, L.S.Bulandra nota: ,Firi
indoiald, actorul imita, imitatia este insasi arta lui, insa imita
interpretand, comentand, modificand, apropiind de felul sau modelul
pe care-1 imita. Il transform4, il transpune dupa firea si nevoile scenei.
La randul sau, el insusi se mlddie cu totalitatea insusirilor sale dupa
modelul de imitat. Imitatia astfel facuta pare realitatea insasi, iar nu o
copie slaba si servita.”

Imitatia in arta actorului, in masura in care se manifesta, nu
trebuie sa reprezinte o copie a realitatii, ci o interpretare a ei; in fapt
nu trebuie sa fie imitatie, ci modelare a realitétii, un punct de pornire
pentru manifestarea creativitatii artistului.

Principalul proces psihic care sta la baza creativitatii actorului si
implicit al transpunerii scenice, este imaginatia.

Actorul nu poate sa traiasca intr-un personaj fara sa-si imagineze
omul pe care-l joaci, in toate amanuntele lui psihice, in comportarea
si atitudinile lui. In acest proces, actorul trebuie si valorifice in chip
original, particular, toate elementele conservate in experienta sa
anterioara, sa le valorifice adecvat in functie de sarcina scenica. Cu cat
actorul observa mai multe si cunoaste mai multe, cu atat imaginatia
poate deveni mai vie, mai originala, mai productivd in munca de
creatie. Ea joaca un rol preponderent in activitatea de transpunere
scenica, toata viata personajului fiind creata prin puterea imaginatiei,
pentru ca asa cum preciza John Dolman, ,fiara imaginatie, nici un
actor nu poate avea viziunea unui personaj fictiv si sa-1 aduca la viata
pe scend.”’88Aceastd imaginatie poate fi dirijatd si libera. Vorbim de
imaginatie dirijata atunci cand, pornind de la textul dramatic, actorul
este obligat ca in limitele impuse de acest text sd creeze un erou
dramatic. Datorita acestui tip de imaginatie, actorul poate patrunde in
esenta rolului, poate sa inteleagd personajul dramatic. Imaginatia
libera se manifestd cu precddere in capacitatea actorului de a

88 J.Dolman, The art of acting, New-Y ork, Harper Brothers Publishers, 1949, pg.47
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improviza. Aceastd capacitate presupune intr-o bund masura fantezie
libera, capacitatea de acomodare supla, ca o solutionare creatoare a
unei sarcini scenice si se manifestd indeosebi in etapa intruchiparii
scenice. In orice caz, manifestarea imaginatiei libere presupune
anterioritatea procesului de intelegere a rolului si deci o imaginatie
dirijata.

Un alt indicator psihologic care se include in structura
transpunerii scenice este afectivitatea. Actorul trebuie ca in limitele
impuse de rol sa inteleaga simpatetic gandurile si sa traiasca afectiv
sentimentele personajului, sa actioneze in numele acestuia. Actorul
trebuie sa dovedeascd acea capacitate de a proiecta in personaj trairi
emotionale incercate personal sau preluate simpatetic din experienta
afectiva.

Specific artei actorului este faptul ca apropierea de rol,
transpunerea in psihicul personajului are un caracter atitudinal, nu de
identificare totala. Asa se explica de ce actorul poate sa ilustreze cu
maiestrie In decursul unui singur rol, situatii dramatice diferite si
intense, situatii dramatice pe care le dozeaza rational inca din timpul
repetitiilor, avand si avantajul cunoasterii epilogului rolului. Bertolt
Brecht sustinea ca, actorul nu va intra ,pana la o totala transformare
in pielea personajului. O judecata de tipul: nu I-a jucat pe Lear, a fost
Lear in carne si oase, ar fi zdrobitoare...”

In fapt actorul, redand situatii dramatice, stiri afective, nu
incearca nemijlocit emotia respectiva, ci evocd, prin intermediul
memoriei sale afective, stari anterior cunoscute prin experienta
personala sau preluate din experienta altora. Procesul afectiv este cel
care coloreaza si completeaza creatia. Gradul de intensitate al
reproducerii este una din conditiile manifestarii talentului actoricesc.

Procesul de creatie in general, fenomenul de transpunere scenica
in special, nu poate fi redus nici la imaginatie, nici la gandire, nici la
emotie, ci trebuie studiat in intreg ansamblu al activitatii creatoare a
actorului.

Dupd cum am vazut, una dintre capacitatile indispensabile
transpunerii scenice este capacitatea de empatizare. Pentru ca actorul
sa dezvolte aceasta capacitate este nevoie de afectivitate, imaginatie,
intuitie, introspectie etc.

Empatia presupune intelegerea celeilalte persoane - sau
personaj — fara sa se realizeze o fuziune afectiva de tipul identificarii
emotionale totale. Obiectul cunoasterii este in acest caz modul de a
gandi, a simti, a percepe, a se comporta — al altuia. Pentru realizarea
efectivd a empatiei, actorul trebuie sd cunoasca particularitatile,
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profilul modului de a fi, stilul personajului, hotaratoare fiind insa
participarea afectiva.

Este necesar sa facem diferenta dintre simpatie si empatie.
Simpatia poate fi definita ca un fenomen psihic prin care o persoana,
referindu-se la situatia de disconfort al alteia, incearca alinarea
acesteia, fapt ce se apropie de compasiune. Empatia apare ca un
fenomen psihic prin care o persoana discerne anumite experiente
subiective ale altuia, prin substitutie, ceea ce se apropie mai mult de
intelegere.

Diferenta empatie-simpatie rezida in faptul ca, in primul caz noi
ne introducem pe cale imaginara in altd persoana, fiind vorba de un
act cognitiv, in timp ce in cazul al doilea, un altul este inglobat in noi,
simpatia apartinand sferei afectivitatii.

Pentru ca transpunerea scenica sa fie cat mai adecvata si
verosimila, este nevoie de exersarea si dezvoltarea capacititii de
empatie si de ce nu, de simpatie.Pentru a fi posibil acest lucru, actorul
trebuie sa-si dezvolte atat inteligenta interpersonald, cat si pe cea
intrapersonald. Inteligenta interpersonala consta in capacitatea
persoanei de a-i intelege pe ceilalti, de a coopera cat mai bine cu ei.

Inteligenta intrapersonald reprezinta abilitatea de a te intoarce
spre sine, in interiorul propriu si intim.

Psihologii au aradtat cd aceste abilitdti nu sunt generate de un
nivel ridicat al inteligentei, ci ele constituie un fel de sensibilitate
specifica fata de practica si relatiile interumane. Astfel s-a nascut o
noua forma de inteligenta — cea emotionala.

De exemplu, expresia fetei noastre poate exprima o gama larga
de sentimente; suntem capabili sid-i facem pe ceilalti sa se simta
importanti, iubiti si intelesi, daca reusim sa fim cat se poate de
receptivi la problemele lor emotionale.

Inteligenta emotionalda reprezinta capacitatea de a percepe cat
mai corect emotiile in vederea promovarii si dezvoltarii emotionale si
intelectuale.

In cadrul inteligentei emotionale sunt incluse urmitoarele
capacitati grupate in cinci domenii:

e stapanirea emotiilor — constientizarea elementelor care stau
in spatele sentimentelor, aflarea unor metode de a face fata
temerilor, anxietatii, maniei si supararilor;

e constiinta de sine a propriilor emotii — introspectia,
observarea si recunoasterea unui sentiment in functie de
modul in care ia nastere;

e motivarea interioard — canalizarea emotiilor si sentimentelor
pentru atingerea unui scop;
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e empatia — capacitatea de a manifesta sensibilitate si grija fata
de sentimentele altora, de a le putea insusi la nivel fizic si
psihic; ea aduce uneori adaugiri dimensiunii nerostite a
comunicarii, completand ceea ce nu se spune, ceea ce se
spune numai in parte, aluziv, caci limbajul uman ascunde
mult mai mult decat defineste. Terenul dintre vorbitor si
ascultdtor este instabil, plin de miraje si capcane. Astfel
comunicarea interpersonala devine si un prilej de cunoastere
interumana prin intermediul empatiei;

e stabilirea si dirijarea relatiilor interumane — se refera la
competenta si aptitudinile sociale, persoana fiind in stare sa
cunoasca, sa analizeze si sa controleze emotiile altora.

In acest context se poate afirma cu certitudine ci actorul, pentru

a se transpune cat mai autentic pe scena, nu este suficient sa fie
inzestrat cu sensibilitate naturala si talent, ci este nevoie de exersarea
si dezvoltarea capacitatii de empatizare, multa imaginatie si reflectie
interioara.

Nicaieri nu se gaseste mai clar si totodata necesar fenomenul de
empatie ca in relatia actorului cu personajul unde un eu se intalneste
cu un alt eu, implicand o inlantuire de conduite psihologice si de
emotii.

111



COLOCVII TEATRALE



COLOCVII TEATRALE

PAGINI DIN STAGIUNE



COLOCVII TEATRALE



COLOCVII TEATRALE

Eugen Ionescu sau ochiul colosal care
ne priveste ironic

Mihaela ARSENESCU WERNER *

Rezumat: Promotor al noului gen de teatru, Ionescu, acest
copil teribil, adulat sau hulit, imitat sau contestat violent, si-a ales
drept jucarie periculoasa, profunda si captivanta masina umana; el a
demontat-o cu cruzime, cu o curiozitate agresiva, a sfasiat-o lucid si
metodic, i-a smuls motorul (acel ,de ce” incandescent), dupa care,
cuprins de remuscari, a reconstituit jucaria intr-o cu totul alta forma,
ce nu mai semana cu nimic: rotile, puse alandala, se invarteau in gol,
directia tindea catre “nicaieri”, totul parea fara sens, si atunci copilul
teribil, deja batran si oboist s-a distrat de-a rasu’-plansu’ si-a lipit pe
masinaria ciudata o eticheta scrisa invers, de la coada la cap, pe care
criticii s-au chinuit sa citeasca (fireste, mai mult in gand, caci copilul
batran era crud cu ei si razbunator) si dupa multe ezitari au descifrat:
conditia umana.

Cuvinte cheie: Eugen Ionescu, teatrul absurdului, situatii
limita, efectul distantarii, tragic-grotesc
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Cantareata cheala de Eugéne Ionesco, regia: prof. univ. dr. Mihaela
Aresenescu Werner, Sala Studio UAGE, 2013, spectacol realizat cu anul al
II- lea Masterat - Ancuta Gutui, Loredana Ionita

* Profesor universitar doctor la Facultatea de Teatru, Universitatea de Arte ,,George Enescu”
din Iasi
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Ce e absurd in
existenta omeneasca? Totul.
Ne nastem doar pentru a da
zbuciumat din aripi catre
Neant... ,Conditia noastra
existentiala este absurda:
nimeni nu vrea sia vina pe
lume, nimeni nu vrea sa
plece”, afirma Ionescu,

ng[ezeste |

L/
W1d piofesor
Jaiap Oﬁsofdlé‘é’ﬂom

pentru care izvorul creatiei B o .
este reprezentat de lupta - -
tragic-grotesca a omului cu | “oreawasonyi ROXANA DURMEAC

moartea; criza personajelor - o
sale este impasul realitatii
insesi, angoasa dominand ca
atmosfera suprema. Fortand
spectatorul sa rada de ceea
ce e tragic, lui Ionescu i
reuseste poate mai bine ca
lui Brecht (“marele sau
inamic”), efectul distantarii,
al privirii lucide,
necrutatoare asupra conditiei umane.

Promotor al noului gen de teatru, Ionescu, acest copil teribil,
adulat sau hulit, imitat sau contestat violent, si-a ales drept jucarie
periculoasa, profunda si captivanta masina umana; el a demontat-o cu
cruzime, cu o curiozitate agresiva, a sfasiat-o lucid si metodic, i-a
smuls motorul (acel “de ce” incandescent), dupa care, cuprins de
remuscari, a reconstituit jucaria intr-o cu totul alta forma, ce nu mai
semana cu nimic: rotile, puse alandala, se invarteau in gol, directia
tindea cétre “nicaieri”, totul parea fara sens, si atunci copilul teribil,
deja batran si oboist s-a distrat de-a rasu’-plansu’ si-a lipit pe
masinaria ciudata o eticheta scrisa invers, de la coada la cap, pe care
criticii s-au chinuit sa citeasca (fireste, mai mult in gand, caci copilul
batran era crud cu ei si razbunator) si dupa multe ezitari au descifrat:
conditia umani. Intrebat adesea de citre cei mari de-a ce se joaci,
ciudatul copil raspundea: ,De-a absurdul, nene Urmuz, de-a absurdul,
ca si Jarry”... ,,Si cu cine te joci tu, Jaques, puisorule?”... ,,Cu tragicul
si comicul, doamna Smith, ma prapadesc de ras cand le amestec si-
apoi plang fara incetare ca nu le mai pot deosebi”... ,Vai, vai, ce
ciudat, ce bizar si ce coincidenta”.
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»Suntem niste copii caraghiosi, parasiti in aceasta lume, in
aceasta imensa casa care se darama. Ne jucam, langd abisuri, cu
papusile”(13 august 1932).

Soarta i-a daruit acestui copil batran si incomod cel mai comun
dintre nume, Ionescu (ca si Smith si Martin ai sai), un prenume ce
face trimitere, simbolic parcd, la notiunea de selectie a specie, Eugen,
si un destin literar cu totul aparte, ceea ce i-a atenuat intr-o oarecare
masura teama ca va ramane anonim (,Am sa mor fara sa fi jucat un
rol pe scena europeana, care se va nimici fara mine”). Ionescu scrie in
chip nelinistitor, cu necrutare, cu dorinta ostentativa de ,a face
zgomot”, cu insolenta paradoxala a timidului; disciplina sa de munca
este insa cea a unui elev model, ireprosabil — constiincioasa, ca si cum
ar avea din partea Eternitatii termene precise. Lupta tragica si
disproportionat — grotesca a omului cu moartea, inacceptarea unui
sfarsit cunoscut ab initio, absurdul acestei ,,scurte recreatii intre doua
neanturi” constituie, ca o fatalitate simbolicd, scheletul intregii creatii
dramatice a celui ce constata: ,Nici o societate nu a putut aboli
tristetea umana, nici o societate politicAi nu ne poate elibera de
durerea de a trai, de frica de a muri, de setea noastra de absolut”.
Eugen Ionescu nu se lasa coplesit de nemiscare, la el sarcasmul nu
naste teama, ca la Beckett, dimpotriva, spaima se descarca prin
supapa comicului de un soi aparte, incomod si ciudat, obscur, caci nu
se stie de ce radem exact: de personajele de pe scena sau de noi insine,
“privitori ca la teatru” ai degradarii propriei calitati umane?

&
B

vy YW
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A

de la stinga la dreapta: Loredana Ioniti, Roxana Durneac, Bianca
Ioan, Cosmina Rusu, Ancuta Gutui
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Cand gandirea si limbajul se transformda in clisee, se
dezarticuleaza, isi pierd sensul, fiinta umana se afla intr-o situatie
limita. Pentru acest gen aparte de teatru, in care legile speciei sunt
disimulate indaratul aparentei unei normalitati degenerate progresiv
in non-ratiune, este necesar ca interpretii sia experimenteze cu
temeritate renuntarea la sine (deloc comoda!), pentru a se proiecta
scenic in stadiul de obiect, de marioneta, semnificand toti oamenii
asemenea personajului si, totodata, nimeni.

Aflat permanent in stare de revolta fatd de absurdul conditiei
umane, Ionescu atribuie tragediei calitatea de a recunoaste realitatea
unei fatalitati, a unor legi care guverneaza universal, legi aproape
intotdeauna de neinteles, dar cel putin obiective; pe cata vreme
comicul, o sanctionare imediata a absurdului, nu cunoaste legi, se lasa
deformat monstruos cateodata si chiar, spre a nu fi recunoscut cu
usurinta, se deghizeaza uneori in tragic. “Piesele mele — recunoaste
Ionescu — pot parea tragice sau pot parea comice, caci sunt cu
desavarsire incapabil si fac o distinctie intre cele doui”. In filosofia
existentiald, absurd este ceea ce nu poate fi explicat prin ratiune, ceea
ce refuzi omului orice justificare a actiunilor sale. In dictionarul de
termeni teatrali al lui Patrice Pavice (Dictionnaire du Theatre)
termenul absurd e chiar primul (,,...ce bizar si ce coincidenta”...) si e
definit astfel: “ceea
ce e irational, lipsit
total de sens sau de
logica” (t.n.).

Elemente
absurde se regasesc
in formele teatrale cu
mult inainte de Noul
Teatru al anilor ’50:
la Aristofan, la Plaut,
in farsa medievala,
in Commedia dell’
Arte etc. Scriind
,Cantareata cheald”
in 1950 Ionescu isi
pune semnatura
alaturi de Beckett cu
al sau Godot (1953),

pe actul de nastere al
teatrului absurdului, Alexandra Cantemir, Cosmina Rusu in
Cantareata cheala
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contrasemnat apoi de Adamov, Arrabal, Pinter, Mrozek... Fiinta
umana apare in noul teatru propus de acesti “parinti” ca o
abstractiune perpetud, incapabila sa gaseasca un punct de sprijin in
cautarea disperatad a unui sens existential care i se refuza. Intriga nu e
sustinuta, ca in formula clasica, de o actiune dramatica; dialogul, jocul
de scena sunt ilogice, absurdul devine element structural esential in
exprimarea devalorizarii iremediabile ale unor repere spirituale
universale. Daca in judecata asupra unei opere se iau in considerare
criterii intelectuale, se pune inevitabil intrebarea dacd opera
respectiva e valabila din punct de vedere general-uman. Ionescu e de
parere ca “violenta, cruzimea si absurditatea sunt insdsi substanta
lumii”, singura scapare, unica supapa ramasa omului este rasul, restul
nefiind decat moarte in tacere, adica tragedie. Transfigurarea tragica
innobileaza atat pe
interpretul eroului tragic,
cat si pe spectator, care se
implica emotional potrivit
reperelor  tragice ale
propriei sale biografii
(memoria tragici). In
prezenta tragicului,
spectatorul nu e liber, caci
accepta (dupa Richard
Coe) ,fatalitatea impusa
de textul dramatic”, prin
urmare tragicul e perceput
individual in functie de
ceea ce spiritul fiecaruia
recunoaste drept memoria
tragica personala.

La Eugen Ionescu
tragicul si comicul
coexista, se intrepatrund si devin esenta acestui ,mariaj” dramatic:
,Putin mecanic aplicat viului, inseamna comic. Dar daca e din ce in ce
mai mult mecanic si din ce in ce mai putin viu, devine sufocant, tragic,
pentru ca da impresia ca lumea scapa spiritului nostru”. Identitatea
contrariilor (tragedie-comedie) se impune ca o dominanta a tuturor
proiectiilor artistice care urmaresc traseul existential al umanitatii.
Dupa opinia lui Ionescu “marile opere nasc din emotii simple,
elementare, aproape biologice. E unul din marile adevaruri absolute
care se pot afirma in materie de arta”. Se presupune ca sufletul
privitorului se elibereazd de pasiuni marunte atunci cand le vede

Bianca Ioan, Loredana Ionita
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transpuse pe scena. Dar actorul-interpret? Reuseste el oare sa
parcurga acest exercitiu psihic necesar, dar extrem de epuizant din
punct de vedere emotional? Anticii credeau ca numai artistul, care
intruchipeaza esenta simtirii omenesti, secreta elixirul imortalitatii;
creatia este “drogul” cel mai puternic, singurul care ofera slujitorului
sau iluzia nemuririi. Ionescu il dorea pe artist un filosof veritabil in
contact cu realul, iar George Banu crede ca pentru teatrul absurdului
actorul trebuie sd aiba curajul de a renunta la definirea clasica a
personajului.; intr-adevar, in absenta unei ferme -creionari
psihologice, cu repere clare de varsta, de portret fizic, asa cum ne-a
obisnuit teatrul clasic, actorul-interpret se simte ca si parasit de
autorul sdu, caci trebuie sa gaseascd singur (in cazuri fericite
impreuna cu regizorul!) o modalitate de a exprima, de a porta catre
spectator acest ciudat amestec tragicomic general-uman. Daca, asa
cum am mai mentionat, fiecare individ sufera ca spectator in functie
de reperele tragice ale propriei existente, comicul are o dimensiune
fundamental colectiva (radem mai bine impreuna cu ceilalti, suferim
“mai bine” in singuratate). Eugen Ionescu pulverizeaza termenul de
personaje-tip, bine definite, reprezentand simboluri de existenta
umana; el le depersonalizeaza, le face conforme cu lumea in care
traieste, adica standardizate, automatizate, aflate in incapacitate de
comunicare reala, adevaratele lor ganduri si sentimente disparand
intr-o logoree de formule gata digerate (de aici dificultatea
interpretului de a gasi mijloace de expresie adecvate!).
Indeterminarea personajului inseamna la Ionescu refuzul de a
reprezenta caractere definite psihologic, astfel incat ele devin
intersanjabile (la finalul “Cantaretei” familia Martin ia locul familiei
Smith!) si executa miscari automate, stereotipe (acest gen de cinetica
mecanica l-am dorit o forma de expresie in spectacolul “Englezeste
fara profesor”). Noua maladie a mileniului pare sa fie criza de
credibilitate; compartimentul uman isi exhibd ridicolul, limbajul se
dezagrega odata cu asaltul supertehnologizarii si cu involutia
spiritului. Daca individul renunta la spirit devine un mecanism
periculos, ne avertizeaza autorul “Lectiei”; asa cum Orwell instaleaza
terifiant suprematia dobitoacelor in “Ferma animalelor”, un alt
Ionescu va asista la momentul ciand masinile vor face din oameni
sclavi (Chaplin, un as al burlescului, imagineaza in “Timpuri noi” o
masinarie menitd sa ofere confort omului obisnuit, dar care, scapata
de sub control, il agreseaza paroxistic, faicand sa inghete rasul).
Ionescu marturiseste ca la prima repetitie cu “Cantareata cheala” s-a
speriat, nu atat de textul parodic scris pentru cuplurile Smith sau
Martin, cat de creaturile cu aparentd umana, ridicole si violente, iesite
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dintr-un fel de cosmar. (Ne-am folosit de aceasta sugestie in montarea
mentionata, “Englezeste fara profesor”, pe scena Salii Studio UAGE,
stagiunea 2013). Mecanica scenica se amplificd prin elementul viu
care este interpretul, capata o forta de expresie necunoscuta paginii
scrise, de aceea, spune autorul lui Amedee, “creatia teatrala raspunde
unei exigente care-si e siesi suficienta”. Nu la fel de simplu stau
lucrurile cu actorul-interpret: el are dificila sarcina de a alege o
modalitate prin care sa arate felul de existentd, limbajul si actiunile
propuse de autor personajului; expresivitatea si spiritul ludic al
actorului trebuie sa evite pericolul de a transforma netextele lui
Ionescu in nespectacole (capcana adesea dificil de evitat, din pricina
dificultatilor de abordare!).

Nichita Stanescu, parintele “Necunvintelor”, neinvata ca
adunarea se poate face prin... indepartare, in consecinta “dau sfat”
(tot de la Nichita citire!) ca interpretii supusi exercitiului incomod al
partiturilor din teatrul absurdului sa uite de orice acumulare
prealabila, sp faca tabula rasa asupra celor deprinse de la pedagogul
Stanislavski, intrucat metoda domniei sale este absolut ineficienta in
cazul genului de teatru de care ne ocupam.

Acest incitant exercitiu dramatic a constituit nucleul
transpunerii scenice a textului ionescian “Englezeste fara
profesor”(“Cantareata cheald”), realizata cu masterandele anului II,
Arta Actorului, la finele ciclului de instruire artistica aprofundata.
Interpretele s-au confruntat, nu fira momente abrazive, cu
dificultatea ca la Ionescu nu in elaborarea actorului rezida consistenta
personajelor, ci in ele insele; in timp ce la personajele clasice actorul
se straduieste sa-si asume, in mod organic, un destin dramatic, in
teatrul absurdului personajele par a recita textul altcuiva, obligandu-i
pe interpreti sa devina... nimeni.

Prin temele sale de eterna meditatie umana Eugen Ionescu,
acest Picasso al teatrului absurdului, devine universal si in consecinta,
clasic. “Eu scriu pentru contemporanii mei” spunea acest clovn trist in
timp ce visa la o tara unde moartea sa fie interzisa. Posteritatea i-a
indeplinit acest vis, caci Teatrul este taramul imortalitatii.

De ce cultivam iluzia ca ne putem regiza dramatica zbatere intre
doua neanturi? De ce acceptam sa jucam roluri intr-o piesa cu final
previzibil? Simplu: pentru Spectacol.
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Gestul psihologic sau Antrenamentul mijloacelor
de expresie scenic. Atelier Michael Cehov sustinut
de Ragnar Freidank

Alexandra BANDAC *

2

,Orice posibilitate vd este deschisa’

Michael Cehov

»INu ne miscam pentru ceilalti; miscarea e o experientd personalad”
Ragnar Freidank

Rezumat: Despre metodd se vorbeste adesea in scolile de
teatru. De fapt, esenta institutiilor de formare artistica este metoda: a
marilor oameni de teatru, a profesorilor indrumatori, a specialistilor
in tehnica vorbirii, respiratiei, improvizatiei scenice. Neofitul in arta
Thaliei se gaseste “pierdut” la o rascruce de manuale si indreptare ale
mestesugului dramatic, nestiind adesea ce “cale” sa aleaga. Desigur,
cursurile de pregatire ale profesionistilor scenei impun o anume
filtrare a metodelor, o detaliere, de multe ori, a unei singure “solutii”
orientate inspre descoperirea rolului.

Cuvinte cheie: metoda, Michael Cehov, Ragnar Freidank

Despre metoda se vorbeste adesea in scolile de teatru. De fapt,
esenta institutiilor de formare artistici este metoda: a marilor
oameni de teatru, a profesorilor indrumatori, a specialistilor in
tehnica vorbirii, respiratiei, improvizatiei scenice. Neofitul in arta
Thaliei se gaseste ,,pierdut” la o rascruce de manuale si indreptare ale
mestesugului dramatic, nestiind adesea ce ,cale” sa aleaga. Desigur,
cursurile de pregatire ale profesionistilor scenei impun o anume
filtrare a metodelor, o detaliere, de multe ori, a unei singure ,solutii”
orientate inspre descoperirea rolului. In spatiul romanesc, traditia
impune o anume apetenta pentru modelul slavon, preferat fiind cel de
tip stanislavskian. Riguros alcatuit, insa usor greoi si, pe alocuri,
perimat, manualul de capatai al studentului la actorie ofera, totusi, o
bazd de cunoastere a mecanismului transformarii sinelui in pielea
personajului, mai ales in cazul teatrului de tip realist psihologic.

Insd procesul de formare depaseste sau ar trebui si depaseasci
spatiul temporal al studiului academic. Pentru ca ar fi imposibil ca
dupa numai sase semestre (dupa modelul “Imprumutat” din

* Studenta la Master anul I, Facultatea de Teatru, Universitatea de Arte George Enescu, Iasi
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occident), un tanar actor sa fie pregatit pentru a infrunta provocarile
scenei. Iar metoda mostenita de la maestrul rus devine aproape
inutila in contextul unei permanente si ametitoare “upgradari” a
mijloacelor de expresie scenice. Caci astazi actorul nu mai e un
interpret-creator al textului dramatic, ci o dezlantuita prezenta, o
chintesenta a artelor. I se cere sa fie cantaret, dansator, mim,
entertainer, clovn, trist, vesel, acrobat, performer, spectaculos. Exista,
in mod cert, o discrepanta intre ceea ce ne antrenam sa devenim in
timpul facultatii, sondand profunzimile textelor de valoare ale
dramaturgiei universale, si ceea ce ni se cere sa infatisam pe scenele
profesioniste, unde tendinta actuala este de explorare, de
experimentare. Un alt paradox al artei de care apartin...

Prin urmare, calitatea de prima importanta a actorului
contemporan este, in opinia mea, adaptabilitatea. O adaptabilitate
»profesionista”, bineinteles, intrucat interpretul autohton, chiar daca
joaca in cel mai trasnit experiment sau intr-un spatiu neconventional,
trebuie sa respecte, totusi, rigorile artei sale. O adaptabilitate care
scucereste” paradoxul pregatirii teatrale din Romania, asigurandu-i
debutantului in ale mestesugului scenic un... debut.

Ma refer, bineinteles, la o perpetud pregatire a mijloacelor de
expresie. Fara o permanentd ,lupta” cu propriile limite, fie ca e vorba
despre capabilitati tehnice, ori despre cele de ordin psiho-afectiv,
actorul nu are nici o sansa sa patrunda sau sa reziste in balciul teatral
contemporan. Si asta mai ales in spatiul independent, care a devenit
in ultimii ani o adevarata rampa
de lansare a “monstruletilor” sacri
ai noii generatii.

Spre norocul nostru,

,occidentalizarea”
postdecembristd ne-a fortat sa
adoptam  si »deprinderi”

sanatoase = in  materie de
specializare profesionald; tot mai
dese sunt atelierele si
workshopurile pentru studenti si
tineri actori, sustinute de mari
nume ale teatrului european.

Una dintre institutiile care
se ocupa de  organizarea
microsesiunilor de asimilare
/ ® artisticdA este Teatrul Fara
Ragnar Freidank Frontiere (TFF) din Bucuresti
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condus de actrita Mihaela Sirbu. Din 2007, la TFF se deruleaza, in
fiecare vara, programul MasterClass, menit sa le ofere tinerilor actori
profesionisti sansa de a se “intalni” cu metodele de lucru mai putin
explorate in scoala de teatru: Michael Cehov, Sanford Meisner, Katrin
Linklater, Rasaboxes, Viewpoints, Commedia dell’Arte, Clown si
Melodrama. Anul acesta, cu sprijinul AFCN, Teatrul Fara Frontiere a
beneficiat de prezenta lui Ragnar Freidank, specialist in metoda
Michael Cehov, a Marshei Cox, sustinatoare a workshopului de
tehnica vocala Kristin Linklater, precum si a lui Rich Brown, mentor
in improvizatia de tip
Viewpoints.

,Vedeta” academiei de
vara a fost, In mod cert,
confruntarea  cu  tehnica
Michael Cehov. Un mare atu
al acestei editii MasterClass a
fost Ragnar Freidank, trainer
recunoscut MICHA (Michael
Chekhov Association),
profesor de arta actorului la
Universitatea din Columbia,
regizor, actor si pasionat
mentor al artei actorului.
Intalnirea cu acest fanatic al i
scenei, “propoviduitor” al | ; R Brou, SUA
metodei unui titan al teatrului £ e ;aulallnllfa vocala Likiater
secolului al XX-lea, a fost, in = + Marsha Cox;
sine, o experienta. Caci in arta, |
din punctul meu de vedere, cu
adevarat importante sunt
intalnirile: cu texte de valoare, Afis program MasterClass
cu personaje dificile, insa
incitante, cu regizori inspirati, cu pedagogi inzestrati, cu actori
“generosi”, de la care poti “fura” meserie... Desigur, lista poate
continua, intrucat “bagajul” necesar aventurarii pe taramul fragil al
travaliului scenic e unul complex si dificil de expus in cuvinte. Cert
este faptul ca, spre marele meu noroc, am avut parte deja de cateva
astfel de intalniri ce mi-au schimbat, cred, modul in care inteleg arta
de care apartin.

Dupa cum aminteam mai sus, scoala dramaticid mi-a oferit
bazele unui sistem de “dezghiocare” a personajului, spre a putea
parcurge drumul de la text catre fiinta vie, reprezentata scenic, cu

inscrieri pana pe 25 iulie
tel. 0727.86.66.73

tff@teatrulfarafrontiere.ro
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precddere in teatrul de tip realist. Exista, insa, probe ale aptitudinilor
artistice mult mai dure, ce nu sunt (din cauza sistemului de
invatamant mult prea condensat) exploatate suficient in cei trei ani de
studiu. De aici necesitatea antrenamentului individual, permanenta
exersare a mijloacelor de
expresie, a versatilitatii
psiho-fizice. Michael
Cehov reuneste un set de
exercitii, orientate spre a
satisface tocmai aceasta
nevoie a interpretului, in
cursul sdau de arta
actorului. Pedagogul de
origine rusa, discipol al
lui Stanislavki la Teatrul
de Arta din Moscova,
regizor si actor in Franta,
Anglia, Germania, ajunge
in Statele Unite ale
Americii, unde creeaza o
adevarata scoala
dramatica pentru stelele
filmului Hollywoodian.
Bineinteles, metoda sa
mizeaza pe elementele

stanislavskiene ale
pregatirii scenice.
Explicate intr-un mod
succint, etapele

sincarnarii” personajului
sunt cam aceleasi: la fel
ca in Munca actorului cu
sine insusi, in cursul lui
Cehov neofitul in ale Exercifiu de grup
artei dramatice este pus
sa-si exerseze imaginatia; clasicul ,de ce?” este inlocuit de “ce-ar fi
dac-ar fi?”, filmul interior este ,improspatat” printr-o succesiune de
imagini etc. Apar, insa, exercitii noi, menite sa antreneze ,,receptorul”
impulsurilor scenice: sensibilitatea.

Stagiul de sase zile de la Bucuresti si-a propus o explorare a
metodei Cehov si a artei actorului. Impreuni cu Ragnar ne-am
reamintit, cu bucurie si entuziasm, cd pe scena se poate intampla

126



COLOCVII TEATRALE

orice. Poate cel mai valoros lucru, dincolo de exercitiile specifice ce
schiteaza conceptul de gest psihologic, a fost exersarea libertatii. Caci
actorul, in luminile rampei, cunoaste una dintre cele mai adevarate si,
paradoxal, angoasante libertati: poate sa construiasca in mii de feluri
un personaj, insa nu oricum. Calitatea prestatiei sale creeaza o anume
responsabilitate, ce devine, in cele din urma, piedica in calea afirmarii
propriei personalitati.

Libertate care ingradeste? Ei bine, da! Si pentru ca o veche
conventie a artei conventiilor impune interpretului un scop, o
motivare a prezentei sale pe scandura, cel mai dificil exercitiu e acela
al absentei constrangerilor. Aldturi de Ragnar am pipait limitele a
ceea ce “avem” sau “nu avem” voie pe scena. Am aflat, astfel, ca panica
libertdtii e, de fapt, o falsa barierd, caci obstacolele psiho-fizice
individuale sunt generate de experienta particulara, nicidecum de
proiectia sinelui intr-o imagine scenica.

Michael Cehov aduce in atentia interpretului-actor cele trei
coordonate ale artei sale: imaginatia, element central al creatiei,
corespondent gandului personajului pe scena; inspiratia ce tine de
taramul senzatiilor si al sentimentelor, si intuitia — treapta profunda
a dimensiunii creatoare, avand subtile conexiuni cu planul oniric
(constient, inconstient, subconstient).

In atrenamentul individual, vitald este versatilitatea psiho-fizici.
Intelegerea conexiunii dintre controlul corporal si cel emotional
reprezinta un pas important catre performanta. Caci, dupa cum
explica Ragnar, “nu ne miscam pentru ceilalti; miscarea e o experienta
personala, ghidata de senzatii”, generand, la randul sau, o seama de
impulsuri adevarate, organice. Jocul devine mai bogat atunci cand
actorul-interpret constientizeaza existenta unui spatiu psihologic,
imbibat de posibilitati si libertdti creatoare. Miscarea, dupa Michael
Cehov, este un exercitiu aparent banal, insa necesar al imaginatiei: ,,...
miscarea va destepta in voi o dorinta, vointa sau aspiratie precisa;
forta miscarii agita puterea de vointa’... ,Felul miscarii desteapta in
noi o dorinta corespunzatoare, definita si calitatea aceleasi miscari
scoate la iveala simtamintele”. Cu alte cuvinte, prin corpul nostru fizic
receptam, dar si generam impulsuri creatoare, iar prin intermediul
corpului imaginar putem transfigura realitatea scenici. Incepand o
miscare, trupul se elibereaza de constrangerile lui “ce-ar fi dac-ar fi?”,
evadeaza din corsetul stramt al angoasei libertatii si, descatusat, este
sensibil la impulsuri, senzatii. In “rutina” premergitoare
repetitiilor/spectacolelor oricdarui actor ar trebui sa existe aceste
exercitii de “desfundare” a canalelor psiho-fizice, caci lucrul pe
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scandura presupune o concentrare atat de ordin emotional, cat si
corporal.

In explorarea noastra am descoperit, aldturi de Ragnar, calitatea
miscarii; Michael Cehov stabileste patru coordonate: modelare, zbor,
plutire si radiatie. Acestea au rolul de a inlesni asumarea unor date
psiho-fizice straine (ale personajului) prin intermediul declansarii
unor “centre” individuale de sensibilitate (filtrul personal), cu ajutorul
miscarii. Cu cat antrenamentul este mai eficient, cu atat indeméanarea
dobanditda creeazd un sentiment de sigurantd interpretului,
pregatindu-l pentru performanta.

E suficienta metoda lui Michael Cehov pentru a reusi? Cu
siguranti nu. Insi incercarea” propunerilor omului de teatru rus mi se
pare o provocare utild. Si asta pentru ca imaginatia — pe care
discipolul lui Stanislavski s-a hotarat s-o ,,scuture”, este, din punctul
meu de vedere, “sediul” inteligentei scenice. Departe de a propune o
matematizare a mestesugului artistic, Cehov reuseste sa schematizeze
Munca actorului..., venind, in acelasi timp, cu solutii practice pentru
depasirea micilor si marilor inhibitii ale actorilor de ieri si de azi.
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Sub semnul ludicului

Anca Doina CIOBOTARU
Spectatorul de Serviciu

~Anul acesta FITPT e ludic! Si mai bogat in evenimente decat in
oricare dintre editiile precedente. Asa 1i std bine unei manifestari
culturale; sa fie dinamica, sa evolueze, sa surprinda!” Acest mesaj al
directorului artistic al festivalului — Oltita Cintec, ne ofera cheia
editiei a VI-a a festivalului prin intermediul caruia Iasul respira, la
inceput de octombrie, inviorat, in ritmuri europene.

Deschiderea a fost marcatd de aparitia Printului Fericit.
Ludicul si modernitatea abordarii - propusa de Radu Nica si echipa sa
- au fost puse in slujba emotiei si poeziei. Povestea tesuta din ritmuri,
imagini si expresivitate corporala a surprins, a generat discutii, ne-a
ajutat sa ne reamintim de ceea ce e cu adevarat important — sa cauti si
sa afli fericirea.

Tot despre identitate si bucuria fiecarei zile ne-au povestit (fara
cuvinte) Sarah Rowland-Barker si Nik Palmer (Marea Britanie), care
ni l-au prezentat pe Bob. Spectatorii, mari sau mici, au fost invitati sa
faca parte din poveste si jocul a fost condus cu multa abilitate de catre
Nik Palmer, cu precizia unui ceasornicar si creativitatea unui copil.

Teatrul ,,Odeon” si Asociatia ,,Clasic e Fantastic” (Bucuresti)
ne-au invitat intr-o cilitorie in timp, in Copiliria lui Vivaldi. In
mod paradoxal, Monica Ciuta il lasa pe Vivaldi cu privirea in ...
scandura scenei, in ciuda eforturilor partenerilor de joc si a bucuriei si
interesului prezente in sala. Si ideea era atat de promitatoare...

Proiectul Utopiei Mediteraneene, initiat de catre
Ateliercunechon (Italia) si ,Teatrul de Stat pentru Tineret -
Kabarasov” (Rusia) a surprins prin imaginile scenice propuse,
implicarea si efortul actorilor. Mastile, ritmurile si miscarile ne-au
facut sa trecem peste cuvintele ce se pierdeau sub cupola Atrium-ului,
imbiindu-ne sa ne gandim la moarte, neliniste, cautare, ispite,
dorinte, suflet.

Limita fizica a obiectelor poate fi depasitd doar la teatrul de
animatie. Deksels!

Capacul a fost ridicat si publicul din Sala Mica a fost — iarasi —
prins in jocul propus de ,Puppentheatre” (Olanda). Obiectele
deveneau actori, intruchipau personaje, transmiteau povesti fara
cuvinte. Muzica interpretata live de Pieter van Dijck a creat o
atmosfera in care ti se pare absolut firesc ca intre halba de bere si
ceainic sa se infiripeze o poveste de iubire, castelul sa zboare, ceasul
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sa danseze; desi putea fi vazuta de catre spectatori, Irene Laros a stiut
sa se retraga in umbra papusilor sale. Doi cédldtori in lumea povestilor.

Povestile s-au rostogolit catre public intr-o varietate generoasa
prilejuind intalnirea copiilor atat cu Rapunzel (Teatrul Tandarica —
Bucuresti), cat si cu Pacala (Teatrul ,Guliver” — Galati) sau cu
Dragostea celor trei portocale (Teatrul ,Puck” — Cluj Napoca).
Prezenta papusilor, mastilor si animarea la vedere au constituit nota
comund; si parca o graba stranie in interpretare, o anume stare de
detasare in relatia cu papusile ce dadeau viata personajelor.

Pavel Vangeli (Praga) a poposit, doua zile, in Sala Mica. A venit
insotit de marionetele sale si a invitat publicul sd intre in lumea
numerelor tip Cabaret: emotionante, caraghioase, amuzante. Clownul
si fiul siu, Cantiretul la contrabas, Diavolul si Ingerii, Naufragiatii
sau Scheletele au bucurat copiii si adultii, deopotriva. Calator prin
lume, marionetistul vorbeste despre sine, despre noi, despre bucuria
si libertatea pe care ne-o ofera muzica si dansul.

Ludicul insa ne poate oferi sansa de a calatori si in interiorul
nostru — dincolo de ipocrizie, dincolo de aparente. A facut-o si
Alexandru Dabija care a provocat publicul sa intre in lumea extratext
a lui Creanga si a se aseza, deloc comod, in spatiul dintre viata si
moarte, dintre lacrima si hohot de ras. Capra cu trei iezi ( Teatrul
Act — Bucuresti) si O lada ( Teatrul Tineretului — Piatra Neamt) —
doua spectacole captivante si naucitoare, ca doua oglinzi uriase ale
identitatii noastre culturale, ale umbrelor rasarite din somnul
constiintei valorilor reale.

Felii emotionante si tulburatoare de viata ne-au fost oferite si
de Ofelia Popii (Teatrul National ,Radu Stanca” — Sibiu), intr-un
spectacol recital in care ludicul a fost dublat de profesionalism. Lia
Bugnar, autoare a textului si spectacolului marturiseste: ,Felii e o
inlantuire de povesti, o intersectare de destine, care graviteaza toate
in jurul unui barbat cu a carui moarte incepe piesa. (...) Si cand
cameleonul Ofelia Popii se dezlantuie intre atatea felii, spectacolul
poate, pe buna dreptate sa se numeasca Ofelii. Nici ca putea aceasta
piesd a mea sa aiba un destin mai norocos.” Norosi si spectatorii ce au
avut parte de asa o intalnire scenica.

Despre fetele umbrite ale Jocurilor din curtea din spate
ne-au povestit si Teatrul Act (Bucuresti); si ei ne obligau sd ne
reintoarcem in interiorul nostru, sa ne punem intrebarea: ,,Cum ne
raportam la ceilalti?”. Aceeasi intrebare, dar intr-o cheie joviald, a
fost declansata si prin intermediul spectacolelor Zic-Zac sau Mama
Sare si Tata Sare — cu — piper.
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S-a jucat si Crina Zvoboda - de-a ventrilocul, cu sarm si cu o
buna stdpanire a tehnicilor specifice spectacolelor interactive. Copiii
au aplaudat si am recunoscut — inca o data — rolul televiziunii in
promovarea artistilor...

Pentru Facultatea de Teatru ieseneana, insa, sarbatoarea a
fost mult mai rotundi (sau ar trebui si...). In ultima seard Hop la
Iasi si laureatii ieseni ai Galei Tinarului Actor HOP: Dumitru
Georgescu, Laura Bilic, Claudia Chiras si Bianca. Multa emotie si
multd bucurie; patru laureati, toti absolventi ai Scolii de Teatru
iesene.

Putem multumi orgaizatorilor; am avut - si anul acesta - sansa
unei atmosfere de sarbatoare; lansarile de carte, spectacolele lectura si
Expozitia Lowendal — un aristocrat in luminile rampei au sporit
nota de rafinamet a celei de a VI a editi a Festivalului
International de Teatru pentru Publicul Tanar.
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Dumitru Georgescu - un actor ,,pe val”

Dumitru Georgescu s-a nascut in ziua de 1 octombrie 1987, in comuna Vicovul de
Sus, din judetul Suceava. Este absolvent al Universitatii de Arte ,George Enescu”
din Iasi, sectia Arta manuitorului de papusi si marionete, iar din anul 2008, pe
vremea cind incé era student, a inceput colaborarea cu Teatrul ,,Luceafarul” din Iasi.
A obtinut pentru intéia oara premiul pentru cel mai bun tanar actor al Galei Hop de
la Costinesti In 2010, la sectiunea grup, pentru ca anul acesta, in luna septembrie sa
fie recompensat cu aceeasi distinctie, la individual.

in asteptarea Premiului

Cornelui Soltuz: Mi-am propus sa facem un interviu mai putin
conventional, sa iesim din sabloanele jurnalistice, evitand intrebari
stupide de genul: ,Ce ai simtit atunci cand ...?” sau ,,Ce planuri de
viitor ai?” Vreau sa purtam o discutie amicald, sincera, relaxata,
despre teatru si despre Dumitru Georgescu. De acord?

Dumitru Georgescu: Desigur.
C.S.: Ai castigat de doua ori Gala ,,Hop” de la Costinesti, prima oara in

2010, la sectiunea grup, anul acesta, in 2013, la individual, motiv
pentru care mass media si-a indreptat tot mai des atentia spre tine. Ai
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dat interviuri in presa scrisa dar si la Radio Iasi, acum tocmai vii de la
o filmare. Consideri ca esti pe val? Te simti un star in devenire?

D.G.: Nu stiu daca sunt pe val, insa atentia sporita care mi se acorda
acum imi da mai multa incredere in mine, in resursele de care dispun.
Mi-am dorit intotdeauna sa devin un actor care sa iasa din multime,
sa fiu cautat, si nu neaparat pentru a da interviuri. Nu ma simt in
elementul meu atunci cand vorbesc despre mine insumi, despre ceea
ce fac, dar cred cid orice artist doreste si iasi din anonimat. Imi
propun sa ies in evidenta numai prin calitatea muncii pe care o depun.
Lucrez mult, uneori chiar nopti intregi, incerc in permanenta sa ma
autodepasesc, fac sacrificii pentru a ajunge acolo unde mi-am propus.
Atentia de care am parte ma bucura si as minti sd spun ca nu mi-o
doresc. Inainte de a fi student la Teatru, si mai apoi actor, inainte de a
aparea pe scena, urmaream interviurile actorilor pentru a afla cum au
ajuns ei in atentia regizorilor, cum au reusit sa poata lucra cu astfel de
oameni. Am constientizat destul de repede ca presa te poate ajuta sa
faci lucrul acesta. Pentru ca acum, la randul meu, raspund la
intrebarile pe care mi le pun jurnalistii, vreau ca tinerii dornici sa
urmeze aceasta cale sa stie de la unul apropiat de varsta lor ca oricine
poate face ceea ce am facut eu. Nu e nimic extraordinar, iesit din
comun. Spun lucrul acesta privindu-ma pe mine si gandindu-ma la
faptul ca am avut de invatat din interviurile cu tineri actori si tineri
regizori. Doream sa inteleg ce au facut, cum au gandit pentru a-si
alege drumul pe care l-au urmat, pentru ca trebuie sa-ti planifici bine
pasii, sa te organizezi cat mai bine. Poti sa ai talent cu carul, sa fii
extraordinar de bun, insa aceste calititi nu sunt intotdeauna
suficiente, exista riscul sa te risipesti, sa te pierzi pe parcurs.

C.S.: Admiti, deci, ca mass-media poate fi un suport pentru cariera
unui tandr artist?

D.G.: Fara indoiala! Iar mie, imi si face placere sa discut cu oamenii,
sa intru in dialog nu doar cu jurnalistii, ci si cu spectatorii, cu oricine
mi se adreseaza. Rdspund cu dragd inima la intrebari, imi place
comunicarea, dialogul.

C.S.: Cunosc destul de bine lumea teatrului si pot sa afirm fara teama
de a gresi foarte tare ca succesul unora naste de multe ori invidia
altora. Dincolo de elogiile primite si de felicitarile colegilor, ai simtit
nuante de invidie sau mici rautati?
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D.G.: Sincer iti spun ca nu! Pentru ca oamenii pe care mi-i tin
aproape nu sunt atat de multi. Cine n-a vrut sa-mi spuna o vorba buna
nu a facut-o, a preferat sa se abtina si poate ca bine a facut. E drept,
ma asteptam ca oameni care ma cunosc - din Iasi sau din alta parte -,
sa-mi adreseze macar un ,bravo”, dar daca nu au facut-o e pentru ca
asa au simtit. E mai corect asa ... Mai bine sa nu spui nimic, decat sa
joci un teatru ieftin, sa fii fariseu. Altii au fost chiar cat se poate de
sinceri si mi-au spus: ,,Felicitiri, dar si stii ¢ nu mi asteptam!” Ins3,
rautati nu am simtit.

C.S.: Spune-mi, esti multumit de ceea ce faci? Te simti un om implinit
din punct de vedere profesional?

D.G.: Doresc sa fac mai mult. Simt ca acum ma aflu intr-o perioada
fasta si nu doar datorita Galei ,Hop” de anul acesta. Eu sunt unul
dintre cei care nu au stiut sa isi aleagd drumul de la bun inceput.
Studiile liceale le-am facut la Seminarul Teologic, iar mai inainte de a
face teatru am luat destule decizii gresite. Nu stiam cum vor primi
parintii alegerea mea, insa dupa ce am fost admis la Universitatea de
Arte, aproape in mod firesc au venit colaborarile cu Teatrul
Luceafarul, cu Teatrul National din Iasi, si astfel am avut confirmarea
ca am ales bine, ca am facut ceea ce trebuia. Mi s-a confirmat in felul
acesta, ca fara sa vreau si fara sa cer, teatrul e ceea ce mi se potriveste.

C.S.: Cum colaborezi cu regizorii? Te consideri un artist, un creator in
adevaratul sens al cuvantului? Te intreb lucrul acesta pentru ca am
cunoscut regizori care considera actorul un simplu executant, care
trebuie sa-si interpreteze rolul conform indicatiilor primite, fara a
avea nici o marja de cretivitate.

D.G.: Eu, personal, am nevoie de libertate. In primul rand, trebuie s
stiu ca regizorul are incredere in mine. Poate si datorita faptului ca
sunt la inceput de drum, pana gasesc cheia personajului ma simt
putin nesigur, si lucrul acesta se vede, nu pot sa maschez. In general,
lucrez bine cu regizorii, respect indicatiile lor, dar vin de multe ori cu
propriile-mi sugestii.

Nu e nici o problema daca nu sunt acceptate, din postura in
care se afld, regizorul poate si3 vadd mai bine, sd aiba o vedere de
ansamblu a intregului spectacol. Important e ca din mai multe solutii
sa o alegem pe cea mai buna. Cred ca asa trebuie lucrat in echipa. Am
intalnit si regizori cu care am lucrat pana la cele mei mici detalii, de
genul: fa un pas la stidnga, ridici mana dreapta, inchide ochiul
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stang.” Eu nu functionez asa. Regizorul poate sa stie foarte bine ce
vrea sa faca el, dar se intampla sa nu comunice foarte bine cu noi,
actorii, si lucrul acesta provoaca disfunctionalitati. Ca sa-ti raspund la
intrebare, pot spune ca respect indicatiile regizorului, dar trebuie sa
am o anumita libertate de miscare, astfel incat sa-mi exprim propria
personalitate.

C.S.: Ai facut la Gala Hop un moment in care l-ai reprezentat pe Elvis
Presley? Este Presley unul dintre idolii tai?

D.G.: Am inceput sa vad filmele lui Elvis abia dupa ce am inceput sa
joc teatru. Nu-l consider un foarte bun actor, a fost insa, unul dintre
artistii care au stiut cu adevarat sa faca spectacol; si un muzician de
geniu. Eram constient ca nu voi reusi, nici pe departe sa ma apropii de
valoarea interpretarilor sale — nici nu mi-am propus si nici nu cred ca
a reusit cineva pana acum — , s-a vrut a fi doar un omagiu mic, adus
unui artist mare. Am realizatt o adaptare, un Elvis al zilelor noastre, si
am facut totul cu multa placere. Dincolo de filmele sale si de viata
particulara, tot ceea ce a facut Elvis pe scena gasesc de admirat.

C.S.: Consideri ca teatrul mai este o arta de actualitate? In ce directie
crezi cd va evolua teatrul, gandindu-ne la concurenta tot ma acerba cu
televiziunile, cinematografia si industria de divertisment?

D.G.: Concurenta nu poate fi ignorata, exista, trebuie sa tinem cont de
ea, dar nu cred ca teatrul va trebui sda intre in competitie cu
cinematografia, televiziunile, sau cu industria de divertisment.
Oamenii care vin la teatru doresc sa vada altceva decat glumite ieftine
sau show-uri TV a cdror calitate este de multe ori una indoielnica.
Silviu Purcarete si Radu Afrim sunt doar doi dintre regizorii cei mai
cunoscuti care apeleaza la mijloace tehnice care imprumuta multe
elemente specifice cinematografiei. Video-proiectiile si light-design-ul
sunt din ce in ce mai des prezente pe scenele de teatru. Iata deci, ca
dincolo de a fi o concurenta demna de luat in seama, filmul ne mai
ofera si solutii tehnice. Apoi, eu unul, nu cred ca toata lumea trebuie
sa vina, in mod obligatoriu, la teatru. Prefer ca in locul unei sali pline,
in care majoritatea spectatorilor mananca cheeps-uri sau butoneaza
telefonul mobil, s& am o sald ocupata fie si numai pe jumatate cu un
public interesat de ceea ce se intampla pe scenad. Daca nu simti nevoia
sa vii la teatru, nu veni! Stiu ca exista si genul acela de oameni care
vin la premiere doar din dorinta de a-si etala tinuta eleganta sau
masina scumpa, de a socializa, a zambi cu un aer de superioritate si a
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putea povesti a doua zi colegilor pe cine a vazut in foaierul teatrului. E
treaba lor, fiecare e liber sa faca ceea ce-i place! Nu te obligd nimeni sa
aplauzi la final, poti chiar sa iesi din sala la pauza, traim intr-o lume
libera, spectacolele sunt atat de diferite incat chiar ai de unde sa alegi.

C.S.: Nu e nici un secret, se stie ca actorii din teatrele romanesti sunt
foarte prost platiti. Cum este viata de actor din punctul acesta de
vedere? Crezi ca frustrarile de ordin material, cu toate urmarile sale,
ti-ar mai putea diminua entuziasmul?

D.G.: Am prieteni si fosti colegi de facultate care deja au renuntat, au
abandonat teatrul. Au spus: ,Eu nu inghit praful de pe scena si nu
suport tot felul de umilinte pentru un salariu de mizerie si pentru un
public care, de multe ori, nici nu apreciazd munca noastra.” Nu i
condamn, poate ca au dreptate, iti trebuie o oarecare doza de nebunie
sa faci asta. Unii dintre acestia chiar erau talentati, au dedicat
teatrului ani din viata lor luandu-si licenta, facind apoi apoi un
master, si e pacat ca au abandonat. Le doresc sa fie multumiti acolo
unde se afla acum. Mai tin legatura cu unii dintre ei, ne auzim la
telefon si aflu ca au lefuri mari, castiga mii de euro, dar, in acelasi
timp recunosc ca le lipseste scena. Sigur ca este greu, trebuie sa joci in
mai multe locuri, sa faci diverse colaborari, astfel ca la sfarsitul lunii
sa-ti poti plati facturile si, cat de cat, si ai din ce trii. Insa, ti-o spun
cu toata sinceritatea, de-ar fi sa o iau de la-nceput, as merge pe acelasi
drum. Pare ciudat sa spun asta, mai ales ca am avut si sprijinul
familiei, dar asta e realitatea. Ma simt un om implinit, simt ca fac ceea
ce mi se potriveste. Sunt absolut convins ca in teatru, la fel ca in orice
alt domeniu de activitate, daca vei performa, vei fi un bun actor, pana
la urma vor veni si banii. Mai cred ca viitorul teatrului din Romania
apartine companiilor private, care deja fac spectacole de buna calitate,
si care au inceput sa absoarba o parte din forta de munca pe care o
ofera tinerii absolventi ai facultatilor de teatru.

C.S.: Din dorinta de a colora putin acest interviu, o sa-ti pun o
intrebare care vizeaza un aspect din viata privata. Esti casatorit, sau ai
o prietena?

D.G.: Am pus intotdeauna teatrul pe primul loc, nu mi-am dorit cu
orice pret sa fiu intr-o relatie. Sunt inca tanar, are sa vina si vremea
cind voi avea o prietena, si apoi o familie. De altfel, nu cred ca trebuie
s 1ti propui: ,,De maine trebuie sd am o iubitd!” Si sa te implici intr-o
relatie, doar asa, sa poti spune ca esti in rand cu lumea! Toate la
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timpul lor! Cand va fi sa fie, si ma voi simti atras in mod inevitabil de
o anume tanara domnisoara, nu voi avea nicio retinere. Deocamdata
sunt singur, dar ma consider un tip sociabil; am colegi, colege,
prieteni, ies la o cafea, am pagina de facebook.

C.S.: Deci, as putea spune: ,Fetelor, e loc”!
D.G.: Cat cuprinde!

C.S.: Pentru finalul acestui interviu, spune-mi ceva inedit din viata lui
Dumitru Georgescu.

D.G.: Mi-aduc aminte ca eram in Cehia, la un festival unde am
sustinut o serie de trei spectacole. Iubesc festivalurile si imi place sa
plec impreuna cu trupa la astfel de evenimente. Plecasem din Praga,
eram in drum spre casa, impreuna cu alti doi actori si regizorul tehnic,
care ne ajuta atat la lumini cat si la sunet. Ne aflam intr-o gara in care
trenul statea foarte putin, aveam multe bagaje: decor, recuzita, lucruri
personale. In fine, ne-am urcat in tren, unde am constatat ci lipsea
una dintre colege. Le-am spus celorlalti: ,Stati aici, trebuie sa fie la
vreun chiosc din gard, ma duc sd o aduc.” Am coborat din tren, dar n-
am apucat sa fac nici doi pasi ca usile s-au inchis, trenul a plecat, iar
eu am ramas in gara, fara acte, fara bani, doar cu telefonul mobil in
mana. M-a cuprins un fel de disperare, mai ales ca functionara careia
ma adresasem habar n-avea de limba englezd, iar eu repetam intr-
una: ,no money, no documents, Romania.” Pana la urma, cei din tren
au coborat in prima gara, iar eu, asa cum eram, fara acte, fara bani, m-
am urcat in urmatorul tren. Chiar daca venea controlorul, nu prea
avea ce sa-mi facd: bani n-avea de unde sa-mi ia, act de identitate n-
aveam de unde sa-i dau, cel mult m-ar fi dat jos la prima statie. Asta
si vroiam sa se intample, pentru ca acolo ma asteptau colegii mei. Ne-
am regasit dupa vreo cateva ceasuri si ne-am amuzat teribil pe seama
celor intamplate.

C.S.: Multumesc pentru timpul acordat si iti doresc succes in tot ceea
ce vei face!
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Dumitru Georgescu primind premiul din mana Maiei Morgenstern
A consemnat Corneliu Soltuz, student anul al II-lea la Jurnalism

teatral, Facultatea de Teatru, Iasi
Marti, 15 octombrie 2013
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Interviu cu laureatii ieseni ai Galei HOP: Laura
Bilic, Dumitru Georgescu si Bianca Ioan

(Interviu realizat vineri, 11 octombrie, dupa spectacolul HOP la Iasi
din cadrul Festivalului International de Teatru Pentru
Publicul Tanar, editia a VI-a de la Teatrul Luceafarul)

de la stinga la dreapta: Bianca Ioan, Dumitru Georgescu si Laura Bilic

Carmen Antochi: Ce a insemnat Gala HOP pentru voi?

Laura Bilic: A insemnat mult, pentru ca nu ma asteptam la
acest premiu. Mie imi place mult monologul si a fost o recunoastere,
care normal ca m-a bucurat. A insemnat mult atunci, mai ales ca
picasem preselectia doi ani inainte.

Dumitru Georgescu: La fel... Eu aveam nevoie pentru a
prinde curaj. Eram foarte neincrezator si m-am dus ,cu turma”,
pentru cd toata lumea participa dupa ce absolva facultatea si, nu stiu,
a fost asa, ca un impuls, pentru a avea incredere in mine si e foarte
bine cd exista astfel de gale ca sa vezi si ce se intampla in alte parti.
Cat esti in facultate nu prea ai ocazia sa participi la astfel de
concursuri la nivel national.

Bianca Ion: Pentru mine a fost primul concurs oficial dupa ce
am terminat facultatea, in sensul in care, asa cum spunea si Dumi,
mergi mai mult din inertie la Gala HOP, in conditiile in care nu ai
niste perspective, niste proiecte...
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C.A.: Oricum, e o confirmare...

B.1.: Da, mi-ar fi parut rau sa nu ma duc... Si a insemnat foarte
mult pentru ca, e intr-un fel cand primesti un premiu, adica e intr-un
mare fel... Si te intorci acasa dupa aceea si toata lumea te felicita
,~Aaaa, ai castigat!” Nu mai conteaza cum si in ce fel, conteaza ca ai
castigat! Esti pe o scena cu niste oameni care iti spun,, Tu, Bianca Ion,
ai castigat!”,Yeee!” (rasete). Deci, inseamna foarte mult pentru mine.
Incredere, cum zicea Dumi.

C.A.: Si, legat de asta, cum s-a reflectat in carieri? Intr-adevir,
ai castigat, dar ati avut feedback-uri importante?

L.B.: Da, toata lumea ne-a placut, ne-a felicitat...

C.A.: Este premiul acesta o rampa de lansare pentru tinerii
actori?

B.1.: Da, poate sa fie...

D.G.: Poate si fie...

C.A.: Poate sa fie, dar pentru voi, s-au materializat contracte,
invitatii...

L.B.: Nu, nu am avut contracte.

B.1.: Eu cred ca asta este o idee preconceputa despre Gala in
general, pentru cd sunt foarte multi oameni care intreaba: ,Bine, si?...
Ok, ai castigat...si...?” Cred ca tine foarte mult de experienta
personala. Deci, in momentul in care esti exact la inceput de cariera si
primesti un premiu la o Gala (ca intr-un an e mai serioasa, ca in altul
e mai putin serioasi, sau ca in alt an sunt mai multi candidati - si
astea sunt iarasi niste contexte, adica in anul in care am fost eu,
premiul pentru cel mai bun actor 1-a luat unul din cei patru concurenti
baieti, nu din 14, nu din 67 cati au terminat in anul acela... patru au
concurat), relevanta poate sa fie foarte subiectiva si, mai departe, de
exemplu in anul in care am dat eu, 2011, au fost oameni care s-au
angajat in urma Galei HOP la Satu-Mare, la Tulcea...

L.B.: A fost si in 2009, s-au angajat la Teatrul National din
Bucuresti. Eu am fost ca spectator atunci...

C.A.: Deci e o recunoastere...

L.B.: Da, poate fi...

B.1.: Depinde foarte mult si de nevoile directorilor de teatre.
Poate nu are nevoie de mine pentru ca mai are inca trei actrite cu
tipologia mea si, chiar dacd eu sunt buna, sau o alta actrita de la Gala
HOP pe tipologia mea a fost mult mai buna decat mine, poate sa fie
asa... Deci sunt foarte subiective treburile astea. Si daca poate sa fie o
rampa de lansare, tot de noroc tine...

D.G.: Clar tine de noroc...
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C.A.: Vi se pare ca a evoluat gala de la un an la altul? Mai ales
tu, Laura poti sa-mi spui, fiind prima participanta de aici...

L.B.: Da, eu n-am mai fost...

C.A.: Dar asa, din ce-ai mai vazut, ce-ai mai auzit...Banuiesc ca
ai urmarit-o!

Laura Bilic in Pete de Cerneala

L.B.: Da, din ce am auzit... am auzit ca s-a schimbat...

C.A.: Si eu am auzit ca s-a schimbat juriul...

(rasete)

L.B.: Da... Si intreaga organizare, acum avand un director nou
de festival®9, normal ca se schimba aproape totul... Nu stiu daca e bine
sau rau, dar orice schimbare e buna dupa opinia mea. Din cand in
cand trebuie sa schimbam, ca sa nu ne plictisim, deci e bine ca s-a
schimbat.

B.1.: Eu, trebuie sa recunosc ca am privit cu ciuda (rasete). Mi-
a fost ciuda pentru ca am avut impresia (cel putin asta a fost primul
meu sentiment) ca acum e mai fain si cand am fost eu nu a fost la fel

% La editia din 2013 presedintele juriului a fost Radu Afrim —regizor.
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de frumos, pentru ca acum sunt oameni mai importanti acolo si, poate
ca gresesc, poate ca norocul tine strict de locul in care esti atunci...

C.A.: Ati mai participa din nou la Gala?

B.1.: A...da, as mai participa, mai am dreptul la o participare.
Am vrut sa merg si anul acesta insa lucrez (nu am nici un proiect
teatral sau cinematografic, doar lucrez ,in campul muncii’) si din
cauza asta nu am reusit sa ajung. Dar cred cd as mai participa, cu
toate ca am impresia ca m-as intoarce intr-un punct in care am mai
fost deja (emotional vorbind), adicd am nevoie de o reconfirmare in
cadrul aceluiasi eveniment. Poate cd ar trebui sa ma duc mai departe,
nu neaparat la un eveniment mai important, pur si simplu - altul.
Apropo de ce se spunea, ca ,sa schimbi uneori e bine”... Parca m-as
intoarce tot acolo...

D.G.: Sa stii ca s-au schimbat foarte multe! Participand si in
2010 cand era Cornel Todea si in 2012 la Radu Afrim, pot spune ca
atunci a fost bine dar acum a fost mult mai unita echipa, puteai sta la
discutii cu juriul, puteai schimba pareri...

Dumitru Georgescu in Gabriel

C.A.: Multe conferinte...
D.G.: Da, da, da... Si i-am simtit si pe ei mult mai implicati.
Adica pana acum te duceai la Gala HOP, iar dupa Gala nu se mai
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intampla nimic. Eu cred ca dupa Gala aceasta, dupa venirea lui Afrim,
chiar cred ca o se mai intample multe lucruri legate de ea pentru ca ei
chiar isi doresc sa-i promoveze pe cei care au participat la Gala.

L.B.: Se descoperi ei cu adevarat... Adica nu s-a incheiat Gala
si gata. Uite, acum, dupa Gala, ne-am reunit prin cadrul FNT
(Festivalul National de Teatru 2013 n.n.) si avem trei spectacole la
[Teatrul n.n.] ,Godot” — au ales monoloage din Galas° si specracolul
pe care l-am facut noi acolo, cu ,Maria Tanase”9. Iar la FNT o sa fie
oameni importanti — regizori, producatori, care poate nu au ajuns la
Costinesti. De aceea spun cd Afrim e un punct bun, pentru ca face
parte din generatia tanara (pana la urma el lucraza cu actorii), vrea ca
Gala sa fie scoasa in lume, nu sa-si faca festivalul si atat.

C.A.: Cum a fost nivelul de pregatire al participantilor?

L.B.: Anul acesta nu stiu...Dumi poate sa spuna...

D.G.: Au fost foarte bine pregititi. In afari de faptul ci toati
lumea a spus ca a fost un an foarte bun, eu chiar l-am simtit un an
foarte bun si o concurenta foarte mare. De exemplu, la fete, nu as fi
stiut careia din cele 6 selectionate sa-i dau premiul pentru cea mai
buna actrita. N-as fi stiut pentru ca erau total diferite si, fiecare dintre
ele a facut altceva pe scena si erau toate la fel de bune. Chiar cred ca
juriul a avut o mare dilema in aceasta privinta — cui 1i dam premiul...
Singura chestie care m-a deranjat la festival (n-am mai spus-o0): se
dau atatea premii incat cele importante par ca-si pierd din valoare...

(rasete)

E premiul Revistei Nu Stiu Care... Apoi publicul a avut Cea mai
buna actrita, Cel mai bun actor, Cel mai bun grup...

B.I.: Asa a avut intotdeauna publicul!

D.G. L.B.: Nuuu...doar un premiu!

B.I.: Nu, la mine n-a fost asa...

D.G.: Deci din 2011 a inceput...

C.A.: Si pana la urma au castigat cam toti...

D.G.: Nu chiar toti, dar din 40 cati am participat, 19 au plecat
cu premii acasa.

B.I.: Da, dar ma gandesc ca asta e bine...

C.A.: E bine pentru ca e motivant...

% HOP in POD — premiantii Galei Tandrului Actor HOP...in actiune. In fiecare seard, in
club La Historia, incepdnd cu ora 20.00, intre 28 octombrie si 3 noiembrie 2013.

! Spectacolul Hai lu lu Nu Hey You You s-a nascut la Gala Tandrului Actor — HOP, la
Costinesti, la inceput de septembrie ai este rezultatul atelierului de creatie ,,Maria Tanase —
1913-2013”, coordonat de muzicianul Vlaicu Golcea, timp de 4 zile pline!
(http://www.fnt.ro/Program/Hai-Iu-Tu-Nu-Hey-Y ou-Y ouw/#.UmPD7Pnp18E).
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B.I.: Da, da, plus ca, pentru prima oara se da premiu
directorului (rasete) ceea ce e foarte ok!

C.A.: Din ce ati jucat, care sunt rolurile cele mai dragi pe care
le-ati facut?

L.B.: Asta e! La mine monologul #sta e unul dintre ele. Si... nu
stiu... toate mi-au placut... ficeam Asistenta de regie din Cum se face,
montat la ,Ateneu” (Ateneul Tatarasi n.n.) si jucat la Botosani, acum
nu mai siu cati ani, prin 2009 cred, nu...2007-2008, facut in regia lui
Octavian Jighirgiu, ala imi amintesc ca mi-a placut mul....dar toate-mi
sunt la fel de dragi...

D.G.: La mine la fel, m-am indragostit de personajul acesta, pe
care-l fac (Gabriel n.n.) Am scris si textul si probabil de aceea sunt
atat de apropiat de el. Dar nici nu am ditamai CV-ul cu roluri pe care
le-am interpretat. Ah, si mi-am dorit foarte mult sa joc in ,,Pelicanul”,
sa-1 joc pe Frederick si s-a intamplat!

B.1.: Am stat acum si am facut o recapitulare; cred ca primul
de care imi amintesc si a rezonat oarecum in mine, a fost Mandica din
Five o’clock. Am lucrat pentru un examen de regie cu Florin (Coco)
Caracalea — era si el anul I de regie, eu anul I actorie si a fost cred,
semestrul I. Faceam dramatizari dupa Caragiale si am facut acest Five
o’clock in foarte multe variante. Venea profesorul lui de atunci,
asistentul d-lui Ion Mircioaga (Andrei Grosu) si tot timpul il suna
Coco... ,M-am gandit asa...”, ,Nu-i bun asa...”, ,N-am putea sa facem
asa...”. Ne-am gandit sa-1 facem pe bloc, ne-am gandit sa-1 facem pe
facultate si pana la urma a ramas pe holul facultatii si a fost o
superbitate de personaj”. Poate si pentru ca a fost primul asa, mai
,carnos” si cu mai multe ganduri in mine, in fine...cred ca de asta-mi
amintesc de el cu mare drag, pentru ca mi s-a parut ca a fost tot ce n-
am fost eu vreodata. Adica, in Marta din An bisect e posibil sa fi avut
niste reactii ale mele personale, adica Bianca (bine, fiecare personaj
are de-ale noastre), dar asta atat 1-am tocit si atat I-am intors pe toate
partile pana cand a iesit o chestie care nu avea nici o treaba cu mine si
mi se parea excelent! Si acum ma mai uit la filmare si ma gandesc
,Doamne, cum am putut sa fac toate lucrurile astea?!”. Ala-mi este cel
mai drag!

C.A.: Rolul pe care ti 1-ai dorit?

B.1.: Ha, ha, ha! Eram sigura ca asta urmeaza! Ivan Turbinca!
(rasete)

L.B.: Doamne, nu stiu... Toate! Vrem sa jucam!

D.G.: Asa-i!

C.A.: Rolul pe care nu ti I-ai dori?

L.B.: Nu cred ca nu mi-as dori un rol... Toate au o provocare...
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B.1.: Atat timp cat sunt decente, da. Nu as face totusi chiar
orice pe scena...

Bianca Ioan in Un an bisect

L.B.: Da, intr-adevar...

C.A.: Unde va poate vedea publicul?

Deocamdata la ,,Ateneu” cu Un bdarbat si cam... multe femei si
la ,Teatrul FIX” in S-a intamplat intr-o joi — si acolo mai joc... Atat
deocamdata.

D.G.: La ,Teatrul Luceafarul” in spectacole pentru copii, in
baruri, in Cipsuri si Dale...

B.1.: Baruri, cluburi, cafenele...

D.G.: ... Stii care-i chestia, m-am saturat sa se spuna ,,Vai, voi
sunteti artisti, sunteti atat de frumosi...!” Da, dar asta nu plateste
factura la lumina... (rasete) Asa, si am prins un rol de figuratie la
Silviu Purcarete in Palaria Florentina si joc si la (Teatrul n.n.)
,National”.

B.I1.: Pe mine mai mult ma pot auzi oamenii pentru ca lucrez la
,Radio HIT”. In fiecare zi de la 10 la 14. De jucat n-am mai jucat de
multa vreme. Deocamdatd am cateva perspective, cand or sa se
materializeze voi anunta fanii. Ne-am intalnit niste oameni si facem
ceva acolo....Mergem pe teatru independent, alternativ.

C.A.: Va multumesc si astept invitatii la urmatoarele premiere!

A consemnat Carmen ANTOCHI,
studenta, anul al II-lea la Jurnalism teatral, Facultatea de Teatru, Iasi
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Despre arta papusarilor romani

Anca Doina CIOBOTARU

@es}m aria f&imsavifor pormatii
- x>

Dialoguri cu maestrii scenei
* % %

Edifura SEDCEOM LIBRIS

Actorul Toma Hogea si-a tinut promisiunea; a incheiat
calatoria prin lumea discreta si tainica a maestrilor pdapusari;
volumele III, IV si V au vazut lumina tiparului si acum stim mult mai
multe Despre arta papusarilor romani. Astfel, istoria teatrului de
papusi din Roméania are sansa consemnarii nu doar a unor tehnici sau
spectacole ci a unor biografii ce i-au marcat traseul, in cea de a doua
jumatate a secolului XX.

Cele cinci volume (scrise in doi ani) pot declansa polemici si
discursuri multiple — oricat de multe, toate ar fi de prisos. Despre
arta papusarilor romani ne vorbesc chiar ... pdpusarii, iar
consemnarea dialogurilor echivaleaza cu un gest de reverenta si o
declaratie de dragoste catre confratii de breasla. Chiar daca nu mai e
la catedra, Toma Hogea preda cititorilor cea mai importanta lectie:
despre generozitate si recunoasterea valorilor, implicare si bucuria
asumarii destinului de a sluji neconditionat artei papusarilor.
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Ce ne-ai facut, domnule?

Anca Doina CIOBOTARU

Ce ne-ai facut, domnule? ne intreaba si se intreaba omul de
teatru Constantin Brehnescu in ultimul sdau volumul memorialistic.
Memoriile nu pot fi cantarite si evaluate; ele inseamna chiar viata
povestitorului; peste cuvintele lui ce s-ar putea spune?

Invitatia l-a lectura este evidenta: ,,Unele intamplari, care imi
vin imediat in minte, doresc sa le istorisesc pe scurt acelor cititori care
au vointa, si mai ales bunavointa de a parcurge aceste randuri. Incerc
sa descriu, in aceste putine pagini, cate ceva din noianul de moment,
unele mai importante decat altele, parcurse de mine si de Lulusa de-a
lungul unui sir lung de ani; un parcurs sinuos, nu totdeauna acceptat
de toti, alaturi de niste oameni care ne-au impartdsit gandurile,
visurile, dorinta de definire a personalitatii noastre artistice: uneori cu
bucurie, alteori cu tristete sau, chiar, poate mai greu de imaginat, cu
spaima.”
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De la teatru la pluridisciplinaritate

Ioana PETCU

Profesorul universitar
Gheorghe Ceausu propune, prin
Editura UNATC Press, un volum

xof- univ. de. Zheorghe Ceausu
substantial in care lectorul — si
sunt aici vizati doar cei

[ ] [ ] [
9 thCLP[me
l 3 specializati si strict interesati de
P ubd anumite zone de cercetare — e

P invitat la reflectie si la
domenii

construirea propriilor directii. 9
discipline plus 3 domenii este o
pista pentru tinerii studenti si
cercetatori, fie ca vin din
filosofie, teatru sau
cinematografie. E o chemare
lansata catre cei dedicati
studiului aprofundat la gasirea
si dezvoltarea unor noi subiecte
de dezbatere care sa uneasca arii
diferite. Mesajul de deschidere

e y este elucidant asupra
adresabilitatii. Spune autorul cu adancime in ton: ,,O carte este si ea
un lucru care, atunci cand starneste si atrage atentia cuiva, devine un
obiect ce si-a aflat finalitatea inscrisd de facatorul ei in constiinta
destinatarului. Spun aceasta deoarece in viata cotidiana observam ca
lucruri faurite cu o anumita intentie primesc alte finalitati. E ca si cum
cu o carte se acopera un ibric cu lapte in loc sa fie citita”.

9 discipline plus 3 domenii prezinta programe de studiu cu
bibliografii si teme de cercetare, axdndu-se pe antropologie culturala,
artele spectacolului, axiologie, estetici generala, estetica filmului,
interferentele istoriei si artelor, istoria filosofiei, receptare culturala si
teoreia culturii. Tematica acestor noua discipline este alcatuita si cu
ajutorul a trei domenii ,ustensile”: 1) hermeneutica, 2) semiotica si
semantica, 3) simbolistica. De fapt, extrem de interesanta si ofertanta
este suprapunerea ariilor de discutie din cartea reputatului profesor.
Beneficiind de texte-introducere la inceputul fiecarui capitol, autorul
isi expune cu claritate si echilibru definitiile si conceptiile, deschizand
un fericit dialog cu cititorul care stie ca ideile pot fi escaladate,
nuantate, intr-o fina retea gnoseologica. Dintre multele segmente in
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care domeniile se impart, dintre structurile in care se organizeaza
programele propuse, multe sunt directiile de un interes maxim ce pot
fi aflate. Iata numai cateva exemple din curriculum-ul pentru Estetica
filmului: Dimensiunea cognitiva a finalurilor, Exista o perioada ,de
aur” a filmului?, Studiu comparatist intre actorul de teatru si actorul
de film dupa criteriul efemeritatii, simbolul in arta filmului, Filmul —
emblema a unei civilizatii, Existd cenzura esteticd? si exemplele ar
putea continua multd vreme, caci numai acest domeniu contine, in
lista propusa de erudit, 297 de teme. Fie sub forma de enunt, fie sub
cea interogativd, subiectele sunt dintre cele mai fecunde, largi si,
totodata, potentatoare.

Dincolo de randurile riguros articulate, descoperim dorinta
autorului de a inchega si de a lasa mostenire o seama de formule in
care si-a concentrat lunga activitate de catedri. Intelegem, astfel, o
grija deosebita fatd de anii de indelunga activitate ca si pentru viitorul
celor care abia incep sa-si alcdtuiasca bibliografii. Gheorghe Ceausu
lasa un izvor tematic, o baza de documentare importanta, 9 discipline
plus 3 domenii constituind un material ce poate da roade nebanuite
atunci cand tanarul cercetator va intra in contact cu acesta. Nimic mai
frumos decat sa-ti pregatesti discipolii cu temeinicie si generozitate. Si
acesta este un mod de a valoriza ceea ce esti.
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K. S. Stanislavski — un conglomerat de idei pornind
de la ,,un sistem”

Ioana PETCU

A vorbi despre sistemul lui
Stanislavski poate parea astazi
caduc, de vreme ce existd si o
bibliografie = complexa dedicata
regizorului si pedagogului rus,
precum si multiple alte metode
Caietele Bibliotecii UNATC derivate de pe aceastd linie majord a

Departamentul de Cercetare al Facultifii de Teatru

vl S 22011 artei actorului in Europa. Ins3,
Mihaela Betiu, lector universitar
A acTomE doctor la Universitatea de Arta

. wmneane  Teatrald si  Cinematograficd din

Bucuresti, pune la dispozitia

studentilor si a cadrelor didactice o

lucrare — e, dupa parerea noastra,

mai mult decat un suport de curs,

asa cum il claseaza autoarea — care

prezinta, explica si discuta opera lui

K. S. Stanislavski. Totusi, forma pe

I.;:‘NA:;;{QE:; care o 1imbracda studiul e una

complexa si nu se limiteaza Ila

expunerea unor date culese din Munca actorului cu sine insusi si din

Viata mea in arta. Ceea ce, desigur, e meritoriu. Pentru a ajunge

efectiv la fructuoasele comentarii deschizatoare de drumuri pentru

noii ,invatacei” care intra in tainele artei actoricesti, Mihaela Betiu

intreprinde un demers larg, conturand imaginea teatrului in Rusia

secolelor premergatoare marii innoiri aduse de directorul Teatrului de

Arta din Moscova si explicand astfel cursul gandirii curentelor si

miscarii artistice din aceasta zona. Raidul in istoria teatrului facut in

aceasta modalitate este binevenit. Trecand si prin biografia atent si

minutios construitd — biografie care prezinta si aspecte mai putin

cunoscute din viata lui Stanislavski, un ar fi ultima perioada a vietii

sale, confruntarea cu Stalin si doctrina comunismului —, cercetatoarea

creioneaza cu tuse cand fine, cand bine reliefate un portret care, pe

parcursul corpusului lucrarii, ramane gravat si da o aura sugestiva
intregului comentariu asupra creatiei stanislavskiene.

Mihaela Betiu nu se rezuma la expunere opiniile principale

desprinse din cele doua carti anterior amintite. Ea comenteaza si
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deschide directii in cautarea pe care o intreprinde alaturi de teoriile
regizorului rus si alaturi de studentii carora li se adreseaza si pe care-i
invita, printre randuri, la reflectie. Cu insemnari de valoare, inclusiv
in subsolul paginilor, unde se dezvolta adevarate polemici cu cititorii,
autoarei nu-i scapa nimic, nici o definitie, nici un termen, nici un
panseu. Bine structurat in forma sa, studiul e prevazut la final cu o
Addenda unde sunt punctate notiunile de baza, spre conchiderea unei
metode pedagogice care-si doreste maxima utilitate si eficienta.
Lasand ultimul cuvant lui Stanislavski — ,Sistemul este un ghid
pentru a ajunge la creatie, dar nu e un scop in sine. Sistemul nu poate
fi jucat (...)” —, profesorul de la UNATC nu face decat sa propuna o
prolifica discutie despre actor si teatru aceluia care a parcurs paginile
si care are capacitatea de a concepe intrebari si posibile raspunsuri.

Nota redactiei: Suportul de curs Caietele Bibliotecii UNATC —
K. S. Stanislavski si fundamentarea psihologica a artei actorului
poate fi gasit la Biblioteca Universitatii de Arte ,,George Enescu” din
Tasi.
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Bogdana Darie — cum sa scrii despre om
Ioana PETCU

Cand actorii vadesc talent
gogdana Darie pentru condei, este important si se
descopere cu sinceritate, asa cum
sunt, dincolo de scena, in fata foii
albe, creand acolo, din nimic,
profiluri, povesti in care lasa cate
putin din ei, din viata lor. Jocul fara
mascd e o provocare si un altfel de
experientd cu propria identitate.
Pentru Bogdana Darie intdmplarea e
fericita, caci are o foarte echilibrata
trecere intre exercitiul scenei si cel al
scriiturii. O dovedeste si prin
exceptionala carte autobiografica
dedicata Tamarei Buciuceanu Botez,
ce poarta titlul Tamara Buciuceanu.
, O viata inchinata scenei, lansata in
Ediara Csifaha acest an, cat si prin volumul de teatru
Duminica linistitd, publicat in 2012 la
Editura Estfalia. Aceastd din urmd publicatie, care adund intre
copertele sale cinci piese, propune o lectura care convinge incet, dar
sigur, o lectura franca ce face trimiteri catre un adevar de multe ori
dramatic. De o simplitate surprinzatoare, textele creioneaza un
orizont cu linii precise, in care se pot depista cateva teme majore:
relatia identitate-alteritate, privirea prezentului dinspre trecut,
chestiuni de imagologie.

Autoarea are calitatea de a trata in tuse fine, minimaliste,
realitdti ale unei Romanii pe care, desigur, o cunoastem cu totii, dar
care descrisd in manierea facuta aici, ne impresioneaza mai tare si
unele intamplari ce ar putea trece drept fapte comune, se reliefeaza in
lumind mai puternicd. Un subiect care trece ca o linie unificatoare in
primele patru texte e perspectiva emigrantilor romani. Fiind o tema
mereu in atentia parcd mai mult a Europei decat a noastra, problema
emigrantilor e lansatd spre dezbatere, fie atunci cand scriitoarea
vorbeste despre oameni din paturi sociale defavorizate, fie cand ataca
situatii ale celor plecati la studii, care deja s-au integrat in tari strdine.
Teatrul Bogdanei Darie, in afara de dramele individuale pe care le
expune, de turnurile psihologizante pe care le iau acestea, e un semn
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de atentionare in dreptul unor aspecte sociale si, indubitabil, politice.
Gare d’Austerlitz e un text concentrat, de mici dimensiuni, dar cu o
energie cu atat mai mare, in care scriitura e patrunzatoare. Gare
d’Austerlitz nu e doar un topos al intalnirilor dintre est si vest, dintre
mentalitati, preconceptii sau doar un punct al diversitatii, ci se
transforma, luand proportii colosale, in spatiul unde fantasticul e
posibil, unde realitatea dispare, lasand loc transcendentalului. Fie
numai si pentru o clipa. Povestea de viata a unui violonist de etnie
rroma si a unui jongleur roman se incruciseaza aici, moment unic in
frumusetea lui, in intensitatea cu care e trait si care demonstreaza
adevarul pe care-l rosteste la final Baiatul inalt ,granita pe care
trebuie sa o trecem e in interiorul nostru. Granita e in noi. Si o trecem
atunci cand intelegem ca, pana la urma, totul e o chestiune care tine
de noi insine. Viata noastra sta in definitv in mainile noastre”.
Regisim aceastd idee in toate celelalte piese ce urmeazi: Intr-un alt
timp — un fel de drama cu radacini in Jocul ielelor camilpetrescian —,
Ghetarul — o emotionanta ,felie de realitate” —, in Visul Isoldei — un
monolog cu inflexiuni freudiene — sau in Duminica linistita. Piesa
care da si titlul volumului ofera o lectie de neutralitate, de
transparenta auctoriald, constituindu-se perfect si ca posibilitate in
varianta cinematografici. Drama femeii moderne, a barbatului
modern, a omului singur si a insinguratilor sunt temele de reflectie
atunci cand actul lecturi trece dincolo de actiunea propriu-zisa,
interpretand situatiile si contextul mai larg din dedesubtul tramei
prezentate.

Despre om se scrie cu un ochi sincer, cu o privire oarecum
detasatd, dar care patrunde adanc, in spatele cuvintelor, intr-o
realitate tulburatoare, uneori sfasietoare. Bogdana Darie vorbeste
despre om ca despre sine, prinzandu-si cititorul in firele invizibile ale
paginilor sale, facandu-1 sa traiasca acolo, acaparat, intorcandu-l, ca
imaginea oglinzii, catre el insusi. Pentru ca la randu-i, ca scriitor, se
oglindeste astfel.
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LAUDATIO

Bogdan ULMU °

"G. Enescu" University of Arts is privileged to receive the
master teacher Alexa Visarion among its circle of professors. The
honor to deliver this Laudatio is today ours. But also the fear of the
tribute will be considered, in sections, a Déja vu: name, depth and
valuable achievements as well as the profusion of the realization made
by the famous director are already known for some of the audience.
Because Alexa Visarion is a complex theatre person: theater and film
director, writer, teacher, journalist, designer, and his “walks” through
the Romanian art world - and beyond — for more than four decades.

He was born on September 11, 1947 ("when they legislate
dictatorship and fear") in Botosani. He is a Magna cum laude
graduate of the Institute of Theatre and Film "IL. Caragiale"
Bucharest, class of 1971 of Prof. Radu Penciulescu. Doctor of Arts,
with the dissertation about the Hidden Performance - and spectacular
interpretive meanings of Shakespearean theater, appreciated the
distinction Summa cum laude in Bucharest in January 2001.

Professor Honoris Causa of the Babes-Bolyai University, 2008
and Tg. Mures recently in May 2013.

He attended training courses in Italy, Russia, USA, France.

He has staged in Romania, more than 100 performances and
made numerous radio productions in Cluj and Bucharest, and
scenography for fifteen of the directed performances. Among them:
The nameless star, Leonida’s nocturnes, Fools Night, The Cherry
Orchard, Tonight playing without a play, The Seagull, The nights of
kings, Three Sisters, Of the carnival, Woyzeck, A Stormy Night,
Barbarians, Scourge, Craftsman Manole, Uncle Vanya (the country)
and Misunderstandings, Love, and lovers (after Shakespeare),
Richard II, Woyzeck, Of the Carnival, Uncle Vanya, Richard III, A
Stormy Night (abroad - Germany, Sweden, USA, Iceland, Russia). As
a film director: The Swords Swallower, Scourge, Point ... and over
again, the guilty one, The Green Moon.

He also attended the World Congress of Schools of Theatre
Directors Peru; has received documentary theater and cinema trips to
London and New York, held a Shakespeare course in Malmo, Sweden
working on Leiklistarskoli in Reykjavik, Iceland, as a visiting
professor, at the request of American universities is granted a new

* Professor Ph.D. at Drama Departement, ,,George Enescu” University of Arts, Iasi
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Fulbright scholarship in the film. Exchange extends until 1988.
Presents in this context, in California, New York and Boston feature
films "Before the Silence" and "The Swords Swallower" does research
and documentation in Russia - in Moscow and Leningrad - as well as
Dallas and London. Internships and study documentation,
workshops, scientific sessions and debates in the U.S., Mexico,
England, Poland, Germany, Israel, Italy, China, Russia, Switzerland,
Canada, Greece, Iceland, Serbia, Denmark, Portugal, Spain, Brazil,
Hungary, Bulgaria, France, Peru and.. Mount Athos. He was
president and member of many national juries of theater and film.

His work was awarded by the Romanian Academy - Aristizza
Romanescu granted it for the whole of creation in theater and cinema,
Uniter Directing Award, Lifetime Achievement Award for best show
and directed performance with M. Sebastian’s Unnamed Star in the
National Festival Comedy, Theatre Magazine Award for Best Director,
for the Three Sisters by Chekhov performance, Timisoara National
Theatre Award for Best Performance - Woyzeck G.Buchner given by
the Cluj Writers Association, ATM’s Award for Best Performance of
the year (also) Woyzeck, ATM Award for the exegesis of the work of
stage and film of I.L. Caragiale, The ACIN Award - Opera Prima, for
directing the film “Before the silence”, the ATM Award for directing
“The Scourge”, "Opera Prima" award for his debut show “Fries” all by
A. Wesker and others. A. Finally, the Romanian Presidency awarded
in 2002 the National Order for Faithful Service "Knight of.
Performances and films were winners in Moscow, Arezzo and San
Sebastian.

He published dozens of studies like also the volumes “Rush on
the sand”, “The hidden show”, “From the builder to the building” and
“The curtain of words”.

Alexa Vissarion testifies, in one of the books, the first school of
the theater was clearly watching popular shows “The goat, the bear
and Jienii". “I was strong, vital, with crazy energy. Lack of my father
was fortifying me”. " "The only one than can destroy me is myself"
Just like many other famous cases, right? Alexa Vissarion writes with
talent! Passionately. Burns into his writings, as in the rehearsal room.
Like few directors and actors. And it's time, perhaps, to stop, not for
the first time, on the excuse of some actors and directors who think
the theatre is foreign scene theorizing. False! Great theorists are, as it

turned out, practitioners. From Stanislavski, through the Michael
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Chekhov, Artaud and Brecht, reaching Grotowski, Brook, Maniutiu or
Catalina Buzoianu theatrical poetics were born from the experience
and thinking of those who created the show. As a director, AV has
notorious obsessions: Caragiale, Shakespeare and Chekhov. When he
was around the 8th grade he tried “Conu Leonida” (resuming the play
after decades in Radio Theater). Then in college he met with
Caragiale’s “Scourge”. Important meeting because he will stage it
several times, and even a will make a film. He will be be visiting the
whole Europe with the play, bringing Romanian theater and film on
the deserved praise. "Anca Dragomir and John were in me still before
I discovered Caragiale. Scourge's song of simplicity and depth is
disturbed by the mysterious echo of silence ". And “The Stormy Night”
offers a new angle of attack: a state of somnambulism. "The song is a
horrible tragedy of mystification. Gathered in a slum room, always
invaded by the mud that flows from the cluttery Bursuc, these beings,
devour a cyclical unconscious despair. Not incidentally, the action
takes place at night. A rainy night of September when everything
smells of mold, stood when the moisture of the uniform colors when
irritated by the long hours of waiting goof instincts devastating raids.
A state of semi-somnolence, weakness, metamorphosed into fiercely
dominates the atmosphere of this long agony, the tragedy makes you
laugh, comedy to cry "(Rush the sand, Bybliotek Publishing, 2012,
p.71). It's original vision, profound and simple description of the show
on several occasions, it makes perfect view among words and more ...
quasi / smell. Another playwright who has a feeling for the time
shown is Anton Chekhov. "I took lessons from Caragiale screenwriting
and Chekhov." Guardianship profiteers! A.V. has mounted several
times Uncle Vanya, The Seagull, Orchard ..., Three Sisters, and even
the first version of the play Uncle Vanya, The Holy Forest (text on
which directors never stop). He wrote and spoke much about Anton
Pavlovich. And in the case of the great Russian playwright found new
ideas, fresh, Acros. As can be seen easily, but a director is to shape a
show on several occasions. Words have extraordinary imaging load
here! They spaciousness! "Heroes do not know how to live. And
somewhere in Africa, it's a terrible heat. Chop beats and hours pass,
chop beats and times come. This world-and outlines surprisingly
natural end. "Write five words and you show them a clear, concise,
disturbing. This can be easily done by anyone “(I remember Manea
Aurelius, which he managed to show a direction in three rows!). For
example, firewall, brought on stage by the author as "characters to see
so alone. It is important to explore the febrile loneliness empire. "At
Yannis Kokkos, George Banu thinks, the subject's dominant
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scenography is a door, tree or ladder. For AV is vital the firewall. And,
as pointed out in one of the first shows Chekhov, gravel creaked
underfoot heroes continued creaked sugar between the teeth before
drinking tea. Three words: shell, gravel, tea - describing a space: space
Chekhovian. He sometimes does not discover dozens of books and
hundreds of performances ... If Shakespeare for young search report
subtly between head and crown. "Richard the 2nd finds space for
meditation before the end. He lives and joint collapse can imagine the
world as a prison, just make it the crown (plastic emblematic image! -
Ed). Did King head fill this gap - or symbolic vacuum head crown
royal name, for obedience "(op cit, p 104). "Kings die by night" -
believes AV. Speaking, for example, about the graduation show, fries
with everything professional is an interesting confession: "I could not
repeat it now - do not have this much needed text innocence"
(Thought: even lose your innocence , as the years? Or her
disappearance is always an obstacle?). A personal definition and the
case gives A.V. director: is equal to the present value of interrogations.
It should boost the dramatic text structure, in terms of reflection. The
show is releasing consciousness. Or the theater: it is a spell. It's
hidden in silenced us. "Theatre is truer than life, life is stronger than
theater - these creative reciprocity that human plenary events." And in
the show that we see hides another show. The other show we must
inquire! From unofficial dictionary of key terms, the existing
director's writings, we could mention here and now actor, one who
creates the illusion, truth, the details-entities. Or stimulating
theatrical battles and being welcome, perfect taste and sustainability
development meditation. / ... / Too many voices barren figure verdicts
and rank, is just the place where mind, grace and magic, "and many,
many more, as by what he did on stage, on set, in class or at desk, AV
has become recently an artist involved in the effort to know and
renewal of theater and film. Finally, I quote from the portrait sketched
by Catalina Buzoianu: "He can always start everything from scratch.
He can give up, so they can move forward. Loser, so they can win. "
AV said he had "willingness to sign the time." Well, he started already!

Giving title of Doctor Honoris Causa by the University of Arts
"G. Enescu", director and teacher Alexa Vissarion appears as a natural

consecution of its efforts to renew Romanian theater and film, the
noble sacrifice of" burning till the end.

31rd of May, 2013
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The speech of maestro Alexa Visarion at the
ceremony where he was awarded the title of Doctor
Honorius Causa of the University of Arts "George
Enescu' Iasi, Romania

Recorded by PhD Professor Aurelian BALAITA

I'm afraid of the great joys, for they show us how much we
waste in our own lives and how we can never know who we are.
Borges said: "In one day in human's life you can find all the days of
the time”.

This day here at the University of Arts "George Enescu" Iasi,
my life gets a thrilling significance not only artistically, not only
pedagogically, but especially on the human plan. It's a mystery that I
cannot confess now, here: why is there a profound secondary game in
this moment that comprises me, my essence, my people and my
family.

Noble audience, distinguished colleagues and friends,
members of the Senate, Mrs. Rector, Mrs. President of the Senate,
dear teachers, your generosity is not only a moment of high academic
achievement, it also brings into question by means of a seal, a seal of
nobility, a seal of nobility which gives multiple valences to the density
of this moment.

I said that I'm afraid. I'm afraid because living this moment
from now on I can destroy it. I can damage it. I can destroy it with my
pride, with my stupidity with my helplessness. I can spoil what you,
through your presence in this room and in this scene, have created. It
is always the real creation that exceeds our proposal. So you've
created a state that operates over the dead and the living.

I came yesterday with the Swords Eater because I came with
my family, I was telling to the students, with the artistic family, maybe
the last noble family on this earth that spins around and gnaw, as
Shakespeare said in Timon of Athens. A family that, while being
rooted in a national spirituality, is open and cooperates with the
spirituality of the world.

I didn't do anything important while I lived my anxiety with
importance. During the forty or so years of trying, from this anxiety
were born a number of chapters, chapters that have show names or
movies names or book names. A series of chapters that should be
somewhere gathered in an opera. Gabriel Garcia Marquez said that
everything ends with a book. In my case everything ends with my
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attempt to find out who I am? Who am I? What did this work in
theatre, in movie, in school, at home, abroad mean ? What meanings
has the intelligence given to my soul ? At some point I succeeded to
create a flow from the restrained and unrestrained energy. From this
flow I "gave birth” to shows, I fulfilled moments, I lost meanings. And
also in this energy we searched beyond the meanings that an artwork
needs to get through an artist, to give meanings. You give meanings
only when in you dwell in complete control contradiction, ability and
inability, ambiguity, generosity and those times when you're afraid of
your own joy.

More than I thought I could meditate, I acted. I thought that
life is a chance for art, destined by God, that you have nothing to do
but to get the message, that you have no other purpose than to open
everything inside yourself in order to receive what exists in everything
outside you.

I do not know how to thank in this moment for the fantastic
feeling of belonging to this place. I am from here: born here, grew up
here, with the passions of a family that passed through this loved and
defiled region. My family name is returned today at a level of
significance through the art area. This name is present in this room
and I can say that it must (this is the word, must) continue. Georg
Biichner said that "must is the word of condemnation that the man
was given when baptized." So I must continue. I must start giving this
moment the size of high academic ceremonial that would make me
reborn.

You are strong because you are young and youthful energies
twitch you. You are strong once again, before your death. Departure to
death began with your birth. And when you have lived a number of
years, when we can already speak about you and your work, proximity
to death means resizing your strengths (abilities).

I live again the moment of energy. Is the energy that quickly
overwhelms you and does not last much. It is the energy of the
moment. Inside this energy was tied with dignity my work in the
cultural capital of Romania, through the University of Arts "George
Enescu" , through the University Senate, the personalities of the city
that I see together in this moment of high importance in my life,
through the young students , the University leadership. And actually,
through what we the artists really are ,the artists who wish that the
human do not degrade.

Thank you for being here! Thank you for listening! And I
promise that I will have a beautiful death !
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Meeting with Alexa Visarion

Recorded by PhD Professor Aurelian BALAITA *

Abstract: On March 14th, in the Theatre Studio Hall at

”George Enescu" University of Arts Iasi, has been a meeting with the
director and university professor Dr. Alexa Visarion.
In this meeting, the teacher Visarion Alexa aims to highlight some
supporting points for what could mean the relationship, teacher -
student, in the academic vocational environment. As a guest in front
of the students, Alexa Visarion starts from the need to confess, to give
testimony. This is because the vocational, artistic educational process
is conducted, at least in some universities where he worked, on the
support of the teacher's experience for the future experience of the
young artist, which implies a teacher-student relationship based on
honesty generosity and communication. The learning process is
mutual and the exchange between teacher and student is the
foundation of receipt.

Keywords: Alexa Visarion, theatre education.

On March 14th, in the Theatre Studio Hall at "George Enescu"
University of Arts Iasi, has been a meeting with the director and
university professor Dr. Alexa Visarion. Well known personality, the
film director Alexa Visarion staged over 100 shows in theaters in
Romania, in theaters in Germany, Sweden, USA, Iceland, Russia. He
directed a number of 6 full length movies. He signed set designing, he
wrote theater s, film, radio and television scripts and he translated
theater. He is the holder of numerous national and international
prizes and awards. His research and academic pedagogic artistic
activity is also very rich and appreciated.

In this meeting, the teacher Visarion Alexa aims to highlight
some supporting points for what could mean the relationship, teacher
- student, in the academic vocational environment. As a guest in front
of the students, Alexa Visarion starts from the need to confess, to give
testimony. This is because the vocational, artistic educational process
is conducted, at least in some universities where he worked, on the
support of the teacher's experience for the future experience of the
young artist, which implies a teacher-student relationship based on
honesty generosity and communication. The learning process is

* Aurelian Balaita, Professor, Ph. D., University of Arts “George Enescu” Iasi
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mutual and the exchange between teacher and student is the
foundation of receipt:

But this receipt cannot be born because the student or the
professor wants, but because a relation is born.

Based on love, the relationship implies involvement in the life
of the other.

There are countries where this type of relationship is favored
by the system. In Sweden for example, they have this tradition in
schools, the teacher has an unscheduled weekly meeting with any
student that expresses this wish. The student girl or boy, mature or
very young, with different problems, enjoy this private meeting with
the teacher to whom they tell what bothers her/him. Otherwise you
cannot work.

Another example was brought by the maestro from the USA:

At a famous university in America, Yale University, they have
a Theater Department. The head of the department, director and a
famous professor told me this: "Here is how we select : we announce
that we have directing section and we plan to open between 10 and
14 places. Our announcement reaches throughout the country and
via the Internet reaches worldwide. People enroll. As they consider
to be, in order to participate at the contest. We send commissions, for
example in San Francisco, since in the region of California there
were enrolled ... seven candidates. The Commission has a discussion
... Here we have a painful parenthesis. We give exams to directing or
acting requesting the contestants to be actors, that is we test them as
actors and as directors. That's why people are prepared, they come
prepared to give a false exam. We meet them, we see their qualities,
we enroll them in college, and when finished, they are the same as
they entered. Nothing happens to them in the meantime.

Communication involves so much more than a series of
questions and the responses. Disciple of via negativa pedagogical
theory promoted by Radu Penciulescu, the maestro Alexa Vissarion
tries in this meeting to give support to personal development of the
university student in Romanian nowadays. From the very beginning
he talks about the artist initiation, regardless of the field the initiation
is individualized, personal and it has as first foothold the identity:
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In Art Universities students should not learn, at least not
dogmatically.

Students should not learn for the sake of learning but to learn so
intensely and rich in order to be able to imagine things and this
imagination should appeal the fantasy when they accomplish,
create.

If it's true that the student is an artist when he comes to
University, then during the five years of studies he should fight to
become a student.

But he/she has to learn to become a student in that ” place” where
he/she can function. The student needs coherence and rigor for that ”
place”, for that institution, for that professor. While he/she gets these
data, the student should not remain in the same “place”, not with the
same professor and not only for the same institution. I tell the
students, whether they are in film, theater, directing or acting : "You
should take a professor”. The students are quiet. I ask them: Do you
have any film director that you love?” They are quiet. And I can see
that they don't have because they have this misconception that all
are stupid, only they are smart. This is why they feel forced to do the
job by themselves, because the others are stupid. But you can only do
your job only if your predecessors are the best and you come close to
them. This is the only way you can do it. And I continue telling them :
” Get an actor professor. Who do you like? "Meryl Streep”Ok. You
have to see all her movies. You have to watch any time the passages
of her movies that you like best : in the night, in the day, it doesn't
matter; try to look like her when you talk with your lover, when you
argue with your mother. You should watch the passages that you like
the most continuously. And after you see and feel something you go
back on the original movie to see if that thing that you felt still exists
in her entire performance. After that you should try to find out if it
connects with you. If it doesn't connect, it's good that you studied but
there is nothing to take. If it connects this means you have something
to take. You tell yourself : "Look how she laughs, look at her sight!”
And then you start to learn on your own. Then the professor enters
the class. He has no idea who is your favorite teacher and he tells
you something different, opposite to your belief. You don't have to
act smart and to think that your professor is stupid and the other's
professor is smart. On the contrary you need to make the connection.
This means for you to understand what is the context the professor
talks to you and where is the truth. This means for you to be smart.
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Because any good professor helps you find yourself and any bad
professor helps you find yourself better. Everything is for you to not
worry whether the teacher is good or bad, but to be preoccupied of
yourself.

What I've just told you it is learnt in the first two weeks after
you enter the school. You need to do this because you are a talented
artist, and talent means the capacity to understand. Meanwhile you
do exactly as your teacher tells you, because he is a teacher, and he
knows things. After you did this, if you “drain” your classroom
teacher, you should start looking for the next one. So, in five years,
with the Master studies, you have five teachers, plus yours, if he has
also an assistant, you finish having seven teachers. Seven is a
beautiful number, biblical. Do you use it for anything, does it take
you anywhere, does it mean anything? You should not tell that to
your teacher. But if you act as I told you with the teacher, your
teacher will also continue learning. He will start preparing himself
specially for you. He will become interested in everything you are
interested in. See? This means communication. The capacity to
influence the other. And suddenly, this exchange that is done requires
an expression and then we cannot stay only with our poor
knowledge. I would say one thing : the age that you have 19 - 30 is
something essential. This age is the best for receiving and for
offering. Because of the energetic sources that a young person
possesses.But you need to be careful, you are in a time of a
generation that is trained to behave in a certain way. It's a bridled
generation. A generation that doesn't feel the joy of escape. The
essential thing in art is to have courage and restlessness. Courage in
restlessness and restlessness in courage. This courage comes both
from the approach and also from something else: it comes from
your initiation, formation. You have to build yourself, and this, no
matter how good your teachers are , they cannot do it in an essential
manner, because there are more students that assist in the same
time. This is why the teacher has an uniformly approach. He talks to
all the students in the same time. So, it's YOU ALONE that have to do
the formation, taking all those things that you think can influence
you. In order for you to think that those things might influence you,
you need a minimum threshold of initiation. You, alone have to
initiate yourself. The initiation does not always mean winning, it
always means to accumulate and lose something essential. Because
in this impure arts, which are the arts of spectacles, use you. The
problem is to be used with the intensity and dimension in which you
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can exist. Somebody asked me today : "Are there any actors like they
used to?” No, they are not. Is it the school's fault, is it theatre fault, is
it the director fault, is it the system's fault? ... but they aren't
anymore. Should they still be? NOT for the society, YES for the artist.
Society tosses you around with no hesitation. The artist is decimated
if he doesn't become that identity, that personality, that value that
has echo. What does destroy the artist first? What stops him from
having this value? The vanity. So, is the vanity not necessary? Yes, it
is necessary, but inside it, should co-exists with the same force the
humility. And there is something else that is necessary: a selection
within your actions. So, the life of an artist is not lived as he would
like to. Even though he feels like that. Sometimes the excesses of an
artist are part of his initiation.

I would like to emphasize the fact that it is not the artist that creates
art, but the art that creates the artist.

The audience composed of students and teachers finished the

meeting in a meditative touch each probably thinking of the strong
impact of Alexa Visarion's words .
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The dread of wrong: working on role playing main
mistake

Doru AFTANASIU °

Abstract: An acute problem which can be observed on many
acting school students, as in many actors with little experience, is the
fear of error, it being the main source of contraction on the stage. In
the process of elaboration of a role, or when it comes to even a simple
fragment of a text, often appears the insecurity and fear of own
senses.There is a risk that this openness, this fear of mistake to persist
even after graduation. Of course, the things are very much depending
on the pedagogical tact, not excluded that the fear of a mistake to have
being born of an exaggerated authority of the teacher. When the
student is inoculated with the idea that its execution is, in one way or
another, lower net requirements, he will inevitably get to lose
confidence on its own forces. All this will happen even and if it is
suggested that there is no room for mistake (here we refer to cases in
which impromptu exams are held in the form of the show, acquiring
the character preset from rehearsals much too strong, sometimes even
up to forgetting a basic purpose of improvisation: the acquisition of
scenic spontaneity.

But, needing even here a specific work unity, we will refer to
fragments from the work of a single author, which, for reasons which
will be explained below, we consider ideal for exercises of adaptability
and scenic character of the compositing: William Shakespeare.

Keywords: the actor’s art, theatrical pedagogy, William
Shakespeare

An acute problem which can be observed on many acting
school students, as in many actors with little experience, is the fear of
error, it being the main source of contraction on the stage. In the
process of elaboration of a role, or when it comes to even a simple
fragment of a text, often appears the insecurity and fear of own
senses. Some causes are shown by Killar Kovacs Katalin. "First of all-
she says-the actor's physical mechanism resists when it is forced to
execute «physical actions» unusual for him"92, The body movements

* Lecturer at the Drama Departement, “George Enescu” University of Arts, Iasi; actor at Iasi
National Theatre.
2 Killar K K, op. cit., p. 8
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of the actor may be dominated by inhibition in several points of
interpretation, for the simple fact that, at the rational level,
sometimes it can't fit in that interpretation, not being able to transfer
an emotion at the outer level, thus manifesting itself left-handed
without reaching the credible state. As the author of The process of
creation scenic Improvisation notes, "his work is restricted by the
difficulty of processing the actual intention in physical action."93 so
there is a particular difficulty for the materialisation of thought,
feeling, inner to outer level. "Actor, thirdly, encountering difficulties
when it is forced to participate in a seemingly spontaneous way, in
various kinds of behavior and social interactions, because he already
knows the outcome of his action." On the text or on a default action,
the big challenge remains that of "not knowing", in appearance, what
is to happen, and, in the case of the text, the difficulty is considered to
be major, because there is a difference between memorizing the text
perfectly and capturing the ideas, the thoughts contained in that text,
those intentions which must always surprise actor, challenging them
to a type of excitement every time and pushing it to the side. The type
of emotion triggered by the thought must be the same, a
predetermined goal to turn from one repetition to the next, from one
representation to another. But it must differ, instead, her intensity,
being different and therefore the intensity of the reaction caused by
the emotion. Of course, the main solution to solve the various
problems that we encounter and to facilitating actor and maybe even
remove the hardships incurred by scenic interpretation remains the
improvisation on stage. It is an unquestionable basis that in the
process of learning, the acting student discovers it’s senses and is
learning to obey them. At the same time, a lot of inhibitions are
overcome with the help of scenic improvisation unfolding the main
mechanisms of thinking stage.

However, many of the students, when they are faced with the
first text, the disorientation and the contraction for fact that, more
often than not, it puts very little emphasis on the improvisation on
stage. It is the default text, text dramatically (even when we don't
mean necessarily to a fragment of the drama, but a dramatization, for
example). There is a risk that this openness, this fear of mistake to
persist even after graduation. Of course, the things are very much
depending on the pedagogical tact, not excluded that the fear of a
mistake to have being born of an exaggerated authority of the teacher.
When the student is inoculated with the idea that its execution is, in

% ibid.
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one way or another, lower net requirements, he will inevitably get to
lose confidence on its own forces. All this will happen even and if it is
suggested that there is no room for mistake (here we refer to cases in
which impromptu exams are held in the form of the show, acquiring
the character preset from rehearsals much too strong, sometimes even
up to forgetting a basic purpose of improvisation: the acquisition of
scenic spontaneity.

Another cause of contraction can be, in the case of
inexperienced actor on stage, the authority, sometimes way too
exaggerated, of the director. There are directors who, for a purpose
specifically, claim that the actor (paradoxically without necessarily
dispute his right to artistic creation) to run far too perfect for stage
directions, leaving very little "room to move" or even totally
restricting the actor access for the to free speech. This is one of the
aspects of the conflict, conflict Director-actor that can lead to
disorientation and, inevitably, the dread of wrong.

One of the main purposes of the improvisation should be just
that: overcoming conservatism. On stage, for the fear of mistake, we
often push the correct interpretations. But this does not follow. To
interpret correctly a role, with caution, with a constant attention to
satisfy others, without matter, at a time when feel more, if we really
feel all the emotions, means to be executing. The mistake in the work
of the actor himself should be welcomed. It seems, that's right, an
understatement. But during rehearsals, it should not be avoided with
stubbornness, precisely because it represents a true barometer of
acting work. Only by accepting the mistake we can realize what we
haven't covered that inner feeling and intentions can be materialized
as acting on the outer level. And oftentimes mistakes are apparent at
work. Despite the rational score resulting from acting, despite
attempting to observe strictly the particulars of a Director, not once
happens that the actor discovers new shades, new intentions, which
has not been thought and that appear contrary to any logic, but they
are exactly the ones needed in the explanation with himself over the
character's scenic composition. In other words, precisely the mistake
can become cause for inspiration, without which there can be no
embodiment and implementation stage of the role.

Maybe a question would constitute a just too -clear-cut
sometime border between the improvisaton and the art of the actor
on the stage. Most of the times, the two notions are seen as distinct
disciplines, assuming the game of improvisation, and acting actually
work with the text provided. Therefore we consider as necessary,
among other things, the composition of improvisation exercises, with
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application to a predetermined text, exercises designed to reveal the
young actor in his own power to adapt to various situations imposed
by text, playability in linking text with movement and freedom of
action in composing the character on stage, in films, in association
with the indication that there must not disorient him and not taking
him to the openness, but on the contrary, must be constructive.

Starting from viewing images that deliver the ideas that are
issued verbally, from the intention, the exercises aim, naturally, also
to the disinhibition, in the action on stage. We cannot speak of the
stage just thinking only to verbal expression. Scenic composition
means, above all, movement. But the scenic movement cannot exist
without impression, without emotion that triggers the reaction (the
default). In view of these things, the exercises start from a number of
basic principles of art actor, found and presented by Eugenio Barba in
his study of theatrical anthropology. These principles we try to apply
them in exercises with written text, to give students the opportunity to
study the correlation between the scenic movement with default text.

But, needing even here a specific work unity, we will refer to
fragments from the work of a single author, which, for reasons which
will be explained below, we consider ideal for exercises of adaptability
and scenic character of the compositing: William Shakespeare.

Due to the complexity of the characters, of the undeniably
scenic psychological truth, thanks to the unmatched lyricism strength,
of the powerful personalities that shape and evolves in every piece, we
can consider the dramatic work of the great English author as the best
suited for the application exercises of the character on stage. On
theatrical terms, Shakespeare's characters will always remain
extremely tendering for the actor. We find, first, there's a great
diversity of characters, from angelic faces, weekly ones, beings of a
disarming tenderness (Juliet, Ophelia), to truly devilish incarnation
(Richard Gloucester, Aaron) from Falstaff, pot-bellied, when he feels
lousy tippler, cheerful, serene and harmless, from the unwise Caliban,
savage mishandling of the innocent Romeo, to Iago, the always
perfidul, to the reluctant Prince of Denmark, a titan of the reason and
the measure, Hamlet, from the vengeful Titus Andronicus as bloody,
evil from Lady Macbeth to the innocent victim of absurd jealousy-
Desdemona. We find in the shakespearian theater real characters,
names in the history of England, Rome, but all that Shakespeare
brings are the scenes of the imagination, of stories that are unrelated
to the mortal world, such as Oberon, Titania, Puck, Ariel.

Shakespeare's opera is therefore extremely bidder in relation to
character roles, roles that involve, to a lesser extent, greater
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composition on stage, so we have a vast field of action in which we
perform. Moreover, it can be said that, in the construction of the
character, the actor will provide a scenic interpretation, style of
shakespearian expression. This is a net benefit, because the author is
trying to include as many details of the character, as well as a wide
concern in all his characters. Of course, here we do not reffer to the
episodic characters (soldiers, servants, etc.), characters with short
appearances that don't do anything other than to highlight, in one way
or another, the central heroes of the parts or even the secondary
characters. But all the real roles are full of dramatic substance and are
generally highly complex characters, which can be extracted from any
vision, acting or directing any interpretation, so this complexity
makes the characters created by the author to be highly permissive in
the study of the art of the actor. Maybe this is the best way of showing
acting theatricality and the actor's art, Shakespearean drama best
revealing the idea of fiction on which it is based the art in general and
theatrical art in particular. As Vivek and Jan remarked, "depicts the
theatre by himself the whole range of relations between people, but
it's not because he is imitating their more or less successful. The
theater is the icon of all relations between people just because they are
based on untruth; on an untruth, very similar to the original sin."94,
Accordingly, the actor act is also fictive, a game of composition and
the representation of artistic, so aliasing of deliberate, calculated.
However, here comes the addition of rational control, and intuition,
as a primary source of emotion. Jan Kott says: "Actor plays a
character who is not himself. It is what it is not. He is not what he is.
To be yourself it is only to play anything resembling your own icon in
the eyes of others. "9

Perhaps more than for other authors, Shakespeare's dramatic
highlights this condition of the actor of the theater: The fact that he
must represent someone else each time on the stage; the fact that
someone else must be represented by the emotional intuition, but also
the control of reason, without this, the game of someone else to have
to degenerate in the pathological confusion of reality, loss of personal
identity. This involves a scenic composition, theatre actor art means
much more than the presentation of their own personalities.

The universality of the Shakespearean work, are making the
Stratford upon Avon authors texts author extraordinarily permissive,
of any artistic visions and any directorial point of view. This fact is

% Jan Kott, Shakespeare our contemporary, in English John Theophilus and Roll, Lahiri
Publisher for world literature, Bucharest, 1969, p. 115
% ibid., p. 134
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demonstrated by Jan Kott throughout his work, entitled Shakespeare
our contemporary. Any message can be sent using a piece by
Shakespeare, or even by means of a single character. Shakespearean
texts can be processed at any stage, the show addressing the
contemporaneity. Of course, as in the case of any dramatic creations,
the idea of directing what uses as a pretext a play written by William
Shakespeare must be consistent. His characters are, besides the rich
offer on stage, and a huge challenge. Psychological complexity and
just the universality of these characters, lead to a high degree of
difficulty of the scenic composition. The style of speech is, at least to
some characters, extremely demanding, sometimes seeming awfully
precious and complicated, the actor being frequently forced to speak
and to unfold as naturally on a written text as unnatural. We can use,
as an example in this respect, a replica of Egeu from A Midsummer
night's dream, "With soul grieved,/I came to Hermia me
cry./Demetrius, coming up!/Oh my God, this I have chosen to be
husband/Lysander, you coming!/It, good Lord, enchanted me
child./thou. Lysander, sweet verses i've written/And i've sent writes of
love,/And at her window, with nights in the Moon, you whisper, you
liar, voice /Christian music of love lying./And with the rings of your
hair, jewels, flowers and gewgaws, all sorts of paraphernalia and
Sweetmeats (...)"%¢. I have chosen by chance this snippet of retort, but
it demonstrates the difficulty in which is placed the actor when it
comes to utter. Replica is written in verse, which can lead to
uncontrolled recitation, the fallacy of recitation, knew that the verse is
likely to "steal" block logic. With all these poetic reversal of words
order (which are not, under any circumstances, contrary to the logic),
the actor has to solve its own naturally but is pushed and an effort to
shade other than close to everyday life, as in the case of a
contemporary author. So they appear automatically in the entire
opera and difficulties around the interpretation stage. Even more
difficult is the interpretation of a character who has the text passages
in verse to prose text, such as, for example, the case of Hamlet. Again,
there is the risk of compromising the whole character, why risk is due
to the temptation to change the character's internal structure, always
according to the presence or lack of presence of the lyricism.

However, deciphering the message along with the logic of a
shakespearian fragment (scene, monologue) gets surprising offering,
inducing the sensation that shakespearian text, as if it excludes the
claiming the actor's failure in difficult moments of interpretation,

% William Shakespeare, a Midsummer night's dream, 1, 1, trad. Dan Grigorescu, Complete
Works, vol. 3, Editura Univers, Bucharest, 1984, p. 242
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does ot leave him to descend below a certain value of the own
expectations of acting. This can be exploited in case of impromptu
exercises with text preset you have in mind, in fact, the discovery of
senses which underlie the creation and acting ability to compose
scenic character.

There is an aspect worth heeded: verbal expression, ruled it
will facilitate incontestable expression. Actually, we can consider that
the two types of expression are influencing each other, but in the
study of the character of the technique will be needed very often
consider speaking as a starting point for the outer manifestations of
thought.

We know that in Shakespearean parts meet both text in verse
and in prose, depending on the characters and the quality, weight and
importance of the pieces. "In the world of Shakespearean prose just
talking characters grotesque and episodic; those who don't live drama
"97, says Jan Kott. The characters who speak in verse, that live the
drama, are fundamentally different, and natural. And so the talk in
prose. We can imagine that verbal expression in verse in the scene
creates a certain type of movement. Let us take, as an example, a
fragment of a replica of the Helen from The Midsummer night's
dream: "I am happy as some others do not ... it's not the beauty
above!/Just alone, he does not want To solve my beauty/./A Hermia
about it,/blinded as he gaze me robit./love changes-clear gems/n
everything fine and without any price./She sees with her eyesbut with
longing; That's why Cupid-taking flight, as well as a blind,/so i
depicted ... Foolish child, winged./ wing-i sign that rush gives,/and
therefore is wrong-so often. "98 , sure a Director may request any of
the actresses on a text, referring to the movement. But we can go with
the thought of a certain kind of motion, rounded, elegant; extending
the idea, we could see even the choreographic movement. It would not
necessarily be impossible, if we remember even the definition of
Eugenio Barba Theatre Anthropology: "Anthropology is the study of
theatrical stage pre-expressive behaviour that underlies the various
genres, styles, roles and personal or collective traditions. Therefore,
the word «actor» you will need to understand the actor and dancer
«», woman or man. And through the «Theatre», you will need to
understand the « theater and dance »"99

°7 Jan Kott, op. cit., p. 322

%% William Shakespeare, a Midsummer night's dream , 1, 1, trad. Dan Grigorescu, Complete
Works, vol. 3, Editura Univers, Bucharest, 1984, p. 247

% Eugenio Barba, A paper canoe, treatise on Theatre Anthropology, trad. Liliana
Alexandrescu, Bucharest, Editura Unitext, 2003, p. 30
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Of course, we make a rule that all the characters speak in
Shakespearean verse to move the choreographic staging, dance
precisely because they are fundamentally different. Even Helena is not
required to move into the scene only in one way. I tried in the given
example, to prove that a text in shakespearian translations allow (and
sometimes maybe even requires) a specific type of movement (such as
Richard Gloucester, for example). Much harder to believe is that an
actor might approach a kind of moving what would rather use lyrics
than the prose in a speech in the same fragment piece by Quince:
"French Beard? Some groups of french are balded like in the Palm of
your hand. You want to play without a beard? Now, beloved masters,
we're done. Those are your roles. Please, I beg you, I command you to
learn that best until tomorrow evening. Let's meet in a forest near the
Palace, at a League from the city, when a moon to rise. Going to do
address rehearsal. If we repeat in the city, we mention a bunch of
people on our heads and everyone will know the plan. In the
meantime, I'm doing a list of the things that more hath our track.
Please come at the appointed time. "100

Of course, both in the case of the characters who speak in
verse, as in the case of those who speak in prose, the Director who
directs a show with a play by William Shakespeare has to say the
word, having the right to his own vision, so putting the emphasis on
whether or not the movement on stage, taking into account the
difference between the characters express themselves in verse and
those that do it in prose. But it will require the exercises of the
character on stage, to have this aspect in mind, as an element which
can be exploited in the appropriation art of interpretation by the
young actors.

100 William Shakespeare, op. cit., 1, 2, p. 250
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In Search of an Ideal Actor

Anca Doina CIOBOTARU °*

Abstract By all that it does, by its power of expression — the
puppet claims its actor status. The arguments are offered by laws
governing drama, its scene is not to be a place of answers, but one
where questions arise - questions about life. For example, Peter
Brook, sharing his secrets about acting and theater with us, helps us
to pay more attention to the play of the puppet actor and to its rigor.
Thus, we discover the one that gives energy to the puppet — the
puppet actor.

The puppet actor can become an ideal actor if, behind the puppet, the

actor makes an exercise of utmost generosity — to withdeaw into the
shadow. He knows that the development of the animation technique
should be doubled with the body exercises and creative skills; only
this way the energy will have enough strength to walk the road to the
Spectator.

Getting closer to the puppet acquires, in this perspective, ritual
shades; the two - the puppet and the puppet actor - will lend to one
another a little bit of their identity, without this transfer, the energy of
the show fades away, melts or simply is not born.

Key words: theatrical aesthetics, acting, animation theatre

Metaphor and heated debates - including on artistic topics -
appeared step by step, on the pages of periodicals, until spirits got
heated; for example, the “Journal of debates” was revealing to
Londoners a categorical theoretical position, "The spirit of the
newspaper is to trigger an open war to: Revolutions, mathematical
and physical sciences that corrupted morals, exhausted souls and led
to atheism ...”201 | Studies addressing this issue - that deserve
attention - are scarce, but, summarizing the information, we can
infer the role played by the media of the time in the dissemination of
ideas of aesthetical principles of the theatrical art.

* Associate Professor Ph.D. at the Drama Departement, “George Enescu” University of Arts,
lasi, author of many articles and studies, puppeteer.

101 Apud Tonitza - lordache, Michaela, Banu, George — Arta Teatrului, trad. N., Editura
Nemira, Bucuresti, 2004, pag. 71
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There are examples that can offer arguments in this sense.
Thus, in December of 1810 — in the newspaper ,,Berliner
Abendblatter” from Berlin, Heinrich von Kleist was publishing the
essay About Marionettes Theatre, an aesthetic manifest that
underlined the status of puppet actor, anticipating at the same time,
by means of comparison, issues of actor psychology, of the
relationship between the actor and director. By means of aesthetic
language, combining story telling techniques with those of technical
analysis ,,... he formulates a paradoxical assumption about
knowledge and grace...”°2,  Bernard Dort is one of those who
focused on this type of writing and influenced by the Kleistien
opinions on the superiority of puppets over dancers/actors—,,living”
individuals invite readers to accept the puppet theatre as being one
,,...0of dreams and the impossible; this theatre is innocent, but people
are not...”103, The world of marionettes appears to us as a chance of
man to regain the state of “innocence”, and, at the same time, it is
revealed to us as being governed by precise, mathematical laws.
,"Puppets, like the geniuses of air, feel the need to touch the ground
in their flight and overcoming the inertia of a moment, give to the
members a new impetus; but we feel the need to have a rest so as to
recover after the fatigue of a dance: a moment, not being explicitly
connected with the dance and being useless is doomed to
disappear.”104

The idea of synthesizing the relationship between metaphor

and rigor opens the way to the analysis of the double role of the
puppet actor. The idea of care up to the point where immateriality is
achieved, given to the execution of movements can be also identified
in the way Robert Wilson understood performing arts, who confessed
in an interview with George Banu: ,,Going on a stage is not the same
as walking on street. The space of a scene is not similar to any other
space. Japanese believe that gods dwell under ground, this is why
foot contact is essential.”°5 The marionette as the actor becomes a
landmark in the battle with gravity; it is able to overcome the
physical limits of materiality, imposed by laws of physics,
subjugating them and turning them into metaphors. Thus, the
universal actor can dance, sing, interpret a text and do acrobatics.

102 Apud Marinescu, Dragos — Revista ,,Semnal teatral”, trad. n., Nr. 5-6/1996, Bbucuresti,
pag. 74

19 ibidem

1% Idem — pag. 58

15 Banu, George, Tonitza-lordache, Michaela — Arta teatrului, trad. n., Editura Nemira,
Bucuresti, 2004, pag. 477

186



THEATRICAL COLLOQUIA

At that time, however, the Essay about Marionettes
opened a new road, influenced by German romanticism, which took
over topics of popular theater, Faust and Don Juan becoming the
most popular stories that have come to life through puppets. The
most troubling aspects of life are revealed to the public through
puppets: absolute knowledge, the faces of love, freedom to love, the
struggle between feelings and moral laws - all will be synthesized by
actors breathing through wires..

Alfred Jarry (8 September 1873 - 1 November, 1907) delivers a
speech, metaphorically bridging to us over time, on the puppets
ability to bring to public attention fundamental issues and to contain
symbols, Jarry's essays about theater highlight a lucid and systematic
effort to renew dramatic art as a whole, as a show. Writer’s
observations start, indeed, from the purpose of dramatic creation,
but get down to the art of acting, voice inflections, scenery etc.. (...)
Thus, advocating for a dramatic creation able to suggest the eternal
human, Jarry asked that colour should not be emphasized too much
in a show.”106

In a Conference on puppetry at a La Libre Esthétique circle
in Brussels on March 21, 1902, Jarry analyzes the issue of repertoire
in puppet theater, but also the ways of its scenic expression. “We are
bored with what always has been called theatre. Maybe because we
were conscious that the actor, no matter how brilliant he might have
been, betrayed the poet’s thinking - all the more that he is brilliant or
personal. Only the puppets you own, to whom you are a Master and
Creator — as it is indispensable that you should have built them — only
these translate, passively and rudimentary, what is a schema of
exactness, our thoughts. You fish them with a rod — using a wire
(unclear text) florists use — gestures that lack the wvulgarity of
humanity. You are in front of - or, rather, above - a keyboard, as if
above a typewriter ... and the actions that you imprint on puppets
have also no limits. "107

Like Kleist, Jarry compares possibilities of scenic expression
offered by classic scenes and the art of puppetry, uniting them under
the sign of theatricality and differentiating them by their ability to
convey a message metaphorically, his speech is based on his own
stage experience: PUPPETS are PECULIAR LITTLE people that I had
the opportunity to visit in numerous journeys.

106 Munteanu, Romul — in volumul Alfred Jarry — Ubu — trad. n., Editura Paralela 45, Pitesti,
2008, pag. 23
17 Idem - pag. 401 - 402
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There were some expeditions not at all dangerous that did not
require neither the helmet of an explorer, or a strong military escort.
The little wooden creatures lived in Paris, with my friend Claude
Terrasse, a well-known composer and his music seemed to give them
great pleasure. Terrasse and I had been for a year or two, Gullivers to
these Lilliputians. We led them, properly, using strings, and Franc -
Nohain had the task to create a motto for the puppet theatre, he had
no reason to look for a better one than the most natural: Ahead as on
a string!"108

His interest for the expressivity of puppets was constant and
in close relationship with the role of each element of theatrical
language in shaping the stage discourse. Alfred Jarry invites us to
reflect on the relationship between the mask of a portrait and
character types: We do not give examples, because expressions vary
according to the primary meaning of the mask and to all who were
able to see a Guignol and were able to identify them.

These expressions are universal. The serious error of current
pantomime is that of getting to conventional mimicked language,
tedious and incomprehensible. An example of a convention of this
type: a vertical ellipse around the face with a hand and a kiss on the
hand, to express the beauty suggests love. An example of an universal
gesture: puppet show their outrage by violent recoil and hitting the
skull at the backstage” 109

The performance of actors is compared with the performance
of puppets; even if between Kleist's writing and that of Jarry had
passed almost a century, the temptation of comparison was more and
more evident. Taking up this idea, Craig Gordon proposed a new
revaluation surprising for people of that time, a reference point for us.
The meaning of the modern puppet theater had its roots in the lines
discussed above, and which opened the way for stage experiments.

“Jarry was not alone in his tur-of-the-century rediscovery the
puppet theater. Maurice Maeterlinck, Arthur Schnitzler, William
Butler Yeats, Hugo von Hofmannstahl, Paul Claudel and other
symbolist playwrights also saw a kind of artistic truth in the
physicality of marionettes and masks - especially in the face of the
astounding realism, possible through photography and film. "0

% Idem - pag. 395

19 jdem — pag. 129
"% John Bell — Strings, Hands, Shadows — a modern puppet history, Ed. The Detroit
Institute of Arts, Detroit, 2000, pag. 54
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Edward Gordon Craig is viewed as a representative of the
modern puppet theater, which legitimized through its art, the equal
status of the two forms of theatrical expression: theater of animation
and the classical theater, projecting also in a ritual area, the theater of
masks and puppets of the future. Reverberations of his vision can be
identified in avant-garde movements, which dominated the twentieth
century - Futurism, Expressionism, Dada-ism, Constructivism, the
Bauhaus School. In 1912, he draws attention to the puppet ability to
embody a character, but also to convey a poetic message. “There is
only one actor — nay, one man - who has the soul of a dramatic poet
and who has ever served as true and loyal interpreter of the poet. This
is the marionette. So, let me introduce him to you. You have come
across cathedral in Italy, or even in England.,, There you will have
seen him hunging upon the Cross. And many Christians love him; he
interprets the drama of poets - man and God. Or, you have caught a
glimpse of him in some temple in the Far East, enacting a more serene
drama — seated before the incense - with folded hands - very calm. Or
in his arms of a child you have seen him, interpreted the little hearts
and the larger dreams of love!

These attempts of his to reach you have not been entirely
failed; but still for, for all this until now you have actually and
unconsciously, kept him waiting in the servants’hall.

Gentelmen - the marionette!

Yet silence he waits until his master signals him to act, and
then in a flash, and in one inimitable gesture, he readjusts the
injustice of justice, the illegality from law, the tragic farce of religions,
the broken pieces philosophies and the trembling ignorance of
politics . "1

This text insufficiently known and used contains the main
aesthetic dimensions of a marionette actor resulting from the ability
to represent characters, conveys emotions and translates poetic
ideas/texts of different types. Meanwhile, between the lines, we can
infer the germs of a future of the Actor and Supermarionette,
according to which, theater means gesture, action, movement and the
character interpretation involves detachment from it; “the most
perfect art is that which conceals its craft and forgets its craftsman”.

From the perspective of theater poetics, we can better
understand certain definitions of puppets offered by the Dictionary
of Puppetry:

"1 Idem — pag. 58
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— ,,Helen Biniyan: manufactured actor, an inanimate object, to
which man must find the means to give it a semblance of life;

— Gordon Craig: the ABC of actors;

-Webster’s New School and Office Dictionary: “a small doll or
image, especially one animated by wire in a burlesque drama, one that
is under the control of others”. 12

Nor was Russia outside this turmoil, Julia Leonidovna
Slonimskaia, art critic, historian of ballet and music, together with her
husband, the director Sazonov, was - herself - influenced by the
innovations of Craig Gordon and Vs. Meyerhold, by the theory of
Superpuppet and and the Pure Substance of Theater.

L. Slonimskaia wrote in a symbolist magazine ,,Apollon”, in
1916, an article entitled "About Marionette”, “ the marionette gives a
theatrical shape without embodiment in the flesh, (...) gives a new
shape to the immortalilty of theater, (...) to serve the puppet theater,
to find in its theatre new expressions of eternal meaning of theater, to
help its embodiment in the creation of dynamic forces, to perceive the
infinite richness of its movements, the beauty of harmonious
perfection of style and form, to infer its enchanted simplicity,
enigmatic charm and attraction - is an inexhaustible joy for those who
understand the force of the free theatrical creation. "13

Even if a century has passed from the time of enunciation of
these ideas, there are still voices that ignore the relationship between
different forms of stage expression and place the puppet theatre in
obscurity, under minor arts.

These examples of clear structuring of some aesthetic
principles provide an argumentation ground for theories developed
throughout the twentieth century, on the status of puppet actor and of
other types of puppets. Communication skills remain essential,
subordinated to fundamental principles of animation theater
aesthetics: styling, extracting the essential, oversizing (emphasizing).

The play of the puppet actor answers the same five magical,
Wh- questions "Who? (Who?) - Where? (Where?) - When? (When?) -
What? (What?) - Why? (Why?); motivation, involvement and
response show the stage existence of a puppet actor. Even if the
anthropomorphosis or fantastic elements, common in this universe,
involve specific forms of stage approach, the fundamental laws of the
actor's art, are present even here the character of norm.

"2 apud A.R. Philpott, Ditionary of Puppetry, Editura Plays, INC., Boston, 1969, pag. 209
3 1. L. Slonimskaia - About the marionette , Rev. “Apollon” trad. n, Nr. 3, 1916, pp. 41-
42.

190



THEATRICAL COLLOQUIA

By all that it does, by its power of expression — the puppet
claims its actor status. The arguments are offered by laws governing
drama, its scene is not to be a place of answers, but one where
questions arise - questions about life. Peter Brook, sharing his secrets
about acting and theater with us, helps us to pay more attention to the
play of the marionette actor and to its rigor: ,Life in theater is more
exciting and intense because it is more concentrated. The act of
reducing space and compressing time leads to this concentration of
the essential. (...) The actor and the director must follow the same
process as the author, i.e. be aware of every word, even if it seems
innocent, in fact, it is not so. In fact, it contains in it and in the silence
that precedes it and follows it, a whole complicated network of energy
between characters.”4 Thus, we discover the one that gives energy to
the puppet — the puppet actor.

The puppet actor can become an ideal actor if, behind the
puppet, the actor makes an exercise of utmost generosity — to
withdraw into the shadow. He knows that the development of the
animation technique should be doubled with the body exercises and
creative skills; only this way the energy will have enough strength to
walk the road to the spectator.

Getting closer to the puppet acquires, in this perspective, ritual
shades; the two - the puppet and the puppet actor - will lend to one
another a little bit of their identity, without this transfer, the energy of
the show fades away, melts or simply is not born.
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Is Ibsen still contemporaneous with us?

Ioana PETCU’

Motto: “A truth that got so old, gentlemen,
is fated to become a lie.”
(Henrik Ibsen, An Enemy Of The People)

Abstract: Our article is born by a notice that turned into a real
convulsion, namely that Ibsen’s theatre, in Romania and, especially
for the new generations, has arrived into a shadow zone. Enjoying a
propagandistic interpretation before the 9os, his texts were
translated, published, commented, the television adapted them for the
T.V. screen, and the theatrical scene promoted them, too. Today, the
phenomenon seems to be reversed. On the one hand, due to the lack
of attention from the publishing houses, that have not re-released the
texts and neither released new translations, but also from an aridity
that defines the Ibsenian dramatic work, an aridity which is hardly
exceeded even by the directors themselves, our present scene, with
little exceptions, does not succeed to revive the name of the most
famous Norwegian dramatist. Therefore we have considered as
absolutely necessary to see if Ibsen is so obsolete as it seems to be
treated now by our theatre and if we do not remain, in this respect,
more deficient next to the European phenomenon which has not give
up and, moreover, has found the latent energy from the Ibsenian
texts, to speculate upon and to build up bridges across the times and
geographical areas.

Key words: classic versus modern, political theatre,
feminism, polemic.

It is a perpetual dilemma: how modern is a classic text? How
nourishing are today the old literature texts? How can we recognize
the elements of “alive” in what is classic? Which processes make the
texts olden? How is re-created the appetite for the past? Situated on a
position that allow them to operate with the past and the present,
people of the scene replied in different ways, exposed their artistic
creed the way they feel, the way the profession found a place to dwell
in them, temporally. Some felt attracted by the universal literature
treasury, going perhaps into likeness of those dwarves that climb on

* University Assistant on Theatre Faculty, “George Enescu” University of Arts in Iasi
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the giants’ shoulders, as metaphor of Bernard de Chartres shows.
They are getting help and can see farther. Peter Brook pays attention
to the Bard of Avon (Great Will), Strehler returns often to Carlo
Goldoni, Ingmar Bergman does a cult for Strindberg, and Olivier Py
always comes back to the antic tragedy. Examples could be more on
this direction, but the balance would not be on equilibrium if we
wouldn’t remember those that target the present writing. Therefore
some other directors choose the contemporary dramaturgy, even for
certain periods of their creation. Pierre Debauche mounts in the first
phase of his career — the 60s — texts of Rafael Alberti, Hugo Claus,
Evgheni Schwartz or Dario Fo. On our side, the portfolio of Claudiu
Goga is built up on a predilection for Eric Emmanuel Schmitt, Matei
Visniec, Tankred Dorst or DuSan Kovacevi¢, while Radu Afrim has
born an acerbic polemic before 2010, by his exclusivist approaching
on a new dramaturgy. %5 It is interesting, generally speaking, how the
directors, doesn’t matter how experimentalists are they, watch often
tough to the great classical works. Maybe to make a simple exercise of
imagination, maybe because they feel challenged, maybe because
there is a secret bound between the old foretime and present.
Whether they continue their research on the background of a
literature having a great persistence in time, or go to other directions,
the non-canonical artists can not get totally free from the values of the
past. If we would have to look only for a few supporting points, the list
would get consistency. The theatre troupe Off-off Broadway Living
Theatre, one of the most famous groups from the sixties-seventies
period in United States of America, which practices mainly the
improvisation on minimalist scripts, has also worked on Tonight We
Improvise of Luigi Pirandello (first version in 1955, the second in
1959). Beside, Living Theatre members also made an adaptation on
Brecht’s text Antigone (1967). If we come back to the old continent,
we can sense how in the present European avant-garde, Romeo
Castellucci, one of the most acknowledged artists that revolutionize
the theatre of the 2000 decade, mounted Julius Caesar of William
Shakespeare for the Festival of Avignon in 1988, and a year later he

51 an interview for Traian Danciu in ,,Evenimentul zilei” newspaper, Radu Afrim declared
in defence of his option: ,,First of all, I am consistent and loyal to ideas and themes of the
exclusively contemporary texts that I’'m interested in, and I am aiming for. I refused to work
in Bucharest when they ask me to mount not a contemporary text, but a classic. In some
cities these texts are already on their third or fourth show, and this happens because the
theatre directors don’t realize that my spectacles have a real public, not a fictive one, a
public that asks these shows.” (1% of May, 2009)
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presented to the public Journey To The End Of The Night, after the
novel of Louis-Ferdinand Céline. If the start of his career is marked by
improvisations based on a series of collective scripts, Castellucci made
the dive into classical with Hamlet and Orestia, both spectacles in
1992. Previously, such names as Grotowski, Kantor, Peter Schumman,
Robert Wilson — each one in a specific period — re-invented ways or
methods of theatrical communication, opened theatrical streams,
fought the classical, created their own sceneries, but, not just for a few
times, they revisited the great texts of universal culture.

In this context of need for renewal, of searching, of disputes
more or less visible and of reconsidering, we ask ourselves,
encouraged by the observations we are legitimate to do, what place
has on world scene and on Romanian scene a writer so special like
Henrik Ibsen. In our country, we sense a departure which the artists,
but also — and maybe even more, the artistic directors manifest in
regard with the one that has succeeded, two centuries ago, to revolt
the tradition of a society, to set frankly for interlocution the common
places belonging to a mentality extremely rooted in common mental.
When, in the late 60s, his works were translated and intensively
commented in communist Romania, especially from the view that
interested the political system, Ibsen was openly interesting for our
public. His work was put forth in various settings. Most of his plays
were turned into television plays, constituting even today an
important chapter in history of mounting for the T.V. screen. The
Lady From The Sea (director: Olimpia Arghir), The Wild Duck
(director: Petre Sava Baleanu, 1965), Little Eyolf (director: Petre Sava
Bileanu, 1972), Pillars Of Society (director: Cornel Popa, 1980) are a
few achievments of Romanian cineastes. A display of the impact on
Romanian scene in communist epoch is made by the research of
Lucian Sinigalia, where thoroughly the study’s author remarks finally
how this dramaturgy gave birth to contradictory reactions, suffering
due to an obsolete tone of didacticism, due to dilution of idea, but also
generating attempts of mise-en-scéne outward the habitual zone.
However, it can be claimed that there are many mounts, everywhere
in Romania before the 90s, some of them remaining as memorable,
some other being just remembered as facts.

"¢ Lucian Sinigaglia, Ibsen in Romdania (1) (Ibsen in Romania — IIT) in ,,Studii si cercetari
in istoria artei, teatru, muzica, cinematografie” (,,Studies and research in art history, theatre,
music, cinematography”), book 4 (48), 2010
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Remarkable figure of psychological realism, Ibsen had an
inconstant journey in the theatre of his times. Being tributary to
romanticism in his youth, when inspired by Salustiu and making his
own entrance this way in range of that era literature, he writes a
dramatic poem dedicated to the Latin hero Catiline, a text followed by
the no less glorifying Pretenders and Brand. Confronting, in time, the
injustice of his compatriots, leaving Norway for Italy and returning
home later in Christiania (the old name of Oslo), the writer never
ceased to question the values of society in which he was born and he
never gets tired to state a question — sometimes disturbingly
repetitive — in the area of man’s beliefs. The themes in his work have
been easily interpreted by the communist dogmatic critics; but today,
the problems should be rearranged. If in the past there was a read
between the lines related to the proletariat’s struggle against the
decrepit bourgeois, and woman’s emancipation was regarded as an
expression of egalitarianism, the present should set a more equable
light on the ideas dispute which is from the Ibsenian pages. We
certainly may sustain that the great themes of this work can spring, in
time, parallels, similarities with the recent obsessions of society and,
for this reason the dialogue, which is prolix sometimes, can be re-
oriented. Being incisive, the texts go into questions that reach head
areas of the modern world: politics, religion, ethics, mentalities,
education. They are major themes that shall be always interesting, all
the more so as, in contrary to the appearances, the author doesn’t
seem to solder a definitive point of view on these directions that rule
the modern civilization.

If in Norway is natural to exist an annually festival consecrated
to Ibsen, worldly notorious directors succeeded not only to eliminate
the dust of time covering a work with dissertational faces, with
deficiencies on action pace, but they inaugurated directions of
theatrical expression by using this contradictory material which leaves
the appearance of impenetrability and allows itself to be shaped in
authentic visions. Ibsen is, on worldwide level, a classic with depths
that can be explored. The cultural geography makes a difference and
offers tangent points, as well, between artistic concepts. Following the
strong Brechtian line, the German theatre has tracked down its roots
in the Ibsenian text — a text that contains a big dose of interspacing,
with a decisive social and political charge. So that’s how a director
like Thomas Ostermeier, walking on the coarse relief of this legacy
aged more than two centuries, finds the adequate resources for
coagulate his own poetic art. For the artistic director of Schaubiihne
Theatre in Berlin, the recurrent themes help him to build up a theatre
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of lonely people, prisoners of a high-tech world, victims of a system
that rules over them from somewhere in an abstract spot. A theatre of
plastic and glass walls, yet impenetrable, a theatre of identity crisis
triggered by the contours of appearance. It is logical, rhythmic,
violent, detached, sober, squalid. In a chronological order, A Doll’s
House is the first show mounted in 2002, The Master Builder is
presented at Burgtheater in Vienna, in 2004 and adapted for TV
broadcasting, Hedda Gabler has its first night in 2005, John Gabriel
Borkman is adapted in France at National Theatre of Bretagne and at
Odéon Theatre (2008), Enemy Of The People brought at Festival of
Avignon in 2012, a year when Hedda Gabler benefits by a casting
from Théatre des Gémeaux, Sceaux, and Ghosts is also a French-
German co-production, in 2013 at Théatre Nanterre-Amandiers. The
Ostermeier style fuses the Ibsenian tone and creates, by the six
spectacles, an universe which perfectly overlays on society’s image of
the decade of 2000. According to his statements, the preference for
these texts comes from a creed shaped through his career. Ibsen fits
the definition given by the German director for the theatre: to get on
stage, you must something to say, you must have a complaint, a
“problem™7, because on stage must be something to happen, the
theatre being born from conflict, as once was the Sophoclean Oedip.
And Ibsen’s plays are plays of conflict, even if it reverberates from the
past or is born from the tension of speaking out the words.
Paradoxically, Ostermeier is a conservator: he loves the original text
and preserves it without making too many interventions. He even
declares, no matter how weird it would look, that he conceives
honesty for the author. And this really happens, to a certain degree,
from where it may be grafted the author’s seal. What may be seen
beyond the spoken text is, however, driven to the extreme — with
arguments! — because the characters exceed the previously
established limits, leaving their instincts free and untamed. The
aggressiveness becomes violence and sometimes murder:8: Nora kills
her husband, the hollow sound of the banged door from the play’s end
equates with her resolute gesture which belongs to a “plastified”
world, and her fact is done until the end; Hedda Gabler suffers of
hysteria, she destroys with a hammer the objects of a reality she
doesn’t understand any longer (a laptop); dr. Stockman is covered in

"7 Thomas Ostermeier in an interview with Peter Craven, on TV show Talking Germany,
April 2012

"8 It was stated about Thomas Ostermeier’s spectacles that they speculate the shocking,
using blood and soil.
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mud all over, during the speech about the bathhouses, a solution
chosen by the artist to replace the hoot from the text.

In director’s hands and through his eyes, Ibsen proves to be
militant, moralist, voluble. It seems that we are far from the figure of
he who has leaved his country as a gesture more like silent, for Italy
and Germany. But this revolt “between the lines” is visible enough.
The interiors built in the texts, carefully described by the author on
every act’s beginning, depict aseptic spaces, where order prevails and
which sketch bourgeois class features. The correspondent for the
German artist is the corporate world, the middle class of today that
lives among the LCD screens, with some minimalist post-Bauhaus
furniture, obsessed by its own image in a neurosis sometimes built for
themselves, step by step. As striking the Ibsenian text is in such a
décor, as well the whole vision homogenizes. The correspondences
make the classical author to breath in a world that doesn’t belong to
him19, thereby Lovborg spends his time in nightclubs, doctor Rank is
bisexual and AIDS diseased (played by an actor much younger,
compared to the age described in the characters list), Osvald works in
television imagery. After all, the shock abets in Ibsen. The result is a
vast frame of the grotesque, an ugliness that unsettles what initially
seemed established (because the décor also suffers real
transformations, from structure and harmony, to devastation). On
Norwegian writer this feels on characters level, on German artist the
inside attacks the outwards and the chaos invades precipitously
characters and scene. The debate — sometimes blank — of ideas
transfigures in irony at Ostermeier, while the drama becomes

9 Ostermeier explains every time the way he feels Ibsen as contemporaneous: ,,I1 y a deux
ou trois grands classiques auxquels il faut sans cesse. A mon avis, parmi ces quelques
classiques, il y a Ibsen, dont les piéces font beaucoup penser a notre époque. On y trouve les
contraintes de la société bourgeoise, le souci de la perte du statut social, ces pressions
publiques et privées qui sont encore aujourd’hui au coeur de nos questionnements sur le
bonheur. J’oserais méme dire que, de nos jours, pour apaiser nos inquiétudes, celles
suscitées par la chute des utopies, nous avons tendance a revenir a cet esprit du XIXe siécle
ou les valeurs de la nation, de la religion, de la famille et de la carriére dominent. En fait, il
est presque scandaleux que les piéces d’Ibsen nous parlent encore a ce point”. ( “There are
two or three classics you have to return on continuously. From my point of view, one of
them is Ibsen, whose plays make me think often to our era. We see there the constraints of
bourgeois society, the fear of possibility to lose the social status, the public and private
pressures that constitute even today the core of our questions about happiness. I would dare
to say today, to get deeper in our fears, which are born by the impossibility of utopias, that
he wave the tendency to return to the spirit of the XIX century, when there prevailed the
national, religious, familial and professional values. Somehow, it is almost revolting that
Ibsen’s plays speak to us so much about us.”) (Quote from Tous coubaples, tous corrompus
by Christian Saint-Pierre, in “Le Devoir”, May 18" 2013)
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tragicomedy. The lost souls in the text become to incarnate, on stage,
figures of egoists and narcissists — Hedda, Nora, Stockmann, Lovborg,
Torvald, Solness, Osvald, no one makes an exception.

Ostermeier follows a sociological approach in theatre, and
Ibsenian work offers him the chance to present people on outwards,
because the artist does not search in Stanislavskian way the inside of
characters, but, moreover, seeks for what they determine externally,
the way the system, the life as it appears, are built by those who
partake on the action. The characters become, in the end, victims of
what they produced by themselves — with or without awareness.
Sometimes the visions extends, beating the limits of the stage. It
happens so in An Enemy of the People, one of the most political plays
of the writer from Christiania. One of his last works, An Enemy of the
People is a kind of answer from Ibsen, which incarnates in a certain
degree, the protagonist’s portrait. Doctor Stockmann has discovered —
nobody questions if it is true or not — that the thermal baths in the
town he lives with his family and where he professes, are infected, the
phenomena having ampleness and creating the possibility of an
epidemic. This truth is though refused by the authorities and citizens,
every one defending an interest: financial, political, of image or social.
Ostermeier takes advantage of the scene in act IV, where Stockmann
talks in public to the citizens and, turning the lights on, he invites the
public to debate the Ibsens’ text on a much various set of problems
that threaten us, as individuals. Hall’s walls serve as support for
schemes which want to demonstrate — more or less conspiratorially —
how the system in which are all of us involved is the product of our
past and present history, it stand on our behalf and makes us guilty
for the way it looks like. As in a happening, the public reacts
immediately on the debate proposed by the protagonist, each
spectator having something to say, to accuse, to disclose. A chronicle
about the representation at Festival of Avignon relates how the
partakers from the hall denounced: “les 8000 licenciements qui
pointent leur nez chez Peugeot, d’autres encore, le scandale du
Médiator et ses milliers de morts. Enfin, I'un d’eux plus revanchard,
rappelle qu’en Allemagne, Hitler avait été élu démocratiquement avec
99% des voix”20 (“the 8000 deprivations, so obvious at Peugeot,
some others, the devilment at Médiator and the thousands of the
dead. Finally, some of them, more revolted, remembered how in
Germany, Hitler was elected democratically with 99% of votes.”) In

20 Un Ennemi du peuple: la piéce qui enflamme le festival d’Avignon, on web site
http://www.lesinrocks.com/2012/07/20/arts-scenes/scenes/un-ennemi-du-peuple-11280299/,
20/07/2012
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the end, doctor Stockmann is made the scapegoat, and all the dispute
with the lights on in the hall is nothing but a ritual of victimizing the
protagonist. Before public’s very eyes, pouches with mud and paint
are thrown at the one that speaks, whistles and hoots come from the
stall, ending the plea in brutality and attesting how the words become
futile. The interaction makes message to convulse the consciousness,
and feelings to become acute. Due to involvement, the public has felt
the director’s bold attitude, has found a combative Ibsen and has
manifestly reacted.

Does Ibsen become this way a simple tool serving the true or
explosive opinions of some director? And if so, it is dangerous or is
just another reason to capacitate a material of unquestionable
quality? In France, too, was revealed an important tradition in
lecturing and promoting the plays of Ibsen. Approaching a
metaphorical register, the famous Alain Francon goes unto the
Scandinavian writer mounting first time Hedda Gabler (1987, 1990),
then continuing with The Wild Duck (1993), Little Eyolf (2003) and
The Master Builder (2012). The great challenge for Francon is not to
be caught in the trap of the bourgeois drama, a movement so tempting
and deceiving. The French director is fascinated by the topicality and
multitude of themes offered by the dramatic work, considering as well
that the Ibsenian style is antithetic to the Chekhovian style, being a
centripetal one. Getting somehow in opposition with the vision of
Thomas Ostermeier, he sustains that the characters are to be build
from outside to inside. The context influences them, and they decide
only partially over the context. The Master Builder is treated
symbolical, the concept insisting on a few clear coordinates, defined
long time ago in the career of the theatre artist; the actors’ acting, a
scenography of wide inspiration, a Scandinavian and somewhat
neutral code of the XXI century which also can send to other
European geographic spaces. Approaching the text with a subtle
warm, with sensitivity and wise admiration, Francon drills the depths
of soul and if he leaves the drama inside the actor, outwardly the
space is empathic. The scenography develops rooms that seems to
have no roof and floor neither, immense rooms in which the heroes
are prey for restlessness born from an strange past, rooms opened in
vertical plan, but also on horizontal plan, glacial rooms where the
light has poetic inflexions. The French director leaves no detail out,
being himself the architect of a world where heroes, introvuted
neurotic men, individuals that did not live their dreams until the end,
victims of disputes provoked by the dissonance of their guiding
principles, enter their lock-ups of solitude. The Master Builder keeps
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— and Francon exquisitely succeeds to notice this state from distance
— a testamentary value, pertaining to the period when the writer,
returned in Norway, lived his nostalgia, the regrets for a medium
hostile to him, a medium itself engraved in its own delusions and
dilemmas. An aspect worth of considering would be that the director
pays special attention to translation, considering that the outdated
language forms did not defined Ibsen, even on his times. Therefore,
from his point of view the revisiting of translations is an essential
issue for the actual mounts — an opinion which should be considered
by theatre people of Romania, too, people that sometimes forget that
the language adapting has a decisive role in success or failure of a
spectacle.

The play, having an incontestable value, little known in
Romania, where it does not rejoiced over modern translations, Little
Eyolf has in Europe important echoes. A jewel of Northern writer set
of works, the play served the directors in their quests and sustained
their artistic credos. Different artistic visions were shaped starting
from this text. Limning states, Alain Francon places the Allmers
family drama into a minimalist décor, developed on a horizontal plan:
a platform plain as pontoons, with some chairs and a sofa, and a
background blue panel — a wall that determines an ambiguous décor,
which suggests the inside and outside simultaneously, like there was a
window of perfect transparency for inwards and outwards. The
impression is that the characters are at the same time in this reception
room, on the fjord edge or in the forest, as the author sets them in the
text. This airy space sends to introspection and dialogues that disclose
unpleasant memories, painful episodes from a history that seems
finished. Ignorance, egocentrism, crisis are exposed like on a
departing screen, the experiences being voraciously consumed inside
the characters on the scene. Frangon achieves a plea about man and
responsibility — a theme in which the society may have an important
impact - refusing the happy -end and assigning an open final, where a
new crisis begins. The panoramic scenography is a symbol of life, as a
horizon sometimes bright, sometimes bleak, a wilderness where the
human goes adrift always hoping he can gain something, always
aware of the unknown and the relativity which isolate him.

With a touch even more delicate approaches the text Hélene
Soulié in the mise-en-scéene from Théatre de ’Aquarium (2013),
where reducing even more the décor and using a stage with sand all
over, she speaks about the fragility of the characters, little Eyolfs
themselves, bearing the sentimental handicaps or the frailness to
accomplish themselves as a weight that burdens their walking and
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breathing. The sand is a metaphor of impermanence, it’s the
placement in a cold oceanic landscape, where the human being retires
with the self, always trying to heal the wounds that bleed time and
again. Beyond the heroes that move almost spectral into a contre-jour
light — the frontier between living and dead being an arbitrary one -,
the stage props align with the simplicity of the whole spectacle. Thus,
the symbols mark a special semantic of directing; a rejected flower
bouquet remains on “the beach” as a complete negation of
conciliation, some clothes left here and there appear as a shadow that
prolongs in the white light, a deformed, darkened, dehumanized alter-
ego. The grotesque is approached with evenness, the moments when it
is present being just a few, but meaningful (the dead body of the child
found sunk in the sand up to his neck, laying down as in a grave). The
sand also means the image of an off-balance world, where Rita,
Alfred, Asta walk in insecurity and in impossibility to find aid for
happiness.

From the psychologizing and philosophical visions of Francon
or Soulié to the controversial film Antichrist (2009), which is based
on the theme of Little Eyolf, the distance is great, but the
phenomenon fascinates. Nevertheless, the vision of litigious Von Trier
can be argued and it worth sustained, too, all the more so the cultural
geography draws them on the same Scandinavian area. Screening of
the Danish cineaste is a landmark, despite the shock, demystification
and commercial which he mixes in a story where point of interest is
especially the meanders of terrifying subconscious of the protagonists.
The parallels with Ibsen are amazing. Heroes have their names
erased, they becoming this way just a She and a He. By this
indetermination of names it is aimed the theme’s generalization; the
parents concerned by the personal problems come to lose their child.
Up to this point, Ibsen still can be recognized, but Von Trier pushes
on, offering to the spectator a cocktail of themes belonging to the
Scandinavian dramatist and astounding updates: She - an
emancipated woman, with male features, researcher by profession —
becomes a monster of sadism, which transforms the marriage in an
experiment where He — an amalgam of Allmers, Tesman and Helmer
— lives a nightmare with his own reason and with wife’s insanity.
These are hideous chimaeras, created by himself and from them he
escapes by a cathartic experience. Being different to the body of
directors, his option in Antichrist goes for a forest as environment of
confrontation, and not for the open landscape of the sea. The forest —
which also send to The Sacrifice of Andrei Tarkovsky, an omnipresent
interrelation all along the film — is a space of terror, symbol of
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subconscious, of danger and even of death; the dialogue, which on
Ibsen took place between the consorts situated face to face, on Von
Trier is made at distance, in a game of dominant-dominated which
increases the tension, but has a purifying role, after all. In Little Eyolf
as in Antichrist, the monster is expelled, the past phantoms are blown
away by an individual “sacrifice”.

Occupying the directorate at Théatre de la Colline, after Alain
Francon, Stéphane Braunschweig also assumed, at the same time, the
classical Ibsenian legacy. His career on the Northern dramatist texts
has its start long time ago, with Ghosts (2003) and Brand (2005),
followed by Rosmersholm and A Doll’'s House, both mounted in
diptych (2009). Braunschweig displaces the highlight on the
dimension of real-unreal, faith-appearance, wishing to find out where
is the frontier of lie and truth, what is the degree of relativity of the
world and making a goal for the classic text parallel with the drama
and interrogations of the XXI century individual. Setting side by side
the plays Rosmersholm, less present in directors portfolios, and A
Doll’s House, the French creator shows the lines which get them
closely and the continuity of them. The same drama — of unfilled
destinies, of the road abandoned at its half, of untruth and silent
suffering - two different answers. Rosmer and Rebekka seeks their
peacefulness in death, Nora leaves the marriage and the false life
where she used to dwell. Braunschweig has the idea to give the same
scenographic form. Rosmerholm and A Doll’s House have place in a
double décor; on the eye’s level are the glowing walls that describe
attorney Helmer’s parlour; rising beyond these modules conceived at
human scale, hospital white colored, are the much higher grey walls,
that constitute the background for Rosmer mansion. The doll’s house
is not just a little stage placed between higher, stronger walls, but is
also the symbol of a life where the happiness appearance is altered by
the demons of a terrible reality. When Nora goes out of her house, in
fact out of her barriers, she will get out of the world consisting in even
higher toneless walls, not even knowing if she could pass beyond
them. When Rosmersholm ends Nora starts, the director seem to tell
us. In Rosmersholm, the human scale is determined by the scenic
objects position. Propped against the grey walls, the ancestors’
portraits, the vases with white flowers — the only signs of fragility —
and the chairs are elements describing the human world. Above,
unseen but burdensome, the sphere of questions, of phantasms, of
secret pains it’s the background where the people try to survive. The
metaphor-scene from the diptych accomplished in 2009 is a remnant
of what, in 2005, Braunschweig attempted with Brand. Using a
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abstractive mise-en-scene, the artist helps himself a lot with a gigantic
background-wall, in which are projected images showing the
protagonist, like echoes doubling the scenic significances in the
speech of an Ibsen that addresses to modern individual in the same
terms as he did two centuries ago. The journey is endless, and man is
nothing but a shadow on the road.

Conversion into plays that are considered on worldwide scale
in a feminist register, Hedda Gabler and A Doll’s House come to
defend the democratic principles, the egalitarian or liberalist policies,
the anti-extremist messages. Ibsen turns into the advocate of the
voices sustaining women’s rights and freedom of expressing in every
environment. If A Doll’s House serves as material for the short-movie
Nora (2012) directed by Carrie Cracknell, where is discussed the
woman’s destiny in corporatism and globalization era in the U.K.,
Hedda Gabler wakes radical reactions in Iran. Mounted in 2011 at the
Theatre of Tehran, the spectacle was declared out of the social rules
and was forbid. The story of misfit Hedda, which ends by committing
suicide using the revolver inherited from the general Gabler, the story
of conformist Tesman seen as an incapable, of dandy Lovborg which
has scandalized the state’s authorities, the church and society’s
tradition. The text — which in Europe does not represent for a long
time a matter of dispute — exceeds, by the way it is used, as well — the
imposed and self-imposed in Iran — a country where the women, as it
is known, cover their faces, and art and artists have to self-censor.
Apprehended by authorities as vulgar and hedonist, Hedda Gabler has
not disturbed only as method of mount, but also as text, the polemic
launched by the author in the XIX century around hypocrisy, around
the marital and professional status and, obviously, around the
morals, intrigued this world which perceived it as a peril.

In Romania, Ibsen appears a little in the new lists of theatre
directors and perhaps there is a need for an acute sense and a lot of
initiative to understand that, as a director, you have to successfully
approach the Norwegian dramatist and bring him to the public’s
interest. On our stage are presented, altogether, the most famous
plays of the author, but Catdlina Buzoianu has the courage to stay on
the last Ibsenian text, namely When We Dead Awaken. Presented on
National Theatre in Cluj, in 2009, the spectacle is not the simple story
of a sculptor and his model anymore, a little melodrama of the XIX
century which doesn’t impress the present public. Catalina Buzoianu
has the inspiration to find a “cloak” for the drama of lyricism of
sculptor Rubek, aiming to save it from its static climate, where are
repeated almost the same ideas: woman’s status in a traditionalist
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environment, the relationship of emancipation and stagnation, the
past that beats the present, the meanders of human soul. Therefore,
the director locates the action in a mental hospital, the characters
dialogue being one of the madmen. Rubeck, Maia, Irena, Ulfheim and
the other characters are internees in a madhouse, so the super-theme
of the spectacle suggests that Irena could be the materializing thing of
sculptor’s imagination and, by extension, all the insane people out
there are the actors in a show they play haunted by questions and
ghosts, unsolvable or intangible in the darkness. The famous
catchword of Irena “and when we, the dead, awake to life, we realize
we haven'’t lived” comes to have a much extended referent: struggling
the own consciousness, with mind tricks, people lose their
individuality and play roles in their lives, in this huge world as a
theatre, looking like an mental hospital where some are evolved
women, others seem to be free, some others dream on the great work,
and finally other people “hunt bears”. By doubling the scenic space
and, implicitly, doubling the language significance, Catalina Buzoianu
rejuvenates the text, makes the dialogue more accessible, catches the
public’s attention, offering a dynamic Ibsen, ingenious and far from
being boring, as perhaps happens in reading it.

Young people barely heed over Ibsen, but when they do, they
try to understand and to transpose in their language and beliefs. This
is how Radu Alexandru Nica approaches, on his early theatrical
career, A Doll’'s House which, as a mise-en-scene, he names Nora.
Hosted by the National Theatre in Sibiu, in 2004, Nora is Nica’s
pretext to speak about the trap where the modern individual often
falls: the impossibility to communicate. In a room with white walls
and roof, in a house of past ghosts and elusory purity, a wife turns into
a merry-andrew, a woman transforms into an object, until the drama
of awareness extends so much that it pushes her to leave, as a final
gesture not of revolt, but of accepting the incapacity to have a dialogue
with the other one. Nica introduces another character, Nora’s
daughter, showing thus the decay of mother and child relationship,
and the way it is affected by the whole situation. Multiplying so the
actantial grain, the director develops a parallel plan, where the drama
needs no words and contours just by states of emotion and touches.

Andrei Serban signs the direction for Hedda Gabler
(Hungarian State Theatre in Cluj Napoca, 2012). Ingenious as always,
Andrei Serban presents in media a Letter addressed to Ibsen, a kind
of credo of him for the Scandinavian author’s work and, at the same
time, an explanation for the public. With humor, the creator speaks
about his reticence upon Ibsenian texts in his youth. He has not
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understood them until his maturation and in a careful re-reading.
Dramatist’s actuality, Serban says, consists in his classicism. It may
look weird, but if we watch the spectacle, we will notice how striking is
the modernity that looms by maintaining the text and from the fidelity
for the themes contained. Having a scenography and costumes that
accomplish the transition from a past century to the simple lines of
contemporary design, the show is built by coherent theatrical signs
that stress the idea of a definitive parallel of Ibsen with the
contemporaneousness. Highlighting from the very beginning the
strong link of yesterday and today, Serban makes a direct mention to
the text: “We are in the 215t century and Hedda Gabler sound very
different now. It’s normal, every great text has something eternal and
at the same time, fits the moment, touches us directly, surprises us
with its actuality.”2t The Romanian director discovers with pleasure
the text’s humor, he capacitates it with scenic solutions and comes to
a tragicomedy. The house is a temple having green walls, it’s a house
where a doll grows, too, not in the way of Nora’s objectifying, but in
the meaning of self-destruction. Tesman “Family” house is a small
theatre where every one plays a role, a hypocrisy assumed which born
the “puppetry” and dissolution of individuals. The house is a
panopticon where, suddenly, seem to be glimpsed the shadows of the
past, always stirring, a panopticon that allows the spectators to see the
aisles, the colonnades and where the final gesture, when Hedda
suicides, dressed in general’s clothes, in a sinister light, signifies the
final victory of the ghosts that cannot be expelled. Everything is clear,
but hideous, it is disguised and in some degree, Ibsen becomes
absurd. Serban’s speech is about upheaval, about burying the man
alive in the quicksand of mediocrity and nonsense. Thus, it can be
rediscovered and may be treated the contemporaneousness of Ibsen,
even by perfect conservation of the text and action, because, as the
director sensed it, “In Hedda Gabler is impossible to change
something. It has a perfect structure, totally closed. I keep trying to
understand the play. The director’s role is to create a climate, to
calibrate the words’ rhythm, to search for the breaks and silent
instances.”22

If Ibsen is still able to reveal so much new channels for our
theatre, whether it is questioned in a socio-political manner or in
actualizations, or viewed as genre study, it means he has the great

2 Andrei Serban Fragmente dintr-o scrisoare imaginard adresatd domnului Ibsen
(Fragments From A Letter To Mister Ibsen), in the magazine , Revista 22", February 21st,
2013

122 Idem.
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potential to be seen through contemporaneousness’ eyes, through the
modern themes and some universal, which he offers. Finally, the
classicism is given also by the aspect that shows the texts power to
attract to them, by every spectacle, the public. Always the same
themes, yet always different.

Bibliography

Bordeianu, Monica, Tvertimot! Ipostaze ale personajului feminin in
dramaturgia lui Henrik Ibsen, (Tvertimot! Hypostasis of the Female
Character in Henrik Ibsen’s Dramatyrgy) lasi, Editura Artes, 2007
Cole, Toby, Playwrights on playwriting. The meaning and making of
modern drama from Ibsen to Ionesco, New York, Hill and Wang,
1965

Drimba, Ovidiu, Insemndri despre teatrul lui Ibsen, (Annotations On
Ibsen’s Theatre) Bucuresti, Editura de Stat pentru Litearatura si Arta,
1956

Fischer-Lichte, Erika, Gronau, Barbara, Weiler, Christel , Global
Ibsen: Performing Multiple Modernities,New York, Routlegde, 2011
Gassner, John, A treasury of the theatre : from Henrik Ibsen to
Arthur Miller, New York, Simon and Schuster, 1959

Rades, Lacramoioara, Fenomenul tragicului la Henrik Ibsen si
Eugene O'neill, (The Phenomenon of Tragic on Henrik Ibsen and
Eugene O’neill) Bucuresti, Editura Universitatii din Bucuresti, 1982
Vartic, Ionel Mircea, Ibsen si teatrul modern. Repercusiunile ibsenie
asupra miscarii teatrale romanesti, (Ibsen and the Modern Theatre.
Ibsenian repercussions on the Romanian Theatrical Movement) Cluj-
Napoca, Universitatea din Cluj-Napoca, 1988

207



THEATRICAL COLLOQUIA



THEATRICAL COLLOQUIA

Symbol And Gesture In The Theatre Of Eugéne
Ionesco And Samuel Beckett

Tamara CONSTANTINESCU °

Summary: The symbol appears as a manner of spontaneous
communication of a complex and notionally inexpressible reality. The
symbolic expression is the best enunciation of a relatively unknown
thing, that could not be presented in a more lucid and eloquent way.
In some plays, Eugene Ionesco mingles the symbols, simplifies them
and reduces them. The antiheroines have gestures in which certain
symbolic significations are geminated. In The Lesson, after the
murder of the Student, the Maid Marie finds the redeeming solution
to motivate the criminal gesture of the Professor, by the disposal of an
armband with the Nazi swastika on his arm. Marie, from
Improvisation at Alma or the Sheppard’s chameleon, dissipate the
“conclave” of the three pedants, chasing them away with the broom
and giving thus to the dramatist Ionesco the possibility to expose his
“conception on criticism and on theatre”. Also, in the texts of Samuel
Beckett, the antiheroines have geminated in their substance symbolic
values and references to sanctity. Oh, what wonderful days! present
life from birth to death, concentrated in a feminine figure buried in
the sand hammock. Winnie is the visual symbol of birth as death. She
transmits, though, through words rather than through her gestural
language, different messages illustrated by the handling of some daily
used objects, that she pulls out from her bag of “hidden treasures”.

Key words : symbol, gesture, theatre of the absurd, Ionesco,
Beckett

The symbol appears as an immediate communication
instrument of a complex and notionally termless reality. With its
opening for the infinite, it is an inexhaustible expression. Any affect,
any subjective or objective situation may find its symbolic
equivalence; if not even a multitude of symbolic correspondences. The
symbol includes a certain vision about world, it displays a specific
mode to establish relationships between facts usually unmatched by

* Dramatic Theatre “Fani Tardini”, Galati, actress; University of Arts ,,George Enescu” Iasi
- PhD, associate professor , editor for the magazine ,,Colocvii teatrale” (Theatrical
colloquia)
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the common sense. The symbolic expression is the best enunciation of
a thing relatively unknown, which couldn’t be better shown in a
clearer and more meaningful way. In symbol, the overlaying with the
symbolized thing makes room for an impreciseness or ambiguity
leeway, which appeals in the most intense manner for the emotional
participation of the person that it is addressed to.

In some plays, Eugene Ionesco amalgamates the symbols,
simplifies them and diminishes them. The anti-heroines, such as
Marie from the play The Lesson or Marie from Impromptu at Alma or
the Shepherd’s Cham eleon — do gestures containing symbolic
significances. The Lesson appears as an archetypical lesson. “In the
original vision of play’s author (preserved in the printed text) he
suggests to the reader the space and time where the action takes
place. The archetypical lesson of Ionesco, in 1950, was conceived into
a well defined historical frame, in the end of the World War I1.”:23 The
play is, as a matter of fact, a “comic drama” where the power and the
terror can take multiple forms — didactic, sexual, linguistic forms. We
are symbolically situated in a totalitarian archetypical space, where
the seemingly comedy goes slow at first, then with a faster and faster
tempo, ending in a note of sick humor. The play starts again in the
end (a cyclical form already prefaced in The Bald Soprano) with the
peaceful apparition, full of dynamism, of the victim number 41,
suggesting the senseless repetition of the murders transformed in a
macabre rite. It is an early approach of Ionesco’s theatre to the
mystery of evil, by the means of the bitter laugh.

The Professor charms the Pupil during the “action”, just like
“an oral wizard”, taking from his hat the words of various languages.
They fly through the air almost meaningless, as a magic of verbal
seduction, ended in raping and sadistic Kkilling of the victim,
resembling the declamatory skills of Hitler, also a mob “charmer”, and
reminding of ferocity of murders that followed. The maid Marie
symbolizes, among other things, the Professor’s hypocrite conscience
in a possible inner dialogue, a conscience hovering between good and
evil, divine and malefic. Marie, is partaker in erotic-criminal rituals of
the Professor, but at the same time a believer, she confesses, has a
priest as lover. After Pupil’s murdering, she finds the saving solution
for reasoning the Professor’s homicide by putting a swastika brassard

' Matei Calinescu, Eugéne lonesco: teme identitare si existentiale (Eugéne Ionesco:
Identity and Existential Themes), Editura Junimea, lasi, 2006, p. 149
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on his arm: “Look, wear this and it’s going to be alright... It’s
politics.”124

The swastika, a cross with quadruple broken arms, is one of the
oldest and most wide-spread symbols worldwide, it indicates a
rotating movement around a center; it is a symbol in motion, of
manifesting, of perpetual regeneration. The Nazi swastika meant the
introducing of infinite and sacred in temporal and profane, trying to
disguise, in fact, the evil in the shadow of the falsely invoked sacred.
Marie, the hypocrite conscience, we think, absolves the Professor
from murders responsibility through a sign of sacred, transforming
the victim-Pupil into a guilty girl, as in Holocaust, and the murderer
Professor into a false “saviour”, a Nazi one, of race purity, suggesting
at the same time also the perpetuation of malefic forces, of universal
Evil.

The anti-heroine Marie, the maid of character Ionesco from
Impromptu at Alma or the Shepherd’s Chameleon, is decoded by
critics as being the common sense of the Public which, in
understanding the dramatic texts, has no need for the guiding critics.
But, from our point of view, if we analyze from another angle what is
“behind” the catchwords, the character Marie gets different
connotations. She dispels “the conclave” of the three sticklers, trotting
them away with her broom and offering to dramatist Ionesco the
opportunity to reveal his “conception about critics and theatre, as
scenic projection of creator’s interiority”: “(Marie holds up the
broomstick and brandishes it over her head. The doctors are hiding
in corners of the room. [...] Marie tucks up her sleeves and goes with
her broom to the doctors. They try to avoid the virtual hits.) Marie:
Get all these out of here! [...] Come on, go off the ring!... Beat it!”125
The broom, though a house-keeping instrument, appears here as a
symbol of sacred power. Because in the ancient temples, swabbing
was part of the cult’s culture, a way to banish any desecrating,
demonic elements. The act of swabbing couldn’t be done, for this
reason, by other hands except the innocent ones.

The character Ionesco situates, probably, in a moment of cease,
of inhibition of the creative impulse, as consequence of negative
judgments expressed by the three critics over his texts: this is why the
dramatist doesn’t succeed to continue the play which lays on

124 Eugene lonesco, Lectia, in Teatru, vol. 1, traducere si nota asupra editiei de Dan C.
Mihailescu, Editura Univers, Bucuresti, 1994, p. 51.

125 Eugeéne lonesco, Improvizatie la Alma sau Cameleonul ciobanului, in Teatru, vol. V
(Impromptu at Alma or Shepherd’s Cameleon, vol. V), translation from French and notes by
Vlad Russo and Vlad Zografi, Editura Humanitas, Bucuresti, 2002, pp. 56-57.
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worktable. The gestures of this paradigmatic maid, proficient at
“theatrical writing” as well, mask a possible moment of self-analyze, of
exploring the subconscious of dramatist character Ionesco. “(Marie
slaps Ionesco.) Ionesco: Where am I? / Marie: You have been
hypnotized and I got you awake.”126 The three Bartholomeus, here
possible incarnations of the malefic spirits, haunt the dramatist
subconscious. Maid Marie, an innocent (the onomastic significance
links to Virgin Mary), may symbolize a beneficial spirit, sacred, which
exorcizes, purifies, heals the “ilI” subconscious by expelling the
obsessions and inner conflicts. The healing in psychoanalysis is,
firstly, a process of psychical maturation. “Marie: Oh, forgive me, sir,
but you really are sick! [...] They have no reason to open your eyes![...]
...Of course... What the heck?...After all, you are a big boy!”27 Thus, by
the process of “psychoanalytic exorcizing”, Marie banishes the
demonic spirit that disrupts the dramatist Ionesco’s inspiration,
setting free its creative energies.

In Beckettian texts, too (even if the dramatist permanently
refuted any comment about the symbolic and profound significance of
his characters), the anti-heroines have, as twins in their substance,
symbolic values and forwarding to sacredness. Beckett’s theatre can
also be seen as a search for a “reality” hiding beyond the rational
thinking, disguised in subtexts, sometimes hard to be decoded. In
Happy Days, for instance, using extremely simple words, Samuel
Beckett tries to present life, from the cradle to the grave, condensed in
the female silhouette buried at first waist-deep, then neck high, in the
sand hump. Winnie is the visual symbol of birth as death. Otherwise,
Jung established a correlation of the grave and the female archetype,
figuring out in maternal womb, a grave. The maternal womb is a place
of safety, of growing, of maternal good-heartedness, of birth. The
grave is the place of body’s metamorphosis to spirit and of
resurrection prepared for it, being at the same time, the place where
the being disappears in darkness.?28

There is no salvation possibility in Happy Days, because “the
road” remains well established from the beginning, because the birth

2% Tbidem.

127 Op.cit., p.57

128 See Jean Chevalier, * Alain Gheerbrant, Dictionar de simboluri, volumul 111, (Dictionary
of Symbols, volume III) translators: Daniel Nicolescu, Doina Uricariu, Olga Zaicik,
Laurentiu Zoicas, Irina Bojin, Victor-Dinu Vladulescu, Ileana Cantuniari, Liana Repeteanu,
Agnes Davidovici, Sanda Oprescu, Micaela Slavescu, Editura Artemis, Bucuresti, 1994, p.
320.
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leads nowhere but to death. It is brought on scene the human
experience, generally valid, of ageing and of slow dying. Beckett’s anti-
heroine appears as a representative of human being, subjected to
decaying while waiting for the end. The hypostasis of man buried in
the sand, in loam, in mud, can be decoded also as a metaphor for the
Biblical text: “Dust thou art, and unto dust thou shalt return.” The
hump looks like a constant in Beckettian space. Estragon from
Waiting for Godot also stands “on a little hump of soil”, as author
suggests in his didascaly. An element symbolizing Golgotha, the grave,
weather it looks like a mere hump of soil, or a pyramid, it resembles
the symbol of mountain. About the Egyptian god of the sun, Ra,
considered the father of all Pharaohs, it is said that he self-created
from a hump of soil which had the shape of a pyramid, a model for
him to create the other gods. It is possible that Beckett, whose
characters lost their faith in “gods”, in that much expected “God —
Godot”, would have been brought into his plays this theme, with a
bitter-ironical sense, just to highlight the breaking of bonds of being
and sacredness.

Winnie tries to keep her cheerfulness, despite the signs of
ageing and the fact she can not control her body. She soliloquizes, and
her husband Willie is only the catalyst inciting her to speak. Subjected
to the fear of time passing by towards death, Winnie sends through
her word other messages than by her gestures, illustrated by handling
some daily usual objects, which are shown up from her bag of “hidden
treasures”, where she piled, as it seems, the memory “treasures”. “The
contact of conscience and things, psychical discontinuities, the inner
labyrinth invaded by fears, insinuates into the inner soliloquy,
sustained by pauses and incoherent thinking fluxes,”*29 noticed Romul
Munteanu.

Among the objects handled by Winnie, the mirror is the bearer
of the most complex symbolical significances. The mirror reflects the
sincerity, the content of heart and of conscience. The magic mirror
allows reading the past, present and future, being also “a tool” of
revealing the word of God, as reflection of the creative intellect of
heavenly word. Then as instrument of enlightenment, the mirror is
the symbol of wisdom and knowledge.’3° The repeated gesture of
Winnie analyzing her face in the mirror is an act of enlightenment, we
remark. The mirror, image of the double, shows to the young at heart

129 Romul Munteanu, Farsa tragica (TragicalFarce) , Editura Univers Bucuresti, 1970, p.
283.

130 See Jean Chevalier, * Alain Gheerbrant, op. cit., p. 370
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and conscience Winnie, the image of Winnie that already has took
steps towards death. Looking at herself, Winnie knows her road is
sealed. The “magic” mirror has only a single answer for the human
being: the past, present and future are, certainly, just steps of the
journey unto the nothingness, the nonentity. The anti-heroine, as
essence of humanity, as result of divine creation intelligence, keeps
communicating with these, by sounds. The door-bell, symbol of the
divine power, reminds Winnie that her time comes to an end. But the
door-bell also can be the inner sound of being, the sound that
unleashes the stream of words masking the despair next to the coming
end, the hope related to the Divine Word, her wish for survival.

In our opinion, almost all signs in this text converge to the
same state — the despair over a senseless destiny. A cogent example is
the umbrella that shelters Winnie and inflames every day: “Yes, it
seems like something happened, something appears to be done here,
and actually nothing really happened. The umbrella will be here
again, next to me, on this hump, to help me to carry my day to an end.
I take this little mirror, I break it against a rock — (she does it) — I
throw it away — (she throws it backwards) — tomorrow will be here
again, in my bag, without any scratch, to help me carry my day to an
end. (Pause). No, there is nothing you can do...”3t To get shelter
under an umbrella signifies fleeing from reality; this is why Winnie’s
gestures and objects permanency translate the being’s unease and
inability to decide the destiny by its own, to change something.
Although Winnie hides from reality “under the umbrella’s canopy”
which burns, even she confers with the “magic mirror” of fate, which
breaks, tomorrow everything will impetuously start again. There is no
escape from the imminence of a preordained fact, at the end of the
road is nothing but the nothingness.
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In search for creative individuality

Anca CIOFU °

Abstract: We are living in an age when, craving for
spectacular effects, the public has an increasing desire to see what an
artist can do on the stage all by himself. In such circumstances,
attributes like multilateral capacities, mastery of several talents and
skills, “total actor” cannot be overlooked by anybody who is trained in
becoming such an artist. I think that, in puppetry, the equivalent of
that ideal actor, called by some ,total actor”, is the recital show
puppeteer. It would not be an easy task to try a thorough
classification of this sort of histrionic art as newer and more specific
ways of expression are constantly emerging. This art is hard to define.
And yet, there is one particular trait of all puppeteers: the need to
stand out, to be innovative. Soloist puppeteers use a variety of
means to get to the heart of their audience and to impress them. The
above lines reinforce the idea that the soloist puppeteer aims at being
boundary free in his shows.

Keywords: recital show, puppeteer, total actor.

If drama is essence of life, I think it is not inaccurate to say that
puppetry is essence of drama. The theatre in general, and animation
theatre in particular is ,team” art, an exquisite symphony of several
artists’ creative gifts. This would be the ideal situation: when a
puppeteer performs according to a director’s vision, following a script
written by a playwright especially for his or her performance skills,
with the aid of some visual effects and in a scenery created by a
scenographer, in a sound atmosphere and light effects created by
specialists in the field, all of them gifted and trained to make the best
of the possibilities offered to them by puppeteer art. Apart from these,
there are material, technical conditions and everything else to be
found in an institution of this kind. However, reality as an experience
shows that this is not how things work and in fact they have not
always worked this way. On the contrary.

The recital of one and the same artist, who takes on not only
the role of actor-manipulator, but also that of director, author of the
text or script, designer of the puppets and scenographic environment,

* Assistant Professor PhD. in the Drama Department, “George Enescu” University of Arts,
Tasi.
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sound structure, message (content of ideas to be released) will reach
the public in its original form, without being re-interpreted,
enhanced, or, on the contrary, diminished by the intervention of other
factors (other artists), but only expressed through means
characteristic of other arts, adapted to puppetry.

Thus, the puppeteer becomes an author with full arguments,
a teller of the show, taking the credits but also the risks of this
stance. Cristian Pepino is right when he draws attention upon the
danger that the numerous tasks might overwhelm the interpreter,
who might not have the necessary training or skill for all the tasks
performed?32. In this case, the puppeteer may ask for the help of some
specialists and therefore can only design, at the same time
participating in the process of making the scenographic items
(especially the puppets), may choose the rhythms that suit the
dynamics of the staging (although the cases when the puppeteers do
the soundtrack are not rare), may explain their own idea of the lights
to be used to a light-designer with whose help the most suitable
solutions can be found. I reinforce the puppeteers’ involvement in
making all the necessary arrangements for their own performance
because, to a much greater extent than in drama performances, these
are not just supporting elements for the pupeteers’ play, but means of
getting their message through.

It was no mere chance that puppet manipulators such as
Serghei Obraztov, Yves Joly, Neville Tranter, etc. whose artistic career
was deeply rooted into the visual arts proved a  profound
understanding of the animation theatre and the principles it is based
on. Consequently they became aware of and developed their skills in
this field thus becoming remarkable puppet show directors.

The genuine puppeteer should accurately define his artistic
potential as well as his limits and not choose this domain to show off
certain artistic skills that would give him reasons to pride himself.
What he has to say and the means he chooses to do so are no doubt
important, but there is a series of other factors he should take into
account when presenting his solo performance: the audience's artistic
taste, their imagination, their cultural level. It is not important to
have this or that number of actors in a show; what is basically
important is to unitarily convey the creator's imagination to the
audience in the specific language of animation art.

History tells that many a time the puppeteer would create the
play and also present it himself; at times he would be accompanied by

2 How to Direct a Puppet Show, Bucharest: UN.A.T.C. Press, 2007, p. 41.
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a musician or by a storyteller. And more often than not he was very
successful and reached high levels of virtuosity (such as the dalang in
Ancient India) or managed to convey subversive ideas (such as the
travelling puppeteer in17th-18th century Europe).

Whether they should be from the Eastern Europe where the
puppet theatre has preserved throughout the years the specific
characteristics of the traditional puppet show that was eventually
taken over by professional institutions and was intended mainly for
the young audience, or from the Western Europe where puppetry
gradually intertwined with other forms of theatrical expression
(mainly with acting) and the focus was laid on cabaret shows and
private theatre performances, all the soloist puppeteers seem to long
for the origins of their art, for the street performances of the past
centuries fairs.

It would not be an easy task to try a thorough classification of
this sort of histrionic art as newer and more specific ways of
expression are constantly emerging. This art is hard to define. And
yet, there is one particular trait of all puppeteers: the need to stand
out, to be innovative.

Soloist puppeteers use a variety of means to get to the heart of
their audience and to impress them: they perfect their skills as string
manipulators to such an extent that they look more like jugglers,
while others tend to re-create their forms of expression either by
reducing them to their basics or by using the material the animated
object is made of to the maximum. Others rely on long-forgotten
techniques which they apply in a very modern manner or combine
with means offered by other arts as well as those that find their
creative potential in the puppet-puppeteer relationship, in the
manipulator-animated character connection. And there are many
other examples to be given.

The above lines reinforce the idea that the soloist puppeteer
aims at being boundary free in his shows. Unlike the puppeteer that
works within a professional institution that has a manager, stage
directors, scenographers and fellow-actors, the soloist puppeteer
tends to instill his creation with his own thoughts, beliefs and
personality; his performance is pervaded with his own self.

To certain soloist performers, their art is a means to travel and
approach new worlds with different lifestyles; they get in touch with
other performers belonging to different cultures and genres and as a
result they enrich their personal stage experience. Others follow the
traditional path of puppeteering: for instance Christodoulos Antoniou
Paphios of Nicosia, Cyprus uses the old Karagoz and Hacivat
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manipulating techniques, while still others have family-owned
companies, such as the Ananda Puyk Company of Holland, whose
only members are a man with his wife and daughter.

However, most of them admit that they were more or less
forced to choose their way of performing. Sometimes it was dictated
by the performing technique itself such as in the case of the paper
theatre, which involves only one actor that does the puppet
manipulating and at times also creates his own shadows as well as the
bi-dimensional background. In other cases, their performing style
was imposed by the actual political system, by the lack of a permanent
performing space or an appropriate audience or by some people's
incapacity to acknowledge puppeteering as an art.

Initially, most of the puppeteers resort to solo performances
for a fast startup with an impressive premiere. After a while, some
find particular ways of stage expression, they get to be known and aim
at larger stage productions with more actors. On the contrary, others
mark the end of their artistic career with such bold attempts that
prove their courage to stand out in a way that defines them. Some
never acquire a particular performing style, although they have
impressive soloist performances such as Ruben Orsini from
Argentina, an only member of Marionetas Orsini company, who,
despite taking no puppeteering classes, has proved his capacity of
manipulating various types of puppets in a very expressive manner.

According to Ioan Brancu and certain other theorists in the
field or even to puppeteers, the animation art style would be harder
to define than that of other arts. In an animation show not all artistic
elements are equally important: ,he most important element usually
has the strongest impact on the show and gives it a specific style, yet
there are times when the show has no particular style and it is defined
as «an eclectic show» 133,

A solo puppet show style seems to be easier to define. There are
two aspects to be taken into account in this case: first that the
puppeteer has his own way of presenting the show according to his
feelings and thinking, to his inner structure (rational or intuitive), his
cultural level and artistic skills. Second, that the style of the show is
given by the creator's attitude towards the written text, the characters
and themes. The performance has to arise from a unitary, converging
attitude that imposes the choice of an adequate type of puppet to be
used as well as a particular scenography, music, interpretation and
animation technique. Any performance that is the result of more than

133 Movement and Artistic Expression in Animation Shows, Bucharest, UN.A.T.C. Press,
2005, p. 167.
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one artistic individuality undeniably relies more on scenography,
directing, manipulating techniques rather than on a specific style. In
most cases in a solo performance it is the puppeteer's style that
pervades the whole performance in all its "articulations".

When it comes to the puppeteer sharing a creed with his
audience we speak about a kind of theatre that is of a religious or
political nature characterized by dominantly poetical even pathetical
notes at times. A remarkable example is that of the dalang whose
gestures seem to come from a magical world. His art that is deeply
rooted into the ancient Hindu epic is full of mystery and based on the
dainty shadow theatre techniques.

It is a known fact the theatrical genres intertwine so that even
in performances such as the one mentioned above old Hindu
theatrical rituals were interspersed with comic references to daily
facts. When the solo performer casts a critical, parodical or even
malicious eye on the human society the dominant style of his
performance is undoubtedly a comical one. Playful, satirical,
parodical. An eloquent example is that of the travelling puppeteer of
16th-19th century Europe whose acting relied mostly on quick
movements and on rough background and manipulating details. His
almost rudimentary techniques offered him the possibility of a
simultaneous manipulation of the figures and a quick replacement of
a hand puppet with another.

If the solo performer favors a particular manipulating
technique he will no doubt choose those specific themes he can best
support by using it on stage. Let's take the example of Laura Kibel
whose difficult movements resulting from her remarkable skills are
presented in simple stories in which her puppets appear before the
eyes of the audience '"in flesh and blood". Her remarkable
performance Va’ dove ti porta il piede/Into your steps can take place
anywhere she can be provided with a chair. The artist comes on stage
barefoot carrying her suitcase with a couple of stage elements, with
pieces of clothing for her puppets-to-be and elements for their faces.
Then she breathes life into each of her characters. Her foot becomes
one of them, with eyes and nose, she then dresses her leg in
appropriate clothes and her own arms become the puppet's arms.
After finishing his part, the character generates another whose head is
the artist's other foot while one of her arms is "transferred" to this
second puppet. Laura Kibel is capable of manipulating two or three
puppets at a time such as an Angel, a Demon and Santa Claus or the
Bullfighter and the Bull or the Girl, the Flower and the Boy.

Occasionally a solo performance may rely on invented
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techniques if required by the story it is based on. Mark Pitman a solo
performer himself uses in his Magnificent Flying Machine a number
of puppets that he constructed in his own way from ordinary objects.
Professor Bix Horn who dreams of building a flying machine is a table
puppet whose body is made up of a pilot's coat, his eyes are a pair of
diving glasses, his nose - a trumpet. The bird that acts as his
inspiration source is a made up of a musical instrument.

An important aspect of a solo performance is its
addressability to the audience not only in terms of the puppets used
by the actor but also in terms of the message it conveys. Originally the
animation theatre was mostly aimed at the grown ups, a tradition that
is still preserved in many solo performances although in Romania
most such shows are dedicated to children. Among the solo
puppeteers there is a certain category that stage their shows in such a
was as to address both children and adults but most of them have in
mind a specific age group when performing.

We are living in an age when, craving for spectacular effects,
the public has an increasing desire to see what an artist can do on the
stage all by himself. In such circumstances, attributes like multilateral
capacities, mastery of several talents and skills, “total actor” cannot be
overlooked by anybody who is trained in becoming such an artist. I
think that, in puppetry, the equivalent of that ideal actor, called by
some “total actor,” is the recital show puppeteer. In his “land”
anything is possible if it is well argued, simple things acquire depths
and dream-like beauty, there is no director whose plan to stick to, nor
are there techniques forced upon him, his flight of imagination, his
will to achieve and joy to play are not limited by anybody or anything.
Or is it an illusion?...Reflecting not only the skills of the manipulating
interpreter, but also his culture, insight, capacity of adapting to the
various means of expression under the aegis of a seducing vision, the
recital becomes a space of complete freedom, a “wonderland,” a
dream land, doing justice to the puppeteer’s creative complexity.

Returning to the theatre school topic, I would like to make a
suggestion. As the number of graduate puppeteers is increasing each
year and the possibilities of getting a job in this domain are
decreasing, I believe it would be very appropriate to encourage the
students into developing solo or team performances of their own. The
Academy of Arts of Iasi offers its students the possibility to do so
through specific curricula. Moreover, unlike most other artists, the
future solo puppeteer does not rely on intricate stage elements nor on
big stages or other fellow actors or complicated systems of lighting. He
only needs his handful of wooden little people that never get tired nor
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get old or disobey him, a screen or not even that, a real or imaginary
space that he will always manage to bring to life through his
imagination.
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Correspondence between Text and Music in the
Opera Don Giovanni by Mozart

Irina DABIJA®

Abstract: The lyrical opera "Don Giovanni" by Mozart and
libretto by Lorenzo Da Ponte is one of the most well-known and
popular lyrical operas in the history of music. Mozart's genius is
evident in the way it manages to shape the characters of opera
through his music. One of the striking examples is Donna Elvira, a
character peculiar to those times, to which Mozart manages to give a
colourful and subtle coloratura, shading its explicitness conferred by
the libretto. This is a clear example of how music enriches, nuances,
empowers or sublimes the traits conferred by a written text.

Key words: opera, Don Giovanni, Mozart

The history of the lyrical opera "Don Giovanni-oppure punito
Dissoluto it" began in January 1787 when the success the opera “Le
Nozze di Figaro” had in Prague at the National theater determined the
theatre managers to ask Mozart to compose a new opera. Back in
Vienna, he certainly discussed with Lorenzo Da Ponte. Unfortunately,
not much is known about the collaboration between the two, as none
of them left something written down on their relationship. Lorenzo
Da Ponte, said in his Memoirs that he was the one who proposed the
topic to Mozart, and he accepted.

Mozart knew well Moliere's comedies that had been given to
him in Paris in 1778 by his friend Weber, and it is known that he was
attracted and, even in love, with all the possibilities offered by the
Carnival and by the disguise by means of a mask. Knowing all this we
can understand why Mozart agreed to compose the opera.

The premiere scheduled for October 14t, with the occasion of
the visit to Prague of Archduchess Maria Theresa, the future wife of
Prince Anthony Clement of Saxony, held two weeks later because
Mozart did not finish the work on time. Many are those who say that
the overture music was written the night before the premiere, and the
musicians have interpreted it at first sight, without any previous
rehearsal.

* Professor at the Palace of Children, Iasi, Associate Professor at the Faculty of Economics
and Business Administration within the ALL.Cuza University of Iasi, PhD in Philology
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Il Dissoluto punito a sia Il Don Giovanni - dramma giocoso in
due atti premiered on October 29, 1787 in Prague. Opera was a huge
success, as demonstrated by the reviews of the time.

In Vienna, however, the work was first performed on May 7,
1788, at Burgtheater and Lorenzo Da Ponte wrote in his Memoirs that
the first night the opera was not well received, and it continued as the
Viennese public did not like it with all the finishing touches done.
However, this failure turned slowly into a success. There are no
documents to confirm this change, only the articles that show the
opposite.

Nowadays, Mozart's Don Giovanni is one of the most famous,
popular, watched and studied works which belongs to the list of
masterpieces of universal music.

Lyrical opera, born in Italy, began to suffer some
transformations in the first decades of the eighteenth century,
witnessing a decline in the great success that the Italian opera seria
had, being gradually replaced by the reformed opera seria based on
instrument changes introduced by Gluck and on opera buffa, more in
fashion starting from 1750 - 1760. Opera seria, with its rigorous
splitting between recitative (dry or accompanied) and arias, with its
librettos on noble and heroic topics, was the expression of the link
with Baroque, while opera buffa or semi-seria opera were intended to
give voice to the new and changes in sensitivity and taste appeared
both in the thinking of composers and the public of the XVIII-th
century.

Both opera seria and opera buffa had librettos based on that
schema, seemingly simple, in fact, extremely ingenious, created by
Metastasio, who gave great importance to music without neglecting
poetry. Each really important scene was made of two distinct parts:
the dramatic action itself (and in the future, the comic action) and the
lyrical expression of the scene. The musician had to solve the issue of
dramatic action using the recitative, but the singer forgot then that he
was a dramatic character and expressed his own emotions, while the
composer took advantage of the situation to write an aria. As many
times the topics of operas and their action were well-known, the
public hardly waited to hear arias as only these were different fro one
creation to another, the only musical and poetical new parts in each
opera. In the eighteenth century and later, the areas had been the
most important part of musical dramas. The opera, thus, becomes an
alternation of action and breathing, and if the recitative is the most
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important part of the libretto, the aria is the most valuable part of the
score. This was a compromise which allowed, within the established
limits of the convention, the free development both of poetry and
music, managing to satisfy at the same time the desire of fame of the
singers, of the so-called virtuosi.

Regarding opera buffa, different histories of music believe that
it originates in the Intermezzi from Napoli being heavily influenced by
Commedia dell’Arte. First, Intermezzi had a lot in common with the
improvised theatre (Improvisa), starting more with types, masks
rather than human characters as such, and ending with repeating
situations and topics, as well as a well-developed action and dialogue
based mostly on dialect which gives it a realist popular tone.

If opera buffa in the first decades of the eighteenth century
seems to suffer from an inferiority complex against opera seria, this
was a benefit because it was not linked to the latter and it did not have
to stick to the rigid conventions the opera seria had to respect. The
virtuosi did not want to sing in opera buffa, so that new interpreters
appeared. For the first time, women were distributed to play women
characters, which were accompanied and contradicted by bass and
baritone voices, which were assigned to roles of lower social classes.
Opera buffa created a new style, more alive, more flexible, fluent; the
buff recitative was faster, more joyous, sometimes presenting a fairly
rapid movement; most often with popular characters, having simple,
fresh tones. The orchestra, which imitated by means of instruments
human movements that betrayed the emotions of characters,
competed with characters and became gradually a close collaborator
of the accompaniment

Virtuoso, who could not do anything but sing opera buffa, was
replaced by a singer, who could also recite, and move on stage, dance,
express actions and feelings through pantomime.

It is interesting to note that if the libretto of buffs has a
predominantly comic character, the music preserves its comic
character only in the recitative or in some parts of a whole, and in the
composition of the arias, the musician of the eighteenth century feels
more a composer and is, therefore, serious. Buff elements blend with
serious elements; music and libretto model each other and slip into
sentimentalism. These new features were perfect for playing a mixture
of eroticism, supernatural, comic and action present in the Don Juan
theme.

227



THEATRICAL COLLOQUIA

W.A. Mozart never used the term dramma giocoso. The
manuscript does not have the subtitle, but on the 28 October 1787, he
wrote on a thematic catalogue Il dissoluto punito o il Don Giovanni;
the buff opera. Thus, it is unfair to talk about dramma giocoso by
Mozart or suggest that Lorenzo Da Ponte and W.A.Mozart could have
described the opera in these terms. The importance of the two terms,
irrespective of their exact meaning (dramma — drama, giocoso —
funny, playful; dramma giocoso — buff opera) has been many times
overstated.

In those times, composers did not have much choice from
which to choose, as it happened with libretto writers. There were only
opera seria and buffa. Mozart could not define its composition as
opera seria, as the simultaneous action, the introduction of the low
class characters and the abundance of the comic scenes did not allow
the use of such a name. Moreover, the distribution of the buff opera
could also have contained a serious character, such as Don Ottavio,
along with buff characters and the presence of comic scenes with a
strong impact on the audience was common practice. All these
elements explain why Mozart did not hesitate to define his creation as
opera buffa.

Lorenzo Da Ponte, though, had where to choose from. Any
Italian librettist of the late eighteenth century could use a wide
variety of typological indications: dramma (drama), dramma per
musica (opera, musical drama), dramma serio (serious drama),
dramma tragico-comico or tragicomico (tragic-comic or tragicomic
drama), commedia per musica (musical comedy) - term often used
when the libretto was based on a drama, a spoken comedy - dramma
comico (comic drama), dramma giocoso (buff drama), buff dramma
(buff drama) and other more. It is interesting to note that Da Ponte
did not choose a subtitle of tragicomic dramma tragico-comico as he
did for Axur on the music of Salieri.

Regarding the title: The Rake Punished is not an innovation of
L. Da Ponte. The title was chosen, before him, by the anonymous
librettist of Vincenzo Righini’s opera Il convitato di pietra ossia il
Dissoluto , a tragicomic drama (Il convitato di pietra ossia il
Dissoluto), whose first show was held in Prague in 1776.

The same is observed also with the neutral term dramma per
musica, the subtitle to the libretto by Giovanni Bertati for Don
Giovanni ossia il Convitato di pietra, a one-act opera on music by
Giuseppe Gazzaniga, a libretto whose text was used by L. Da Ponte as
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a major source of inspiration. There is no doubt that the explanatory
title of dramma giocoso was chosen deliberately by Da Ponte.

It should be also pointed out that the term dramma giocoso
does not include anything ambiguous, paradoxical or mysterious.
Unlike the French word drama, the Italian word dramma has a
neutral meaning. It does not contain the slightest connotation of
tragedy or any other particular type of dramatic opera. @ Drama
means "stage action, developed by means of words", and the adjective
giocoso only states that it is a cheerful, fun action.

Thus, summarizing, the terms dramma and opera indicate a
dramatic action, expressed in words and music, respectively. The
adjectives giocoso and buffo tell us that the action is predominantly
funny. In Mozart time, dramma giocoso and opera buffa had a broad
sense. The titles in themselves do not help us in interpreting the opera
Don Giovanni. The only thing we are sure of is that this composition
is neither a tragedy or semi-tragedy.

Joseph Kerman cites Edward Cone in his book Opera as
Drama, who stated that the main principle of a musical opera is that
each main motivation should be translated into musical terms. It is
not enough to talk about it, recite it, it should be felt also in music. A
musical drama could not be understood just by reading the libretto.
We can discover in any opera musical and verbal messages which
support or contradict each other, but we should always view music as
a guide for understanding how the composer sees the text.

The purpose of dramatic poetry is to give to musical drama a
certain type of meaning which greatly enriches it, especially from a
dramatic point of view.

An important element of musical drama is the response of
characters to elements of action. From this perspective, poetry can do
more than expressing action in prose or putting chatacters in certain
physical and psychological relationships. The importance of these
relationships, as well as of the events depends on the quality of verse.
We can conclude that the dramatic form is performed by poetry
together with the structure of the intrigue.

A poetic fragment (corresponding to arias) does not interrupt
the action and is not considered inappropriate for a character, but, to
the contrary, can, sometimes, determine, influence the course of
drama through the quality of sensations revealed. In these cases, we
can consider dramatic poetry as a vital element of action.
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With all the flexibility and transparency of poetry, even its most
passionate expression (declamation), it is situated on an emotional
level that music manages to overcome easily. Music can be simple and
immediate in presenting emotional conditions and tones. Music is
also Music is also a natural means for expressing different types of
atmosphere and feelings, being also used for this purpose in the
spoken theatre.

In terms of form, music is sharp and powerful: reversals,
cadences, transitions, inter-relationships and modulations are
mechanisms it can master with great craftsmanship. In musical
drama, the imaginative function of music and poetry is the same.
Each has the ultimate responsibility for the success of the drama,
because it is the competence of both to define the reaction of
character to events and situations. As poetry, music can also reveal
the ‘quality of action’ and can determine the dramatic form. Opera is
not just a simple concert with characters dressed in costumes, or a
drama, whose peaks and whose general tone was highlighted by
music, but an art form with its own coherence, with its own expressive
intensity and scope. Opera is a type of drama whose entire existence is
determined from the beginning to the end by musical expression.

According to the classical solution of the eighteenth century,
music portrays "feelings". Twentieth century tends rather to
distinguish in music certain types of "meanings", which, by their very
nature can not be defined by means of words, but they are precious
and unique springing from and depending on the human experience.

W.A.Mozart is the first who manages to describe the musical
drama characters by means of music, succeeds also to define them
psychologically. Even without forcing the action in an aria, Mozart
manages to obtain a psychological subtlety of characters due to the
ability of his musical style to embrace, model and harmonize the acute
contrasts.

According to the canons of the eighteenth century, the opera
Don Giovanni is really extraordinary. Time and action are
maintained throughout the two acts, even if the action is not always of
the same intensity.

Another peculiar feature is the obscurity in opera: most scenes
take place in open spaces, in the evening and at night. Even from this
perspective, Don Giovanni is a special case among the operas of its
century.
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Along with these qualities or special features of the libretto, it
has many drawbacks. Thus, episodes lack coherence, fluency and
visual clarity, which raise problems to composer. Such a libretto
requires music able to strengthen dramatic coherence and unity.

A careful examination of the score shows which instruments
should be used to get the dramatic unity of scenes lacking connection.

Musical individuality of characters, keeping the musical
physiognomy of each character, not just during arias but even in
group scenes is one of the means used by Mozart in all his works.
Thus, for example, difference in character of Donna Anna and Donna
Elvira is strictly observed in the treatment of the melody of these
roles. Donna Anna, who is a young lady tied to conventions, she
expresses her feelings with respect, elegant melodic moves, even in
moments of powerful emotions. Instead, Donna Elvira permanently
emphasizes her non-conformist attitude with nervous rhythms and
original melodic rhythms. When she sometimes seems to borrow the
graceful formula from the daughter of the Commander, the
resemblance is only superficial, her true character being betrayed by
the irregular context in which it is grounded.

In terms of music, out of all characters only Don Giovanni
seems to be the least homogenous. If we compare his melodic
language in different episodes (Introduction — n.1, the two meetings
with Zerlina — n.7 and n.13, the duet with Leporello — n. 14, the
balcony scene— n.15, the one in which he defeats the peasants— n.17,
the banquet scene interrupted by Elvira — n.24), we observe that we
encounter difficulties in distinguishing the character. Undoubtedly,
though, this was also Mozart’s purpose. Don Giovanni lacks the
homogeneity of others, exactly because he adapts easily to any
situation. This flexibility helps him in obtaining what he wants, and
achieve the purposes he sets for himself. In each scene he changes
depending on the situation, so as to become able to manipulate
efficiently people from different social classes. With Zerlina, he uses a
different melodic language in comparison with that which he uses
when he addresses Donna Elvira; Masetto and his friends are treated
differently musically than Leporello. He sometimes changes during
the same scene, as in the quartet from act 1. Sometimes he changes
even within the same scene, as in the quartet of the act I. A coherent
Don Giovanni would not manage to dominate his enemies, to amaze,
surprise them and at the same time to convince us, the public.
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Frits Noske believes that among the enemies of Don Giovanni,
the figure of Donna Elvira is the most interesting. In the next century
Donna Anna will become the main opponent of Don Giovanni, in the
opera of Da Ponte-Mozart, not being but a character caught in social
rigor. Is it possible that by the end of 1700, people will not have
known how to behave with Donna Elvira, which was, certainly, an
extremely extravagant “lady” for those times. She is the only character
able to understand Don Giovanni, what we think is really happening
as she behaves like him, disregarding the social rules and conventions.
It is known that in Moliere, she ran from the monastery. In Da Ponte,
this is vaguely mentioned. The same as the man she loves, Donna
Elvira could have been repudiated by society, for totally different
reasons than those against Don Giovanni.

Donna Elvira appears in three triplets and in each of them she
sings along with Don Giovanni and Leporello.

The first triplet does not appear as such, but as an aria, as it
presents her monologue, heard stealthily and commented by Don
Giovanni and Leporello. Neither those two or the public know her real
story. Donna Elvira sings in the style of opera seria, complaining
about the betrayal of her lover and with original melodic jumps,
unexpected breaks and exaggerated accents gives the impression of
almost a hysteria. She is presented as a ridiculous person and the
effect is strengthened by a detail which could not have gone unnoticed
in the time of Mozart. Donna Elvira enters dressed in travel dress. The
discrepancy between this humble travel dress and the style of opera
seria, in which she sings, definitely produces a hilarious effect for the
public. Today’s audience would not see any reason to consider the
entrance into the scene of as ridiculous as the majority of us already
know the intrigue of the opera and we already have in mind the
character, and then only few know the details and conventions
imposed by opera seria in contrast with opera buffa.

The next scene in which the three characters appear is the
famous « balcony triplet” at the beginning of Act II. Up to now, we
had time to get to know better Donna Elvira. Now, she does not seem
to be ridiculous and we know that she is the only character who shows
courage and good soul. But even now, she is presented in a comic
scene, but this is a bitter comic. If in act I she herself is ridiculous,
now the situation she is in is ridiculous. The scene can be divided in
three parts. In the first part, Donna Elvira expresses her internal
turmoil of the two contradictory feelings that dominate her: hate and
love for Don Giovanni. In the second part, he is he talks to her,
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showing once again his high adaptability. With a fascinating melody,
he shows her that he is repenting and, at the same time, that he loves
her (both feelings are simulated), succeeding to regain her. The
audience knows that Donna Elvira hears Don Giovanni’s voice, but
the man in front of her is Leporello, dressed in his master’s mantle.
This, certainly, generates a comic effect. The scene is also deeply
emotional as we can easily foresee the defeat and the painful farce
played by Donna Elvira. In the last part, the words of Donna Elvira
still express disbelief and uncertainty, but the music of Mozart
convinces us that she has already forgiven him. Some critics believe
that Da Ponte gives voice to Donnei Elvira’s reasoning, and Mozart to
her heart.

At the end of act II, the three characters meet again, but in a
different situation: Don Giovanni, sits at the table served by Leporello
while the musicians sing fragments from popular operas (including
Figaro by Mozart). All over sudden appears Donna Elvira, who enters
hastily in the room and gives to Don Giovanni the last proof of her
love, and maybe the biggest one: tells him that she will leave him if he
will repent saving, thus, his soul. Don Giovanni treats her with irony
and then she answers in an improper language for a lady of her social
class:

»Restati, barbaro Ramai cu bine atunci,
nel lezzo immondo, in murdaria crasa,
esempio orribile exemplu oribil
d’iniquita!” de josnicie!

Donna Anna would not have used such words no matter how
big her emotion might have been. Donna Elvira, though, proves that
she has a more volcanic temper and she cannot control herself, she
foes not manage to use the tone specific to her social class.

Besides Don Giovanni, Donna Elvira is the only rich and
modern character of the opera. Only she manages to overcome the
barriers of the time and transform herself in an authentic hero.

In conclusion, we believe that Lorenzo Da Ponte’s libretto
shows many times that it was written hastily. Even if it is successful in
some details and offers new solutions to the score, it does not offer the
unity that the librettos of Nozze di Figaro and Cosi fan tutte have.
Even Mozart, with all his efforts, did not succeed to repair all the
inconherences of the text, managing, though, to compensate the
shortcomings of Da Ponte’s libretto.
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From the examination and identification of musical structures
specific to opera, we observe how close Mozart got to the intrigue and
dramatic technique. Thus, we note that to each character of opera
corresponds a proper musical profile, which helps us to identify it
when it appears on stage. Don Giovanni is an exception, who lacks his
own melodic characterization, just to emphasize his power to pretend,
to adapt to each character with whom he interacts, managing, thus, to
change continuously, surprising his enemies and taking advantage of
their astonishment and naivety, he manages to obtain everything he
wants.

Lack of coherence of the libretto is compensated by Mozart by
taking over in arias the melody, which seems to identify with the
motive present in the end of “dry recitatives” that precedes them.

The immense talent of Mozart as well as his concern with a
higher closeness between text and music results from the way in
which the melodic motive is used, sometimes to prepare the public for
what is going to happen, and other times to describe a character (Don
Giovanni).

These are some musical structures specific to the opera Don
Giovanni, which give us a clearer image on the close link between the
libretto and the score, on the subtle intelligence and big talent of
Mozart, qualities without which he would not have succeeded in
creating such a masterpiece, which amazed and also delighted both
his contemporaries and future generations.

Opera Don Giovanni is also a new genre in musical theater,
being considered the first musical psychological drama as the accent
is placed less on the development of the dramatic action and more on
the psychological delineation of characters, especially on their musical
description.
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Family Values in Crisis — Arthur Miller’s
Perspective

Elena CIORTESCU °

Abstract: In 1991, Miller wrote two plays which dealt with
what appeared to be an issue related to the private sphere of the
individual. However, not only that The Ride down Mt. Morgan as well
as The Last Yankee turned out to be more than two plays based on
private failure but they managed to survive time and stir emotion in
the audience even today, more than twenty years later, due to the
powerful issues they stage. Family rupture is an issue today as much
as in the 1990s; its deepest causes are to be found at the socio-
economic level to the same extent as its consequences determine the
structure of our society. The topic had haunted Miller for most of his
career and formed the focus of some of his most famous plays: All My
Sons (1947), Death of a Salesman (1949), The Price (1967), The
American Clock (1980). Arthur Miller’s work has proven timeless and
this is also due to the topics he addressed in his 1991 plays — The Ride
down Mt. Morgan and The Last Yankee.

Keywords: family, society, betrayal, depression

Introduction

Miller always believed in a balance between society and
individual for the extent to which society can intervene in people’s
universe should be equal to the extent people can freely express
themselves without causing any damage to the others. For these
reasons, the socio-political context proves paramount to Miller’s
work. Among others, Ronald Reagan’s presidency (1981-1989) was
not without consequence on the playwright’s work. The Ride down
Mt. Morgan has as a central character a Reagan years’ man: Lyman
Felt. He is the incarnation of the harsh competition, lack of
responsibility, fully-entitled individualism of the period. To him, as to
a whole generation, traditional values are annulled in favour of
personal fulfilment even though that may mean leading two lives,
having two wives, two families. Paradoxically, betrayal has become
the only honest thing a man can do to be true to himself. The chaos

* Teaching Assistant, PhD, Faculty of Economics and Business Administration, “Alexandru
Ioan Cuza” University, lasi
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generated by the socio-economic and political climate of the 1980s
had serious consequences on individual integrity.

The Last Yankee comes to balance Lyman Felt’s approach to
life although Miller uses a hardly optimistic tone to describe the state
of the society as he perceived it at the beginning of the 1990s. While in
Ride Miller adopted an almost apocalyptic tone as far as the state of
the family was concerned, in Yankee he seeks balance by portraying
what is left of the traditional values and suggesting, although rather
timidly, that there is hope for recovery.

The fact that the action is set in a mental hospital tells a lot
about the critical state of the spirit. The last Yankee that the title
refers to is Leroy Hamilton, a descendant of Alexander Hamilton, who
has his wife institutionalized due to the bitter depression she suffers
from. Her illness is primarily caused by her husband’s inability to
adapt to the money-making society they live in. Patricia has been
assimilated by the competition-driven society and the reason for her
mental breakdown is her refusal to accept that her husband is not a
competitive person. The counterbalance is offered by Karen, Patricia’s
roommate, who is depressed due to her husband’s lack of love:
focused on how to get richer and richer, John Frick has forgotten how
to love.

The Ride down Mt. Morgan

In a 1995 interview with Christopher Bigsby, when asked
whether Ride was a play about the eighties, more precisely about a
society which no longer based itself on the sacred value of individual
responsibility but rather on harsh competition, irrespective of moral
principles, Miller answered that it “is a play about relativistic values.
If I feel it, I ought to be able to do it. If I like two people at the same
time, I have a right to betray both of them at the same time. (...) It was
an attempt to examine the morality of a man who has tremendous
passion for two families. He tries not to betray either but he betrays
both of them™34. Lyman’s confusion over true values determines his
chaotic existence due to his firm belief he can have everything, being
unaware that, in life, making choices is compulsory. It is this
particular characteristic which convinced most critics that Lyman Felt
is, above all, a representative individual of the Reagan years in
America, when family was no longer regarded as the pillar of society
and individuality, once among the essential American values, took the

13 Bigsby, Christopher, Remembering Arthur Miller, London, Methuen, 2005, pp. 295-6
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form of radical individualism driven by rapacious competition and
greed.

Therefore, The Ride Down Mt. Morgan has been widely
associated with the political and economic context in which it was
created. The fact that, during the eighties, America had been under
Ronald Reagan’s administration has definitely contributed to the
creation of Ride. When he took the Office in 1980, Ronald Reagan was
a former actor and the son of a shoe salesman. One of the critics who
best illustrated the Lyman - Reagan parallel was Susan Abbotson who
developed John Shockley’s assumption that Willy Loman - the leading
character in Miller’s well-known Death of a Salesman - was the
“Reagan prototype” (Reagan was the son of a salesman and therefore,
he was quite familiar with Willy Loman’s world), and goes even
further and includes Lyman Felt in Shockley’s “salesmen” gallery.
Reagan had taken the office as a consequence of his campaign, where
he combined “a conservative platform with an optimistic and genial
celebration of traditional American values™s35. Abbotson argues that
while the protagonist in Salesman only dreamed of being what
Reagan became - popular, successful and handsome - Lyman Felt
nevertheless enjoys all these attributes. She therefore concludes that
the play “is an evocation of life in America in the eighties, under the
duplicitous and often contradictory leadership of a former movie star”
(Ronald Reagan had been an actor) and it can be read “as a document
of the moral narcissism of the Reagan years”13¢,

Lyman Felt is a successful businessman in his fifties who is in
hospital as a consequence of a car accident. We learn that he has two
families and has been leading a double life for almost a decade: he
married his second wife, Leah, the year Reagan was elected but never
divorced Theodora, his first wife. Throughout the play, Lyman’s
drama unfolds: his father’s figure has deeply influenced him — he has
both inspired and intimidated him all his life and now, even after his
death, it still haunts him. Father used to criticize and restrict Lyman
from everything, warning him to “Stay off the roof with those
American girls! All whores, these American girls! Very bad for
business!”37. He often threatened him he would never manage to
become a true, successful American. By the end of the play, we

135 Encyclopaedia Britannica, vol. 9, London, Encyclopaedia Britannica, Inc., 2009, p. 972
13 Abbotson, Susan C.W., From Loman to Lyman: The Salesman Forty Years On, in The
Critical Response to Arthur Miller, edited by Centola and Cirulli, Westport, Conn., Praeger
Publishers, 2006, pp. 441-9.

137 Miller, Arthur, The Ride Down Mount Morgan, New York, Penguin Books, 1991, p. 74
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become aware that Lyman’s success in business and failure with
women come as a consequence of the failed relationship with his
father. As Centola shows in Impulse of Betrayal, Lyman has
developed chauvinistic attitudes towards women in general and not
only towards Theo as Leah is desperately trying to imply: “It’s no
business of mine but your hatred for that woman is monumental. I
mean it’s ...it’s oceanic”38,

Lyman first married Theodora, a representative of the WASP
(White Anglo-Saxon Protestant) principles and then he married the
Jewish Leah, in response to his sexual instincts. Himself the son of an
Albanian and a Jew, Lyman seeks to achieve the ideal combination
between Theo — the judgmental type who would play exclusively by
the rules - and Leah — the Jewish girl who uses her passion and
sexuality to break those rules, and struggles to understand the source
of all his trouble: “Lyman’s the judge’s name in Wooster, Mass., who
gave my father his citizenship. Felt is short for Feltman, my mother’s
name because my father’s was unpronounceable and they wanted a
successful American for a son.”39 Lyman further acknowledges that it
was his mother’s descent that caused him all the trouble: “In the
Jewish heart there is a lawyer and a judge, in the Albanian a bandit
defying the government with a knife”40. He struggles to convince
himself and the people around him that there is nothing wrong with
leading a double life, with having two wives and consequently, two
families. He seeks to deny by all means that he has done anything
wrong and the best argument he can think of is his authenticity as a
human being: “(...) A loser has lived somebody else’s life; I've lived my
own; crappy as it may seem, it’s mine. And I'm no worse than anybody
else!”41, Moreover, he concludes that all he really violated was “the
law of hypocrisy”. His promise to life is to never sacrifice to the things
he doesn’t believe in and monogamy is definitely one of them.

The two women are more complex than they initially appear to
be: while Theo is a practical, inflexible woman in the beginning, we
soon see her turning into a manipulator whose honesty becomes
questionable. Moreover, by the end of the play she shows willingness
to compromise and accept her husband’s duplicity. Lyman best
describes Theodora: “(...) the duplicate sculpture of your noble eye,
your girlish faith in me and your disillusion; your idealism and your
unadmitted greed for health; the awkward tenderness of your wooden

B8 Idem, p. 114
19 Tbidem, p. 51
1% Ibidem, p. 52
! Tbidem, p. 80
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fingers, your incurably Protestant cooking; your savoir-faire and your
sexual inexperience; your sensible shoes and devoted motherhood,
your intolerant former radicalism and stalwart love of country now —
your Theodorism!”142

On the other hand, Leah, 24 years younger than Lyman is a
modern, independent woman; she is accustomed to lies (a fact also
suggested by the phonetics of her name) for she has already
manipulated Lyman into marrying her. Her immediate reaction to the
news that she is married to a bigamist is to sue and to make sure that
she gets her share of money. It was the sexual impulse she had in
common with Lyman that made her marry him. Leah best
summarizes Lyman’s inner drives when she says that: “(...) it’s that he
wants so much; like a kid at the fair; a jelly apple here, a cotton candy
there, and then a ride on a loop-the-loop (...) and sometimes it almost
seemed as though he’d lived once before, another life that was
completely deprived, and this time around he mustn’t miss a single
thing™43. Lyman could be seen as the quintessential image of the
tension present in each and every one of us: between “right/wrong,
clean/ dirty, good/evil, proper/ perverse’44. His attitudes clearly
denote this pattern for while with Theo he never hunts and is afraid of
speed, he flies planes, often goes hunting and drives fast cars in Leah’s
company. He wants to live his life to the full but realizes he needs two
versions of reality to do so.

Critics have long discussed the fact that Ride was clearly
written in response to the chaotic atmosphere which dominated the
American eighties. As Abbotson supports in A Critical Companion to
Arthur Miller, Lyman’s bigamy is a reflection of the absurdity of an
over-commercialized culture, dominated by conflict and betrayal,
where both individual and society are under threat of annihilation.
Despite his father’s criticism and doubts, Lyman has managed to fulfil
his American dream and becomes what Willy Loman (Death of a
Salesman) only dreamed to. Miller best summarizes Lyman: “This
character is terrible, he is ghastly, but he does create, for example, a
very socially responsible corporation. He works himself up from
nothing to being chief executive of an immense insurance company,
which has very progressive, liberal policies towards minorities. (...) He
has also got an immense appetite for life, for women, for everything.
So he is a kind of Faustian character and, like our civilization, he is

"2 Ibidem, p. 47
'3 Ibidem, p. 38
144 Abbotson, Susan C.W., op. cit., p. 445
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capable of enormous construction and deconstruction”45. Therefore,
Lyman’s integrity lies in his refusal to repress his instincts, a fact
which turned him into a typical figure of the eighties when Miller had
“a sense that self-interest and self-concern had triumphed over social
responsibility”46,

Using as a point of departure the belief that there is a deep
connection between social concerns and individual psychological
issues, Miller creates a drama able to convey the conflict between the
Self and the Other. The conflict is nevertheless natural but the
dramatic consequences can be ameliorated if choices are governed by
individual commitment to and full responsibility towards society.
When commitment to social responsibility is denied, a drama similar
to that of Lyman Felt is very likely to occur. Lyman deludes himself
into thinking that he is true to himself and he has done nothing wrong
for both women and families took advantage of his financial security:
in his opinion, by marrying both, he acted responsibly, not only to
himself but also to society. Therefore, he convinces himself that his
bigamy is part of his commitment to live an authentic life and it is
beyond him to realize that he might hurt others. Lyman’s life is
focused on breaking basic social rules; as Steven Centola argues:
“when Lyman violates one of society’s sacrosanct codes by having two
wives simultaneously, he not only defies society’s right to determine
the codes by which an individual lives, but also calls into question the
legitimacy of any claim conventionally held by society to define one’s
personal reality.”147

By refusing to adapt his instinctual drives to the rules of
society, by constantly deluding himself into thinking that the best
solution to inner calls is leading a bigamist existence, Lyman Felt
finds himself incapable to cope with the most important challenge in
life: that of keeping his own identity. Perhaps bigamy was hardly a
common phenomenon in the American eighties but the urge to
respond to one’s own inner drives and ambitions, regardless of any
type of social responsibility or commitment was definitely the general
trend at the time, a fact upon which Miller tried to draw attention by
bringing to stage the story of Lyman Felt.

45 Bigsby, Christopher, The Cambridge Companion to Arthur Miller, ~Cambridge,
Cambridge University Press, 1997, p. 172

146 Idem, p. 171, 168

147 Centola, Steven, “How to Contain the Impulse of Betrayal: A Sartrean Reading of The
Ride Down Mount Morgan” in The Critical Response to Arthur Miller, edited by Centola
and Cirulli, 334-43, Westport, Conn., Praeger Publishers, 2006, p. 339
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The Last Yankee

In January 1993, Melanie Kirkpatrick wrote in The Wall Street
Journal that she considered The Last Yankee a play dedicated to
traditional family values and also to Protestant virtues of modesty,
sacrifice, perseverance and hard work. According to her, the primary
aim of the play was to deliver a clear message that the values
represented by Leroy Hamilton deserved to be respected and
cherished. Obviously, marriage is no longer the sacred, invulnerable
institution it used to be. Miller therefore investigated both in The Ride
and The Last Yankee the “guilt of abandonment and divorce, the
comic agony of desire and the timeless tragedy of betrayal. (...) Both
The Ride Down Mt. Morgan and The Last Yankee challenge the self-
declared triumph of capitalism (...) by exposing hidden costs to
human dignity and human feeling that no other playwright has been
willing to or able to bring up.”48

In other words, the play is more than a discussion focused on
family in crisis; the “split vision” that Miller mentions in his 1994
essay, About Theater Language, forms the basis of most of his plays
and refers directly to the private and public spheres which he skillfully
combines: “it is a vision that (...) defines the private condition of the
individual while simultaneously outlining the collective anxieties of a
nation™49, Miller had already shown that family drama actually
mirrors national failure in The Ride down Mt. Morgan and made this
phenomenon even more obvious with Patricia and Leroy Hamilton,
Karen and John Frick’s stories in The Last Yankee.

The play is set in a state mental hospital where Leroy Hamilton
and John Frick have their wives, Patricia and Karen, institutionalized.
The setting is not accidental; Miller thought that America was full of
people who suffered from mental illness and, most often, these people
fought against depression. Both women suffer from depression and
although the means by which their illness becomes active is different,
its source is common: disappointment. Patricia is primarily
disappointed with her husband, Leroy, who lacks any ability to make
money: “Dear God, when I think of him hanging in there all these
years ... 'm so ashamed. But at the same time he’s absolutely refused
to make any money, every one of our children has had to work since

148 Scanlan, Tom, “The Late Plays of Arthur Miller” in Arthur Miller’s America Theater&
Culture in a Time of Change, edited by Enoch Brater 180-90, Ann Arbor, University of
Michigan Press, 2008, p. 189

149 Roudane, Matthew C., “Arthur Miller and His Influence on Contemporary American
Drama” in The Critical Response to Arthur Miller, edited by Centola and Cirulli, 366-73,
Westport, Conn., Praeger Publishers, 2006, p. 369
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they could practically write their names”5°. On the other hand, as a
member of an immigrant family she feels disappointed with the whole
country: “Disappointment. We were all brought up expecting to be
wonderful, and ... (...) just wasn’t”15!; at the same time, she senses that
her husband, as well as the majority of the nation, is depressed as
well:”You are depressed, Leroy! Because you're scared of people, you
really don’t trust anyone, and that’s incidentally why you never made
any money. You could have set the world on fire but you can’t bear to
work along with other human beings™52.

Leroy Hamilton is the “last Yankee” of the title. He is a
carpenter who is passionate about his work but who can hardly
manage to pay his bills; he takes banjo lessons and drives a more than
nine-year-old car. Despite his wife’s lust for money he refuses to enter
any kind of competition: he chooses to compete only with himself
because he strongly believes that “We’re really on a one-person
line”53. Leroy cannot cope with the shallowness of a non-message
conversation as the one that John Frick is so familiar with and ready
to become involved in while waiting to see their wives. Therefore, he
rebels: “(...) but this whole type of conversation about my clothes —
should I be ashamed I am a carpenter? I mean everybody’s talking
<labor, labor>, how much labor’s getting; well if it’s so great to be
labor how come nobody wants to be it? I mean you ever hear a parent
going around saying — (...) <My son is a carpenter>? (...) Do you ever
hear people brag about a bricklayer? I don’t know what you are but
I'm only a dumb swamp Yankee”54. His isolation is pointed to by his
wife and presented as a class characteristic: “(...) I mean you take the
Jews, the Italians, Irish — they’ve got their Italian-Americans, Irish-
Americans, Hispanic-Americans — they stick together and help each
other. But you ever hear of Yankee-Americans? Not on your life. Raise
his taxes, rob him blind, the Yankee’ll just sit there all alone getting
sadder and sadder”ss. Therefore, we could assume that being isolated
and, consequently, depressed is typically American and this is indeed
one of the issues that Miller is pointing to by depicting the huge
parking space of the hospital, which may be a hint at the great number
of medical cases similar to those of Patricia’s and Karen’s; however

150 Miller, Arthur, The Last Yankee in Broken Glass& Last Yankee, New York, The Fireside
Theatre Garden City, 1994, p. 26

! Idem, p. 33

12 Tbidem, p. 39

133 Tbidem, p. 42

'3 Ibidem, p. 20

'3 Ibidem, p. 26
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the isolation that Patricia is talking about could also be a hint at the
American extreme individualism which became more and more
intense in the eighties and nineties — being American is being on your
own, without depending on anyone.

Leroy Hamilton’s descent is not random: Alexander Hamilton’s
figure is placed among those of the founding fathers. He is
remembered as ambitious, purposeful and hard working. He strongly
believed self-interest to be the nation’s polestar, regardless of
questions of gratitude, benevolence and moral principle. A man of
Alexander Hamilton’s ambition would definitely have succeeded in
Leroy’s hostile modern America. Despite these reasons, Miller’s
character takes no interest in his noble ancestors: when asked by
Frick whether he kept in touch with his relatives (who must be some
very important people), Leroy simply answers that he never kept track
of them and that neither him nor his father cared very much about
their historical ancestor.

The two women who become friends while in hospital suffer
from depression caused by different factors: while Patricia has
collapsed due to insufficient income and unstable socio-economic
conditions, Karen, the wife of a rich businessman, feels emotionally
abandoned; while Patricia has given birth to seven children, Karen
has none.

Patricia has given up taking pills and has reached a stage where
she feels comfortable with herself, her status and family: “(...) I must-
not-blame-Leroy-anymore” 156, On the other hand, the end of the play
does not encourage us to believe that Karen has real chances of
recovery for her husband refuses to become involved in her tap dance,
the only means of communication which seems available to her at the
moment; he is simply embarrassed and gets angry at his wife’s
apparent lack of sense, being thus incapable to connect with her.

John Frick is a successful businessman who had grown up in
the Depression years and whose speech is far from real
communication; he limits himself to the use of cliches which
nevertheless save him from paying attention to the people around
him: he is a hypocrite, judgmental racist. He is ashamed with his wife
and incapable to cope with her disease; however, Abbotson argues
that Frick should not be perceived as all wrong for he is also "Yankee-
like” in his own way despite the fact he is the personification of “the

156 Miller, Arthur, The Last Yankee in Broken Glass& Last Yankee, New York, The Fireside
Theatre Garden City, 1994, p. 26
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spiritually bankrupt corporate symbol”:57: he has managed to become
successful and he provides his wife with all the prosperity anyone
could offer for he has lived his American Dream. The four characters
are complex; they cannot be appreciated in terms of exclusively
positive or negative features: for example, Karen, although a victim of
her husband’s lack of sensitivity, is herself responsible for her mental
collapse.

William Smith rightfully argues that what Miller manages to do
in The Last Yankee is encapsulate “the economic and social
development of the American business world of the 1960s, 1970s and
1980s as it moved increasingly away from the manual labor market
into high technology and corporate arenas”58. Leroy Hamilton is “the
last Yankee” in that he is among the very few Americans who can still
find harmony in the surrounding nature.

Whether the play ends in an optimistic note or a rather
pessimistic one is still a question of debate. The “possible recovery”
that Miller mentioned in his essay is nevertheless obvious in Patricia’s
case, her spiritual peace and return home: despite social pressure, she
has finally given up all expectations regarding material success on her
husband’s part — “Between the banjo and that car I've certainly got a
whole lot to look forward to”59. However, Karen ends up alone, still
unable to re-create connection with her husband; moreover, the final
image the audience/ readers are left with is that of a woman on a bed
who “stirs, then falls back and remains motionless”6°, a clear sign
that national healing is still uncertain.

Conclusion

Arthur Miller’s work is essentially about man. Most of the times
(but not exclusively), Miller’s man is caught in the web of his dreams
generated by a misconception of his past. Things sometimes went
wrong in the American society, economy and politics. For example,
individuality, one of the traditionally cherished American values, has
degenerated into self-centredness as is the case of Lyman Felt (The
Ride Down Mount Morgan), the man who wrongly believes that only
by submitting to his instincts and thus, defying a fundamental rule of
social coherence, can he remain true to himself and do whatever he
likes. Miller’s characters at the end of the millennium are depressed

157 Smith, William, op. cit., p. 91

'8 Tdem, p. 89

159 Miller, Arthur, The Last Yankee in Broken Glass& Last Yankee, New York, The Fireside
Theatre Garden City, 1994, p. 57

190 Tdem
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(as in The Last Yankee), some due to the inability to enroll in the
harsh capitalist competition which can determine financial fulfilment
and others due to the lack of love which occurs as a consequence of
the time-consuming rush for money. In the two plays, the playwright
draws attention to the danger that has come to seriously threaten
social balance nowadays — family rupture, for Miller’s characters got
lost in what appears to be an entitled rush for self-satisfaction,
irrespective of moral principles and the consequences of their acts.
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From the late Neorealism in the theatre of Giovanni
Testori to the theatre based on the daily
observations in the creation
of Giuseppe Patroni Griffi

Svetlana TARTAU °

Abstract: Giovanni Testori was one of the most important
protagonists of the Italian stage in the second half of the twentieth
century. An inconvenient author, isolated from the so-called literary
society, he was deeply interested in the allegorical culture of
Gaudenzio Ferrari la Tanzio da Varallo. Giovanni Testori was
captivated by the reflection of themes such as lucidity and madness,
piety and revolt, using an imaginative and experimental language.

The interest of Giuseppe Griffi oscillates between theater and
cinema. He finds in chronic themes to transpose unto the stage,
turning them into explosive parables. The Neapolitan author and
stage director uses in his works a tough language, being always much
more interested in chronic and less in history. The reminiscences
from Edwardian Theater can be recognized in his dramas, designed
with the '"ruzzante-parents" naturalness. They highlight the
conflicting feelings, and the city of Naples is chosen as the symbol of
evil in a modern society.

Keywords: Giovanni Testori, neorealism, metaphoric
language, Giuseppe Patroni Griffi, specific Neapolitan.

Giovanni Testori's literary debut started since the wartime and
it is linked to the one-act dramas La morte (The death) and Un
quadro (A picture). These plays labeled in the pirandelliene thematic
reveal an attempt to get out of this topic by proposing a troubling
message to Christian piety. Based on these works and the crisis of the
narrative assumptions from the second book Segreti di
Milano(Secrets from Milano),as well, the author returns to theatre
with the dramas La Maria Brasca and L'Arialda .They contain
popular environment and characters, in which there are already
suggested the scenic area choice, that serves as a meeting place of the
ideological schemes, the themes and motifs, with religious and
psychological investigations, in a timeless and mysterious dimension.

* Associate Professor, Ph.D., Dean of Theatre, Film and Dance Faculty, Academy of Music,
Theatre and Fine Arts, Moldova
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This dramatic experience, which in the '60s was prohibited and

criticized for obscenity, later it becomes an explosive expansion.
The passionate and tragic vitality of the humble man from the
periphery represents the author's creative anxiety who states that. The
real theatre is created to treat definitive problems and to leave the
audience in front of an open horizon6,

The drama of protagonists-some brave and desperate women-
consists in the idea that they fail to live out of a total love. The
extreme passion leads them to self-destruct, because they are unable
to establish themselves in a perpetual humble, Catholic and natural
state of the family.

In the dramatic work Arialda, Testori presents two dramas that
are developed in two parallel lines: one of Arialda Reposi, and the
other one of her brother, Eros.

Arialda is a laundress, a robust, single girl, caused by her

fidelity to the memory of her lover who rather didn’t touch her, and
died early of tuberculosis.
The girl remained dominated by the obsession of unfulfilled love,
amenable to the ghost "jealous" will of her ex-fiancé. However,
Arialda decided to accept the proposal of a fatal marriage with senior
Amilcare, a merchant of fruits. Widower with two children, as it
seemed, Amilcare was not deprived of the perspective of a convenient
arrangement and of a delayed desire of a man.

Poverty and hunger force Gaetana, another widow, to seduce
the fruit trader. Drama will take place in a vibrant manner, when
Arialda decide to revenge ,placing” a young prostitute between
Amilcare and Gaetana, with the obligation to seduce and drive the
seller crazy. Will Arialda be the one who pushes poor Gaetana to
suicide?

The other drama is one of the beautiful and perverse Eros, who
speculates with his beauty, living in a homosexual environment and
addicted to drugs, but who continues, however, to love with purity,
trying to preserve the corruption on a boy who, till the end, becomes
the victim of a street accident.

Between these two dramas no report is needed. They only share
that love life of Eros, is disapproved by Arialda, considering it a
disgrace for the family. At the same time, Eros will be inspired and
paid by his sister, who will organize the "operation" with the
prostitute.

161 CASCETTA, A. Invito alla lettura di Testori, Milano: Mursia, 1983, pg.46
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Testori managed to create a poetic world in Milan periphery.
The author does not reveal social or class division problems. In his
works we do not find a moral, ideological and progressive conception
upon the world, even when he talks about unemployment, or when
making some allusions to the burgeois vices. He does not refer to
substantive issues, but he talks about collateral and superposed
elements.

The protagonist, characterized by disparities between causes and
effects, has nothing conventional. Her drama triggers violently,
tumultuously and mercilessly.

Despite the play defects, Arialda Repossi remains one of the

few characters introduced in the postwar theater that was interpreted
in happiness, vibrant, stimulating, impetuous manner by the actress
Rina Morelli.
In the fall of 1967, the playwright "addresses" again to the theater with
the play Monaca di Monza pieces (A nun of Monza), an episode of the
Lombard history, already mentioned in the narrative tradition of the
nineteenth century (by Manzoni and Rosini) and suggested then in a
historical study written by Mario Mazzuccheli.

It's a scenario out of history and time. The dramatic story of a
nun is evoked again in a long indictment-monologue by Mariana de
Leyva in front of some apparitions, which do not belong to an epoch
or a civilization. Thus, the grotesque images of her father haunt the
"lady" di Monza, as a symbol of despotic power, which confuses” trust
with imperative, charity with violence ". The power actions in a meta-
political abstract perspective and involves the family and society in an
inevitable destruction, without regaining them even after death:

"Do you see? Even the silence and peace of the grave have
failed to make you persuade to inhuman and slavish adoration of the
idea"s162,

The characters in the drama of Testori, in which it is not hard
to detect the ascents of the author's narrative attempts, go through a
path of suffering, culminating in the idea that love is a curse that only
causes pain and degradation. The conclusion of this itinerary, carried
out on the Elizabethan progressive emphasis, in macabre tones, is an
invective, "a curse thought” against God:

"Look at these weary that curse you, at this stupid man that complains
against you... Release us from our flesh, from our blood, and death. Or
you kill yourself in the blood and in our death.”¢s3,

12 TESTORI, G, La Monaca di Monza, Milano: Feltrinelli, 1967, pg.122.
19 Tdem, pg.122
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The trilogy L'Ambleto, Macbetto and Edipus reveals in an
explicit form a revolting dissension, out of time, in a metaphorical
way, which pushes the conflict to extreme consequences. Testori
invents a magmatic, multidialectal language, very expressive up to
blasphemy. The plays Macbetto and L "Ambleto do not represent an
actual transcription or the degradation of Shakespeare's works.

Classical tragedies are patterns that, for centuries, authors,
performers, directors were interested in. This phenomenon has
produced a decay, which means, a cultural and literary decline.

Testori achieves a traditional mise-en-scene. The dramatic
action takes place in Lombardy. The language used by the characters
is an expressive tool, very important and original. It is a complex
language multidialectal, or, rather, multilingual. The voices and
nuances of the original dialects from southern Italy, in Latin, Spanish,
and French are mixed on a background of Lombardy dialect.

The tragedy L'Ambleto is a kind of ideological offer, which was

consolidated obviously under the impact of recent national and
international political events, the presence of which is in the text.
The usurper Arlungo is very concerned about a foreign policy of
detente. "This policy, says Arlungo, will ensure us a boundless wealth,
thanks to the trade that will develop. We will have more security in
arming, many aids and secret relations, but beneficial to various
countries in the international arena”¢4. In terms of domestic politics,
Arlungo is a great reactionary fighting against anarchists, against
vagabonds and acting in favor of an economic policy that protects the
property stability.

Ambleto opposes Arlungo. The protagonist is an extremist
anarchist, but he harbours a strong faith in Jesus Christ and is very
committed to the overthrow of the social pyramid. Near the time of
his death, he will leave as inheritance all the Crown properties to his
servants.

The madness of Ambleto is not determined by the state reason,
but by the political power, identified through the tyrannical figure of
his father, guilty for giving life. Oedipal complex is very evident here.

Along with the central theme, there are other topics: Ambleto
carries an incestuous love for his mother-lover (Gertrude and Lofelia
are the same person) and a homosexual love for French. Ambleto's
anarchic message confirms the intellectual helplessness in the face of
a reality that he sees, but never possesses.

164 TESTORI, G. Ambleto, Milano: Rizzoli, 1972.
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As a result, Testori created a work of a theatricality that first
amazes, then, involves the audience in a discussion on a topic that the
author is interested in: the curse of living as a fruit already designed.
Ambleto's relationship with his mother (which kills) expresses the
existential despair of Testori, the ordeal of life against life.

Macbetto emphasizes the author’s pessimism and resolves
itself in a hopeless meditation about the strength and dominion of
evil. Here, the dialectic of good and evil is missing from
Shakespearean tragedy: Macbetto and his wife Ledi are committing
suicide one by one without, at least glimpse for a moment, a shadow
of regret. Testori verifies in "Edipus" the impossibility of tragedy in a
society like ours, where there is no absolute truth. At the same time,
the author reaffirms nihilism and desperate solitude of the individual
consciousness in a hostile and obscure world.

Patroni Griffi is a special playwright in the drama of the last
three decades. His theatre, right from the first play D'amore si muore
(Dying of love), 1958, stated in a close connections with the best
companies in the '60s and '80s, made up of famous performers such
as Rossela Falk and Romolo Valli, the stage director Giorgio De Lullo.

The success of Patroni Griffi confirmed that permanent
relations with filmmakers of his works are effective and useful for an
author. On the other hand, the texts of the playwright received an
open way, in order to impose on the Italian scenes. Theatre was born
from the author's lucid attitude toward chronic, but without
sociological and moralistic attempts. In playwright’s theater, two
poetic sources alternate. The first one is related to the specific
Neapolitan as an existential and cultural fact, the other one, relies on
the reflection of the feelings of a bourgeois world.

The histories reflected by Patroni Griffi are always histories of
events. The full range of his stories is fixed to characters that, bearing
different names have in common, a character suffering of life
accepted, theorized, sometimes rejected. This is the work of D'amore
si muore (Dying of Love) (1958), in which the play atmosphere
represents the observation of those who live with hope of entering a
certain world and when they reach it, burn. Or the comedies Anima
Nera (Black Heart), which reflect a theme already present in the story
Ragazzo di Trastevere (A boy from Trastevere), which can be
summarized as follows: morality is a luxury only for the rich; In
memoria di una signora amica (In memory of a friend lady),is
presented the autobiographical metamorphosis of a "true Neapolitan"
trying to enter into a representative world of postwar Rome; Metti
una sera cena (Offer a dinner) (1967), reflects the exceeding of some
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moral heights of bourgeois, actors and writers by practicing love in
group and partner sharing, all lived and accepted with a sense of
modernity without dramatize their moral condition; In the play
Persone naturali e strafottenti (Natural and naughty people) (1974),
the problem of transvestite is treated, observed yet in Naples, and
through which the author tried to develop in precise terms the
concept of " Neapolitan specific."

This message is the confession of the author concerning the
personal matter. He does not present an abstract theory in which all
Neapolitans should be gay or transvestites in ideological or political
conviction. It is the fact that the author demonstrates that, whether
the characters are or are not from Naples, it is however important that
they should be aware of the ,miscellaneous”of values they are
absorbed.

Biographical data suggest the relation that exists between the
character Roberto from the comedy D'amore si muore and the author.
The Neapolitan origins, the collaboration with Radio Free American,
the transfer to Rome- all are information that immediately give us the
reading key. Giulio Trevisani expressed his opinion, watching the
show presented at the Venice Biennale Festival: "after I saw the play,
my opinion is as follows: the comedy brings nothing new in the Italian
theater, but reveals a very ingenuous author, with a good taste and
refined theatrical sensibility. The play has extraordinary, beautiful
scenes, but causes us grief because of amorality”:65.

The protagonist Renato, a young screenwriter, is in love with
Elena, a beautiful, rich, and elegant woman. She likes to be in his
company, but does not love him. She would like to fall in love, but
fails, as failed to love her husband, as she confessed. He was the only
man who deserved to offer her love.

Elena is sincere with Renato, but he does not want to see the
reality. To break up with him, she disappears. Renato, isolated,
destroyed after a suicide attempt, he returns to his parent’s house.
Then, unexpectedly, we find that he died. The author says that he died
for love. But the truth is different: it was known that Renato, already
felt bad, but nobody knew what illness was. Clearly, he had a serious
disease; he did not want to live, if things have passed so quickly.

We could say that the author proposes a comedy full of
romance. But the atmosphere is completely different: impertinent and
cynical with a world that changes a cinema service with one on TV;

165 TREVISANL, G. Storia e vita di teatro, Milano: Ceschina, 1967, pag.203
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and walking through the theater, a world rich in experiences and
sexual pathologies.

At the end of the comedy, Eduardo (Renato's friend) will tell
Elena, it would have been better if he was lying, because honesty is
unnecessary cruelty of the lovers.

The comedy contains two other dramas that take place in
parallel: Eduardo, Renato's inseparable friend, has intimate relations
with Tea, an actress of whom he soon gets bored and leaves. When she
pretends she's pregnant, he's ready to get married (it is only prudent
step throughout the play), but even in that moment, Tea leaves
Eduardo, because she found another lover, a film producer.

Or, the drama with an old singer, who is eager of young men, manages
to procure an actor taken from the street, starving, enduring even the
palms of the old lady jealousy.

One can say that the author has written a love comedy. But just
love is missing from this work. In the comedy, there is no character-
woman who understands what love is. Elena is a frigid, who fails to
overcome her pathological inferiority; the actress is a corrupt
profiteering; the singer is a delayed nympho. The only feeling, which
worth in the comedys, is the true friendship between men.

Renato's love for Elena is the one of a weak, inert, passive
person, but hysterical. A feeble love that ends up with nothing (not
even with suicide), that does not cause dramatic feelings, only pity.
Anima nera (1960), as we have already observed, constitutes together
with the "Neapolitan specific" the main pillar of Patrons Griffi.

The protagonist is a boy full of life, a very likable character who
is always present in the author’s work (as shown by the following
texts), available to any experience, unscrupulous. But men like
Adriano are able to discover the woman's generosity and sincerity of a
petty bourgeois environment. He falls in love with Marcella, takes her
in marriage. But when she discovers her husband’s past, she runs
away. Adriano will be able to return her home and will find for himself
a moral dimension that he have never had. The ending is comforting
and conventional. The play however is very interesting through its
language, in which the chronic allows to be raised to the dimensions
of an inspiration from musical ballads and it focuses with the privacy
confession.

We note that Patroni Griffi minimizes the narrative sequences
and privileges theatrical mimes, giving up to the imitation of reality
in which the recovery of time that passed, it is no longer a topic of
discussion, but merely a renewed discussion. This represents a later
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stage in the author's experiments, subdued to the cinematographic
techniques.

The simpler seems to be the structure of the comedy In
memoria di una signora amica (1963) written in a way of
autobiographical lyricism. Here, Patroni Griffi conceives a fairly risky
operation: representing "Neapolitan specific" in a context different
from that of postwar Rome. The text, rich in autobiographical
references, presents with special delicacy (as in the theater of
Eduardo) the contrasts between Rome-gray, with its stupor
functionaries and Naples.

The same Giulio Trevisani said about the comedy: "I'm glad I
can appreciate, this time, the success of the young Neapolitan comedy
writer and praise this comedy, which offers a suggestive portrait (...)
of a woman from Naples: not of the plebeians from Naples, opened by
Chiurazzi and Viviani, nor of the bourgeoisie of Bovio and Muralo and
nor even of the new and after wars Eduardo’s Napoli. He refers to a
Napoli of "signori" - a place of a good society, but ruined 66,

Gennara, Urania, Antonia, Margherita, including the
protagonist Mariella, they all built a small world, which is not located,
because we find it everywhere: at Naples, she put on some clothes
characteristic of this city.

The five ladies with an optimal family education, but whose life
was a series of errors, imprudence, soul madness, and ruins after
some bad marriages with young-sluggard, exist in any city, on any
meridian. But their attachment to experiences, yet unknown, their
nature and taste are unmistakable specific Neapolitan.

Only a Neapolitan can be ingenious, incoherent, contradictory,
non-conformist and at the same time, traditionalist, in love with this
city, rebellious, full of initiative, and simultaneously apathetic.

These are the antithesis of Mariella Bagnoli, a temper with a
firm character, of strong realism.

Through these antitheses, probably the author wanted to reveal
the encounter of two generations of Neapolitans, or perhaps it is not
so, when we think that Roberto has a friend Alfredo, who is
considered the spiritual son of Mariella, very similar in their oddities ,
and, ultimately, he loves her, admires her, respects her as a son.

The first act represents the moral and material disaster after
the war, with a sadness that reminds of the comedy Napoli
milionaria. Five years of deception have passed in a country that lost

1% TREVISANI, G. Storia e vita di teatro, Milano: Ceschina, 1967, pg.104.
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the Resistance values. Mariella Bagnone, contradictory and
incoherent, remains firm and consistent only in hatred of fascism.

The play is valuable by its linear structure and, above all, by the
protagonist. The city of Naples is represented, for this time, from a
view different from the one appeared in In memoria di una signora
amica.

The same argument can awaken another piece of Patroni Griffi
Camurriata (1983), which, among other plays, had a great success,
thanks to the excellent interpretation of Leopoldo Mastellani. The
dramas Prima del silenzio (Before silence) (1979) and Gli amanti dei
miei amanti sono 1 miei amanti (The lovers of my mistresses are my
lovers) (1982), are lower than the previous texts. The characters from
the last comedy revolve around Paloma’s passions, a prima donna of a
lyric theater. The opera contains some good combinations calibrated
in style, full of passion for the exotic backdrop of exciting adventures.
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Actor — the integrant element in theatre act. Scenic
transcription: empathy, sensibility, imagination

Dana LEMNARU *

Abstract: Theatre is a collective art, within which we must
admit the primary role of the actor. The actor’s live presence, the
character, actually constitutes the specific element of theatre; this
element has an indestructible vitality; the lack of actor annihilates the
basic function of the art of theatre. The scenic transcription is one of
the main characteristics of the creation process that an actor operates
with — the empathy, the sensibility and imagination become the
necessary conditions of his scenic construction.

Key words: Actor, here-now-present, empathy, sensibility,
imagination.

Theatre is a collective art. This truth was confirmed long time
ago and has entered in the theatre people and the public’s conscious.
But in this collective art, and, in the same time, a synthesis art, exist
components with a creative function and with certain autonomy, and,
the actor, is among them. The actor is integrated in the director’s
conception, and he creates his character using as a starting point the
dramatic text, regarding this ensemble vision, based on the
significances of the character stated by the author and director, in
relations with the other characters. But the acting process is
individual, stand-alone, has its own laws, on the basis which the actor
acts his psychological and physical device. And, mostly important is
the fact that the communication force and the influence that theatre
has on the public is based firstly on the actor. Without neglecting the
importance of the other elements (scene-painting, music, setting etc)
regarding the communication between stage and public, we must say
that the live presence of the actor, of the character, is essential, and
this fact constitutes the specific element, of indestructible vitality, of
theatre.

Trying to transpose the character, in the luckiest case
“becoming” the character, the actor gains an investiture of major
responsibility. Through his art that combines the word with the
gesture, the speech with movement, the emotion with the intellect,
through his art where even the silence expresses something, he

* Associate Professor at Drama Departement, University of Arts TArgu Mures, Romania.

259



THEATRICAL COLLOQUIA

becomes a bearer of words, a messenger. And not only when he
addresses the public. The communication force of the theatre art, of
the actor, is exerted upon the spectators through a series of tools.
Some actors have an electrifying force in their glimpse, more eloquent
than any word. Some actors have a corporal plasticity with an
expressiveness that conquers anyone; others are able to transform the
functions of their voice in an instrument of great virtuosity. Entering
the character’s skin, as one might say, the actor passes on something
of his personality, without merging totally with it. The character, a
literary fiction, virtual image, abstract, gains perimeter, gains life
through the actor. The public follows the character’s destiny, his
actions, but in the same times prizes the actor’s play. The art of actors’
double valence, actor who becomes character but remains himself in
the same time, living in the state imposed by the text and director, but
in a permanent state of self-control, assesses to the public the
necessary dissociation between actor and character, dissociation that
is not always done clearly. Many spectators mistake the actor with the
character. The great duty of the actor has the argument in the big
power of communication, attraction, influence of his art. The actor is
the artist who, through his character, addresses the crowd, even when
he addresses his stage partner. The presence of the public, who
watches, listens, takes part in the theatre act, sets up the dialog
between stage and public.

The actor, embodying the character, can’t remain stranger,
neutral, towards this. Through his play, he takes a stand towards the
character, he accepts it, admires it or rejects it, but without falling in
showiness, in exaggerations that could make harm to the act of
creation.

Today, more than ever, it is admitted that the actor has a great
role in the scenic transposition of a play, in the theatre emphasizing of
its literary virtues (or in replacing its insufficiencies). And there would
be another essential aspect of the actor’s art. Every art creator, when
operating with various materials, ways of expression (we obviously
refer to painting, sculpture, music, literature etc), finishes one’s work
in the same time with finishing one’s creation, in the same time with
the presentation in front of a public. Even the stage director and the
scene-painter — to stick only to the art of theatre — can consider an
end to their work once with the opening night. The performance was
made, it is ready. But the actor creates and recreates every night, his
work, the character, in front of a different public, with a different
sensibility and capacity of reception. In his theatre hall or in a
different theatre, in the hall of a cultural house, or even in other
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places that are not specific to a theatre act, maybe after a tiring day,
with many other problems, in heat or cold, he creates, he must create,
he interprets, he has to be the character, operating with himself, using
his own psychological and physical resources. He mustn’t be late,
delay or miss. The absence of an actor calls off a performance. From
here derives the individual and collective responsibility, as a must of
the actor’s art. From here derives the prompt enforcement of
deviating from professional discipline, deviation that represent many
signs of inadequacy, degradation, abnegation from the noble mission
of artist-citizen, artist-man.

Scenic transposition: empathy, affectivity, imagination

The issue of scenic transposition, of scenic empathy was a
subject that preoccupied a lot of estheticians, historians of theatre and
psychologists, who, from different angles tried to analyze the content
and the origin of this psyche phenomenon. The art of actor implies the
capacity of transposition, of merger with the scenic character,
regardless the difference or the total opposition that might part them;
“to find the role in self and the self in the role independent of the fact
that the role is far from the actor’s inner or exterior elements”,
represents the probation act inside the scenic process.167
Rene Huyghe, esthetician, noted that, also the conception of empathy
is part of the German theorists of the 19t century, the empathy
phenomenon was present at the origin of Hindu theatre.

Some psychologists tend to assimilate the scenic transposition
phenomenon with the child’s identification with different roles during
playing phenomenon. So we might imagine the children’s play as
being acting in its most simple and natural form. Without doubt, it
represents the most rudimentary and naive form, but under
imaginative report it is absolutely sincere and full of life. “The best
adult acting is just a more cultivated game for a more mature
public.”68, As opposed to child’s identification with his role during
game, the actor is well aware of what he does, of the importance of the
cultural-artistic message that he transmits. Thereby, at this level are
one can see the intermission between the actor’s capacity of
transposition in the character’s psychology and the critic wit of his
personality towards the role. If in the case of the child the
transpositions phenomenon carries the mark of an instinctive
identification with the role, when we refer to the actor, this

167§ Marcus, Empatia, Buc., Ed.A.R.S.R., pg.37
'8 Idem, pg.38
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phenomenon transforms, under the rule of critical intellect’s force in a
process of creation.

Since childhood everyone trains one’s ability to play multiple
roles, first as a game, than on the life’s stage, but not everyone
becomes an actor, not everyone has the characteristics in order to
interpret a theatre role.

The particular characteristics of acting profession entails the
actor the request of approaching a variety of roles on stage, that
represent constructions of a certain type, build as a result of the
playwright’s artistic vision (or stage director’s). Sometimes the actor
meets with roles that he can’t like and that he has to do with sincerity;
the actor must make an effort of transposition during a limited time
period and afterwards he is faced with a completely different role “The
essence of scenic transposition rests in the fact that, on stage, the
actor embodies his part, becomes a different person and during
several hours he expresses feelings, events, experiences that a man
will not live during his entire life. And all these must be done honest,
to love, hate, resent, without forgetting not for a moment that he is an
actor so without losing his self control.”®9 So the transposing
guidance, encountered in all human beings and developed gradually,
might become in the case of the actor a gradual aptitude, a way of
creation, a fundamental marker of his talent; “the great actor is the
man who, on stage, is able to transpose himself in a great number of
characters”, once said the unique actor George Vraca.

The talented actor, self-conscious controlling the processes and
ways of transposition art, is able to obtain creative results of a high
artistic value in developing scenic characters. “Any actor is able to go
through the role, to study and infer the walk and gestures, to offer a
coat and a body, but inferring the soul of man, creating a truly artistic
character is something that only a truly talented can do”. —
[Stanislavski].

As we can see, the art of actor requires, when talking about
scenic transposition, an indispensable condition through itself being
validated the level of acting craft. “Therefore a solid baggage of
knowledge, the passion for art and the physical elements will join the
notion of talent only when exists in the person’s personality an
aptitude for stage ... to live the life of an fictive person, it’s thoughts
and feelings, that is to say the ability of transposing, which represents
the essence of acting craft.”:70

1 Op.citat, pg.39
70 Op.citat, pg.42
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Scenic transposition is possible through empathy that helps the
actor to approach the character, and through empathy the actors feels
the character. On stage this transposition is not bereft of reason. The
actor can’t radically forget his own person; when he enters the stage,
he is perfectly aware that he is in front of a public, that he will express
some feelings, states, attitudes.

That is why the concept of geminated regarding the actors is so
complex, existing three ways: the personality of the actor makes place
for the character’s personality; the second, where the actor’s emotion
coexists with a critical mental state, where the actor tries the
character’s emotions through sympathy; the last, where we deal with a
synthesis of the first two ways. In the third case, the actor has the
feeling of his actor self, here we can speak of the essence of scenic
transposition.

Scenic transposition comes as a phenomenon that involves a
complex structure, where are organically intermingled several
functional levels and where take part cognitive, affective processes
and also kinesthetic and vegetative reactions.

The research of this phenomenon started from the following
hypothesis scenic transposition represents an activity of
psychological shaping after a verbal model illustrated in the
dramatic work or after a live model. In order to create a character,
the actor transposes himself in the model’s situation. At the basis of
psychological shaping we can find the life experience and the actor’s
artistic ability, which facilitates the process of approaching the
character. The object of this psychological shaping belongs to the
materialized actor in the description made by author to the character,
within various documentations that the actor researches starting from
the stage-director’s indications and from his partner’s suggestions, or
within the live model, starting from the play’s indications, that the
actor finds and acknowledges sometimes in life, around him.
However, the act of shaping as the actor’s psychological activity within
scenic transposition expects for starters getting into contact with the
role imagined by the playwright. The actor accomplishes, within the
scenic transposition, an interpretative act of creation, inside which the
characteristics of his own artistic personality, his culture, his artistic
experience and especially his talent, are subordinated to the creative
task.

The scenic transposition is so an introspection process, of
understanding the artistic character, of assimilating some
psychological characteristics of the model, of imagining the
psychological and physiological characteristics, as well as a process of
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projection, of projecting into the future character the individual and
affective characteristics of every actor. In the actor’s permanent
processing and restructuring of the model’'s characteristics
throughout his own characteristics and abilities it is expresses the
actual act of artistic creation. Only in this way can be averted the
process of imitation seen as copying and can be averted the
mechanical reproduction of some characters.

The theorists of empathy set at the basis of transposing

activity, at the origin of the psychological mechanism of empathy, the
process of imitation. Some theorists discuss the imitation
phenomenon regarding the art of interpretation as a process of
psychological shaping within, throughout imitation is opened a large
field the creative activity displays itself. In the same train of ideas, L.S.
Bulandra stated: ,,Without doubt, the actor imitates, the imitation is
his art, but he imitates interpreting, commenting, modifying, drawing
near his style the imitated model. He transforms it, he transposes it
after his way of being and his scenic needs. In turn, he himself is
shaped by model that he imitates. This imitation seems the reality
itself and not a week and served copy. [
Imitation regarding the art of the actor, when it is present, mustn’t
represent a reality’s copy, but it’s interpretation; in fact it doesn’t have
to be imitation, but shaping of reality, a starting point for the artist’s
creative manifestation.

The main psychic process that can be found at the basis of
actor’s creativity and by default at the scenic transposition, is
imagination.

The actor can’t live in a character without imagining the man
that he interprets, with all his psychic details, with his behavior and
attitudes. During this process, the actor must turn to profit in a
original way, all the preserved elements of his previous experiences, to
turn to profit according to the scenic task. The more the actor
observes and knows, the more live is the imagination, more
productive during the creative work. It plays an important role in the
scenic transposing activity, all the character’s life being created
through the power of imagination, because, as John Dolman stated,
,~without imagination, no actor has the vision of a fictive character and
can’t bring it to life on stage(117. This imagination can be directed and
free. We speak of directed imagination when, staring from the
dramatic text, the actor is forced to create a dramatic hero inside the
limits imposed by this text. Because of this type of imagination, the

'V J Dolman, The art of acting, New-York, Harper Brothers Publishers, 1949, pg.47
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actor is able to get the essence of his role, may understand the
dramatic character. The free imagination is developed the actor’s
ability to improvise. This ability implies a free fantasy, the ability to fit
in, as a creative resolution of a scenic task and it asserted in the stage
embodiment phase. Anyway, the display of free imagination expects
an anterior stage of the process of comprehending the role and so a
directed imagination.

Another psychological indicator that is included in the scenic
transposition is affectivity. Inside the limits imposed by the role the
actor must understand the thoughts sympathetic and to live
emotionally the character’s feeling, to act in his name. The actor must
prove the ability to project inside the character emotional experiences
that he lived or that the sympathetic absorbed from affective
experience.

Specific to the art of actor is the fact that approaching the role,
the transposition in the character’s psyche has an attitudinal character
and not that of a total identification. Like this can be explained why
the actor is able to illustrate with mastery inside one single role,
different and intense scenic situations, scenic situations that he
rationally doses since the rehearsals stage, having the advantage of
knowing the end of his role. Bertolt Brecht affirmed that the actor will
not enter ,completely into the character. A judgment like: he didn’t
play Lear, he was a flesh and blood Lear, would be shattering. [’

In fact, the actor who rendering stage situations, feelings,
doesn’t experiment directly that emotion, but conjures, through his
affective memory, prior known estates through his personal
experience or taken from the others experience. The affective process
is the one who colors and completes the creation. The intensity grade
of copying is one of the essential conditions of the acting talent’s
display.

In general the creative process, especially the scenic
transposition phenomenon can’t be reduced to the imagination or
thinking or emotion, but it must be studied in its ensemble of actor’s
creative activity.

As we have seen, one of the indispensable abilities of scenic
transposition is the ability to empathize. If the actor should develop
this ability it requires affectivity, imagination, intuition, introspection
etc.

The empathy requires understanding the other — or the
character - without accomplishing an affective fusion as in the case of
total emotional identification. In this case the object of knowledge is
the way of thinking, feeling, perceiving, acting — of the other. In order
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to accomplish effectively the empathy, the actor must know the
characteristics, the profile of way of being, the style of character,
defining being though the affective participation.

It is necessary to differentiate between sympathy and empathy.
Sympathy may be defined as a psychic phenomenon through which a
person, when referring to the other’s discomfort situation, tries his or
hers relief, a fact that comes close to compassion. Empathy comes as a
psychic phenomenon through which a person discerns, by entail,
someone else’s subjective experiences, fact that is closer to
understanding.

The difference between empathy and sympathy rests in the fact
that, in the first case we introduce ourselves, using the imagination, in
another person, as this is a cognitive act, while in the second case,
someone else is integrated in us, sympathy being part of activity field.

For the scenic transposition to be more appropriate and
plausible it is required to practice and to develop the ability to
empathize and, why not, to sympathize. In order to accomplish this
thing, the actor must develop also his interpersonal intelligence and
also the intrapersonal intelligence. The interpersonal intelligence
consists in the person’s ability to understand the others, to cooperate
with them.

The intrapersonal intelligence represents the ability to look
back at oneself, in the intimate and own interior.

The psychologists showed that these abilities are not generated
by a high level of intelligence, but that they represent a kind of specific
sensibility specific to practice and inter-humane relations. So was
born a new form of intelligence — the emotional one.

For instance, our face expression can express a large scale of feelings;
we are able to make the others feel important, loved and chosen, if we
manage to be receptive to their emotional problems.
The emotional intelligence represents the ability to perceive the
emotions in a correct form in order to promote and develop the
emotional and the intellect.
Inside emotional intelligence are included the following abilities
grouped in five areas:

e The domination of emotions — being aware of the elements

that are behind feelings, finding out the methods to face fears,

anxieties, rage and grief.

e The self-consciousness of your own emotions — introspection,
observing and recognizing a feeling based on the way it is
formed.
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e Interior motivation — conducting emotions and feelings
towards a goal.

e Empathy — the ability to show sensibility and care towards the
others’ feelings, to internalize at a physical and psychical
level; sometimes it brings affixes to the untold dimension of
communication, feelings those gaps of what isn’t told, what is
told only partially, because the humane language hides more
than it defines. The field between speaker and listener is
unstable, filled with mirages and traps. So the interpersonal
communication becomes a way of humane knowledge through
empathy.

e Settling and directing inter humane relations — it refers at the
ability and at the social aptitudes, the person being able to
know, analyze and control the emotions of the others.

In this context can be stated with certitude that the actor, in order to
authentically transpose on stage, is not enough to be endowed with
natural sensibility and talent, but that he has to practice and develop
abilities to empathize, he has to have a lot of imagination and interior
reflection.

We can’t find anywhere more clearly and in the same time more
necessary the empathy phenomenon as in the existing relation
between actor and character where I meets another I, involving a
series of psychological conducts and emotions.
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Eugen Ionescu Or The Colossal Eye Which
Shrewdly Looks Upon Us

Mihaela ARSENESCU WERNER*

Abstract: Promoter of a new theatre genre, Ionescu, this
terrible child, toadied or blasphemed, copied or violently contested,
chose as his dangerous toy the profound and captivating human
machinery; he dismounted it with cruelty, possessed by an aggressive
curiosity, tore it apart lucidly and methodically, then he extorted the
engine (that incandescent “why”), and afterwards, compassed with
remorse, he reassembled the toy into a totally different shape, that
was bearing a resemblance to nothing: the wheels, higgledy-piggledy
remounted, backlashed, the direction strived to “nowhere”, everything
seemed pointless; and then, the terrible child, already old and tired,
had fun laughing and crying and glued a weird, backwards spelled
label on the machine, making it hard for the critics to read it (silently,
of course, because the old child was cruel and vindictive) and, after
much hesitation, they deciphered: human condition.

Key words: Eugen Ionescu, theater of the absurd, situations,
distancing effect, tragic-grotesque

What is absurd in human existence? Everything. We are born
solely to fly unsettled towards nothingness... “Our own existential
condition is absurd: nobody wants to come in this world, nobody
wants to leave it”, Ionescu admits, while his particular creek of
creation resides in the tragic-grotesque battle between man and
death; the crisis of his characters is the deadlock of harsh reality,
anguish dominating as the supreme atmosphere. By forcing his
audience to laugh at was strikes as tragic, Ionescu succeeds, maybe
even better than Brecht (“his greatest enemy”), in creating the ranging
effect, a ruthless, farsighted look upon human condition.

Promoter of a new theatre genre, Ionescu, this terrible child,
toadied or blasphemed, copied or violently contested, chose as his
dangerous toy the profound and captivating human machinery; he
dismounted it with cruelty, possessed by an aggressive curiosity, tore
it apart lucidly and methodically, then he extorted the engine (that
incandescent “why”), and afterwards, compassed with remorse, he

* Ph. D. Prefessor at Drama Departement, “George Enescu” University of Arts, lasi, actress
at lasi National Theatre
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reassembled the toy into a totally different shape, that was bearing a
resemblance to nothing: the wheels, higgledy-piggledy remounted,
backlashed, the direction strived to “nowhere”, everything seemed
pointless; and then, the terrible child, already old and tired, had fun
laughing and crying and glued a weird, backwards spelled label on the
machine, making it hard for the critics to read it (silently, of course,
because the old child was cruel and vindictive) and, after much
hesitation, they deciphered: human condition. Often asked by the
elderly what the name of his game was, the peculiar child answered: “
I'm playing with the absurd, uncle Urmuz, with the absurd, just like
Jarry”... “And with whom are you playing, Jaques, darling?”... “With
tragedy and comedy, Mrs. Smith, I am falling about with laughter
when I mix them and then I'm crying, incapable to stop, because I
can’t distinguish them.”... “My, my, how odd, how queer and what a
coincidence!”...
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Ancuta Gutui, Loredana Ionita in “The Bald Soprano”

“We are ridiculous children, abandoned in this world, in this
huge, ruined house. We are playing, near chasms, with dolls” (the 13th
of August 1935).

Destiny made the present of the most ornery name, Ionescu, to
this old and tedious child (just as he, later, named his characters
Smith and Martin), a forename that figuratively resembles the notion
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of species’ selection — Eugen — and an extremely special literary
outcome that would diminish his fear of anonymity (“ I shall die
without playing a part on the European stage, which shall fall apart
without me”). Ionescu writes in a queer way, with a ruthless
ostentatious itch to “make noise”, giving the paradoxical impertinence
of the shy; however, his self-discipline is the one of a sedulous
student, as if Eternity would set him deadlines. The tragic and
incommensurate-grotesque fight of man with death, the inability of
accepting an ab initio known ending, the absurd of this “short pause
between two kinds of nothingness”, represents, as a symbolic fatality,
the skeleton of the whole dramatic creation of the one who observed
that: “There isn’t any society capable of abolishing human sadness,
nor is there any political society capable of freeing us from the pain of
living, nor from the anguish of death, nor of our thirst of plenary”.
Eugen Ionescu doesn’t whelm with stillness, the sarcasm doesn’t
generate fear, in his case, as with Beckett, on the contrary, the anguish
emancipates through the vent of a special kind of comedy, a weird and
awkward sort, obscure, because one does not know why one laughs
exactly: because of the characters displayed on stage or rather one
laughs at oneself, spectator of one’s own abasement of human
condition?

from the left to the right: Loredana Ioniti, Roxana Durneac, Bianca Ioan, Cosmina
Rusu, Ancuta Gutui
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When thought and language transform into clichés, disjoint, lose
sense, the human being finds itself caught into a limit situation. For
this particular kind of theatre, in which specific laws are concealed
behind a degenerate normality, progressively transformed into non-
reason, it is necessary for the performers to daringly experience self
relinquishment (not at all convenient!), in order to create a scenic
projection of themselves as objects, puppets, marking all people
resembling the character and, therewith, nobody.

Permanently being in a state of insurgency regarding the absurd
of human condition, Ionescu assigns tragedy with the quality of
avouching the reality of a fatality, of laws that govern the universe,
laws which are almost always abstruse, but at least objective; on the
other hand, comedy, an immediate enforcement of the absurd, doesn’t
have laws, it sometimes becomes portentous and even strikes as
tragedy, in order to avoid immediate recognition. “My plays” —
Ionescu admits — “may seem tragedies or may seem comedies, so as to
I am blindly incapable of making a distiction between the two”. In
existential philosophy, absurd means what cannot be explained
through reason, that which denies one’s justification to one’s actions.
In the theatre terms dictionary of Patrice Pavis (Dictionnaire de
Theatre), the concept of “absurd” is, oddly, the first to be
defined(...”how queer and what a coincidence!”...) : “what is irrational,
totally meaningless or illogical”.

One can find elements of the absurd in early theatrical forms,
dating way back, before the New Theatre of the ‘50s: Aristofan, Plaut,
in the medieval farce, in Commedia dell’Arte etc. By writing “The Bald
Singer” in 1950, Ionescu signs, next to Beckett and his Godot (1953)
the birth certificate of the theatre of the absurd, countersigned
afterwards by Adamov, Arrabal, Pinter, Mrozek. The human being
appears ” as a continuous abstraction in this New Theatre proposed
by these “parents”, incapable of finding a support-point in the
desperate search of an existential significance, ultimately refused. The
plot is not supported by a dramatic action, such as in the classical
formula; the dialogue and the dramatic interaction are illogical, the
absurd being an essential structural element in expressing the
irreparable diminishment of spiritually universal guiding marks. If in
judging the value of a masterpiece one takes into consideration
intellectual criteria, one may inevitably ask whether that particular
masterpiece is remarkable, from a profound human point of view.
Ionescu believes that “violence, cruelty and absurdity are the sole
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substance of the world”, the only escape, the only vent left to man
being laughter, giving the fact that everything else is death in silence,
in other words, tragedy. Tragic transfiguration ennobles the
performer, as well as the spectator who is emotionally involved
according to one’s tragic guiding marks (one’s tragic memory). In the
presence of tragedy, the audience is compelled to accept (by Richard
Coe) “the fatality imposed by the dramatic text”, in other words
tragedy is individually perceived accordingly to personal tragic
memory. In Eugen Ionescu’s work, tragedy and comedy coexist,
interdepend and become the essence of this dramatic “marriage”: “a
touch of mechanically applied to life equals funny. But if there is more
and more mechanical and lesser life, it becomes suffocating, tragic,
because it gives the impression that the world slips to our spirit”. The
identity of contraries (tragi-comedy) imposes by dominating every
artistic projections which follow the existential trajectory of humanity.
In Ionescu’s opinion “the masterpieces come from simple,
elementary, almost biological emotions. It is one of the great
definitive truths that can be stated in the matter of art.” One supposes
that the soul of the watcher liberates from trifling passions while
marveling at them on stage. How about the actor-performer? Does he
succeed in surpassing this mentally necessary , yet extremely
emotionally-exhausting exercise? The Ancient believed that only the
artist, depicting the essence of human feeling, is capable of producing
the elixir of immortality; creation is the most powerful “drug”,
uniquely offering it’s servant the illusion of eternity. Ionescu wanted
the artist to be a veritable philosopher in contact with reality, and
George Banu believes that, in order to play this particular genre, the
actor must have the guts to forgo the classical depiction of character;
nonetheless, in the absence of a firmly sketched psychology, with clear
age guiding marks, physical portrait — as classical accustomed us to —
the actor feels abandoned by his author, giving the fact that he has to
re-mount himself, on his own ( in bright situations, with the help of
the director!) and is required to find a proper mean of expression in
order to communicate with the audience. If, as above mentioned, each
individual supposedly suffers as spectator according to individual
tragic guide marks, comedy has a fundamentally collective dimension
(we laugh better together with everyone else, we suffer “better” in
solitude). Eugen Ionescu grinds away the term of typical, well-defined
character, depicting symbols of human existence; he depersonalizes
them, makes them equal to the world in which they live, standardized,
mechanical, being unable to establish real communication, their true
thoughts and feelings being burdened by a loquacity of regurgitated
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stereotypes ( the difficulty for the performer being the fact that he has
to choose the most appropriate means of expression).

Alexandra Cantemir, Cosmina Rusu

The lack of determination of the character means the refuse of
depicting psychological defined character, thus making them
interchangeable (in the end of “The bald singer”, the Martin family
takes the place of the Smiths) and execute automate movements (we
wanted this sort of mechanized kinetics to be an expression form in
the play “English without a teacher”). The new malady of the century
seems to be the credibility crisis; human behavior exhibits ridicule,
language disassembles thanks to super technology and the involution
of the spirit.

If one gives up one’s spirit, one becomes a dangerous
mechanism, warns us the author of the “Lesson”; as well as Orwell
installs the terrifying supremacy of beasts in “Animal Farm”, another
Ionescu will surprise the moment when machinery transform human
beings in slaves (Chaplin, an ace of burlesque, imagines in “New
Times” o machinery meant to lighten the burdens of ordinary people,
but if uncontrolled, becomes incredibly aggressive, freezing laughter).
Ionescu confesses that the first rehearsal of “The bald singer” scared
him, not because of the ludicrous text, but because the apparently
human creatures found on stage were violent, ridiculous and seemed
to have stepped out of a nightmare. (We used this suggestion when
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staging the above mentioned play, “English Without A Teacher” at
UAGE’s Studio, 2013). The stage mechanics amplifies through the
living element which is the performer, creating a new means of
expression, emancipated from the written page, thus making the
author of Amedee exclaim: “the theatrical creation is the answer to an
exigence which is enough for itself”. However, it isn’t that easy or
enough for the actor-performer: he has the difficult task of choosing a
proper way of depicting the core of existence, the language and the
actions suggested by the author; the expressiveness and the
playfulness of the actor must avoid the danger of transforming the
“non-texts” of Ionescu into “non-plays”( it is often difficult to avoid
this common trap, owing to the intricacy of the staging process).
Nichita Stanescu, the parent of the Non-words, teaches us that
sometimes summing
is made by detaching,
as a consequence “I
give advice” (quoting
Nichita) to the
performers subject to
this uncomfortable
exercise of absurd
theatre  scores to
forget any  other
previous method, to
make tabula rasa with
everything they’'ve
learnt from master
Stanislavski, because
his great method is
absolutely inefficient
Bianca Ioan, Loredana Ionita here.

This exciting
dramatized exercise represented the nucleus of staging Ionescu’s
“English without a teacher”(“The bald singer”), featuring IId MA
students, at the end of their thorough leaning cycle. The performers
confronted, without excluding the abrasive moments, the difficulty
that in Ionescu’s plays, the consistency of the characters relies not in
the elaboration of the actor, but merely in the character’s sole self;
while standard characters force the actor to organically shoulder a
specific dramatic destiny, in the theatre of the absurd, characters
seem to recite the lines of someone else, compelling the performers to
become... nobody.
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Through the themes which eternally depict profound human
spirit, Eugen Ionescu, this Picasso of the theatre of absurd, becomes
universal and, consequently, classical. “I am writing for my
contemporary”, this sad clown used to say, while dreaming of a
country where death were prohibited. Posterity made his wish come
true, since Theatre is the realm of immortality...

Why does one cherish the illusion that one can direct the
dramatic flounder between the two... “not to be”? Why does one
accept to play a part in a play with a foreseeable end? Simply for the
Show.

Bibliography

Ionesco, Eugene — Between life and dream, Ed. Humanitas,
Bucuresti, 1996 (Conversations with Claude Bonnefoy, transl. Simona
Cioculescu

Ionesco, Eugene — Notes and counternotes, Ed. Humanitas, Bucuresti
1992 (transl. Ion Pop)

Ionescu, Eugen - Theatre, Ed. Pentru Literatura Universala,
Bucuresti, 1968

Ionescu, Eugen — No, Ed. Humanitas, Bucuresti, 1991

Larthomas, Pierre — Le langage dramatique. Sa nature, ses procedes,
Ed. Armand Colin, Paris, 1972

Laurel, Rene — Ionesco ou le blandices de la culpabilite, in des Temps
modernes, nr.103, Juin, 1954

Werner, Mihaela — The Temptation of The Abyss, Ed. Princeps Edit,
Iasi, 2007

Notice reference:
“Mai ionescian decat... Ionescu”, Calin Ciobotari;

278



THEATRICAL COLLOQUIA

The Psychological Gesture Training Scenic
Expression Means Michael Chekhov Workshop
Held By Ragnar Freidank

Alexandra BANDAC*

“Every possibility opens to you”

Michael Chekhov

“We don’t move for the others; movement is a personal experience”
Ragnar Freidank

Abstrtact: Method is often mentioned in theatre schools.
Actually, the essence of dramatic institution is the method: of great
theatre people, of guiding teachers, of specialists in speech technique,
breathing or improvisation. The neophyte in the art of Thalia finds
himself lost at a crossroad of manuals and handbooks managing
theatre craft and usually is incapable of choosing a single path in his
evolution. However, the dramatic courses impose a certain filter to all
methods, usually focusing on a certain “solution” oriented to the
discovery of the character to be played.

Key words: method, Michael Chekhov, Ragnar Freidank

Method is often mentioned in theatre schools. Actually, the
essence of dramatic institution is the method: of great theatre
people, of guiding teachers, of specialists in speech technique,
breathing or improvisation. The neophyte in the art of Thalia finds
himself lost at a crossroad of manuals and handbooks managing
theatre craft and usually is incapable of choosing a single path in his
evolution. However, the dramatic courses impose a certain filter to all
methods, usually focusing on a certain “solution” oriented to the
discovery of the character to be played. In our country, tradition
assigns a certain propensity for the Slavonic pattern, the most know
manual being Stanislavski’'s The Work Of The Actor. Rigorously
constructed, yet slightly superseded, the favorite actor’s guide creates
a certain foundation in the mechanism of transforming the
performer’s skill into character, especially in the psychological type of
theatre.

Nonetheless, the process of training should overlap the three
years of practical academic study. Because it would be impossible,
after only six semester, for a young actor to be prepared to face the

* Master’s student at Drama Departement, “George Enescu” University of Arts, Iasi
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challenges on stage. And the method inherited from the Russian
maestro is almost useless in the context of a permanent and
staggering “upgrade” of the scenic expression means. Since the actor
nowadays ceases to be a commonplace creative performer of the
dramatic text, he is expected to be a tempestuous presence, the
quintessence of arts. The actor must also be a singer, an entertainer, a
dancer, a clown, joyful, sad, rope dancer, performer, spectacular.
There is a huge discrepancy between what we are trained to become,
studying the depths of universally renowned texts, and what we are
expected to be when on stage, giving the fact that the contemporary
tendency is of exploring, of experimenting. Yet another paradox of
the art I celebrate...

Consequently, the foremost quality of the contemporary
performer is, in my opinion, his adaptability. A professional
adaptability, of course, because the actor needs to respect the
strictness of his art, even in the most unusual staging. An adaptability
that conquers the paradox of Romanian dramatic school, giving the
beginner a chance to... begin.

I refer, naturally, to a continuous training of scenic means of
expression. Without a constant “fight” with personal limits, either
technical or emotional ones, the actor stands no chance in front of the
motley contemporary theatre.
Especially in the independent
field, which has lately become
a true rocket launcher of the
“tiny” titans of the new
generation.

Luckily, westernization
in the post communist era
forced us to adopt “healthy”
habituations in the matter of
dramatic training; young
actors benefit nowadays from
workshops held by heavy
names of European theatre.

Teatrul Fara Frontiere
(TFF) in Bucharest is one of
the institutions which
- organize additional dramatic
Ragnar Freidank courses. Since 2007, TFF has
been hosting a MasterClass

it/
(1
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summer program, meant to offer young professional actors the
opportunity of “meeting” with less hardened theatre methods:
Michael Chekhov, Sanford Meissner, Katrin Linklater, Rasaboxes,
Viewpoints, Commedia dell’Arte, Melodrama and Clown etc. This
year, with AFCN’s support, TFF benefitted from the presence of of
Ragnar Freidank, specialized in the Michael Chekhov Method, of
Marsha Cox, who held the Kristin Linklater Vocal Technique
workshop, and of Rich Brown, ‘ :

mentor in Viewpoints
Improvisation.

However, the “star” of the
program was, undoubtedly, the
Michael Chekhov five-day
training. This years’
MasterClass edition surprised - -
the participants with the
special presence of a MICHA
(Michael Chekhov Association)
accredited coach, professor at
Columbia University and co-
director of the Routledge DVD
series, dedicated to Michael
Chekhov: Ragnar Freidank.
Meeting with this “propagator”
of Chekhov’s method was an
experience itself. For, from my
point of view, it is vital for the
artist to acknowledge the great encounters in his evolution: with
valuable texts, with difficult, yet exciting characters, with inspired
directors, with gifted mentors, with “generous” fellow actors, which
are willing to share their craft... Obviously the list may go on, owing to
the fact that the “stock” one is required to have when one adventures
on the frail, yet tumultuous, realm of creation is a complex one and
cannot be comprised in words. Undoubtedly, I have had a few
encounters which have changed my way of perceiving theatre.

As I above mentioned, dramatic school prepared me, on a ground
level, to unraveling the character, as to being able of endeavouring
myself from the written text to the final step, presenting a real person
on stage, especially in the realistic type of theatre. However, there are
harsher “tests” of artistic capabilities, which cannot be “premeditated”
during school (taking into consideration the condensed form of
academic courses). That is why individual training has such an

inscrieri pana pe 25 iulie
tel. 0727.86.66.73

Atelier Viewpoints
26 — 31 augus
Rich Brown, SUA

Atelier tehnica vocala Linklater
19 - 23 august
Marsha Cox;

manla
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important role in personal artistic development. Michael Chekhov
combines a series of exercises, meant to supply this blank in theatre
training, into his manual. Born and schooled in Russia, pupil of
Stanislavki at the Art Theatre in Moscow, renowned in France,
Germany, England, Chekhov meets celebrity in the USA, where he
forms a true dramatic school for Hollywood’s stars. Clearly, his
method is based on Stanislavski’s structure. The merit of this young
mentor is that of contracting and of streaming the line of the old
artistic guide: the classic “why?” becomes “what if?”, the inner movie
is translated into a series
of imagined images etc.
However, the novelty
relies in the fresh
exercises meant to train
the scenic  impulse
“receiver”: sensibility.

The six-day
workshop supported the
idea of exploring
Michael Chekhov’s

technique and also the
actor’s art. Together with
Ragnar, we
enthusiastically
remembered that on
stage anything may
happen. @ The  most
valuable lesson, apart
from “trying” the
Michael Chekhov work
technique, was
exercising freedom.
Since the actor, under
the sheer light on stage,
has the chance of
knowing how truthful,
yet anguishing, freedom may taste: he is capable of molding a
character in a thousand different ways, yet he can’t do it anyhow. The
quality of his presence generates a certain responsibility, which
ultimately becomes an obstacle iin the way of stating the actor’s true
self.

282



THEATRICAL COLLOQUIA

Freedom that obstructs? As a matter of fact, yes! That is to say
an old convention of the conventions’ art imposes a goal for the actor,
a motivation of his presence in the spotlight, making the lack of
obstruction the most difficult exercise. Together with Ragnar we
sensed the limits of what we “can” or “cannot” do on stage. That is
how we found out that the panic of freedom is, actually, a false alarm,
since psycho-physical barriers are generated by individual experience,
by no means being born from a further projection of one’s self on
stage.

Michael Chekhov draws the attention upon the three coordinates
of the actor’s art: imagination, the center-piece of creation,
correspondent of thought on stage; inspiration that is strictly
connected to the realm of sensation and feeling, and intuition — the
profound step alongside creative dimension, having subtle
connections with raving ( conscience, unconscious, subconscious).

During individual training, of foremost importance is psycho-
physical versatility. By understanding the utmost importance of the
connection between bodily control and emotional stability, one may
be on the proper road towards performance. As Ragnar explains, “we
aren’t moving for others; movement is a personal experience, guided
by sensations”, generating, on its own, an interest of truthful
impulses. An actor’s art becomes obviously richer when the performer
realizes the existence of a psychological space, soaked with
possibilities and creative freedom. Movement, in Michael Chekhov’s
opinion, is a rather commonplace exercise, however crucial in order to
train imagination: “... movement will wake up in you a need, a will or
a precise aspiration; the force of movement disturbs will’s power”...
“The quality of movement awakes in us a correspondent wish”. That is
to say that through our physical body we intercept, but also generate
creative impulses, and through our imaginary body we are able to
transfigure reality on stage. By moving, we can free our body from the
sheer coercion of “what if?”, and make it responsive to impulses,
sensations. In every actor’s “routine” before rehearsals/shows should
exist these exercises that “broach” the psycho-physical channels, since
our craft demands us to be focused emotionally and bodily.

In our journey through Chekhov’s method, we discovered the
quality of movement; the Russian mentor establishes four
coordinates: molding, flying, floating and radiation. These are meant
to ease the actor’s effort in taking upon himself a set of foreign
psycho-physical data(belonging to the character) and then, of
“arousing” certain individual sensibility centers (the personal
strainer), by exercising movement. The more vigorous the training is,

283



THEATRICAL COLLOQUIA

the more skillful the actor becomes, helping the performer to be
relaxed and ready for performance on stage.

Is Michael Chekhov’s technique enough in order to succeed?
Certainly not. However, trying to execute his exercises is an useful
challenge, since imagination — that Stanislavski’s disciple decided to
un-dust, is from my point of view, the core of stage intellect. Far from
mathematizing artistic craft, Chekhov succeeds in sketching The Work
of The Actor, and, in the same time, comes up with practical solutions
in overcoming minute and deep inhibitions of the actors of yesterday,
today and, probably, tomorrow.
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Under The Sign of Play

Anca Doina CIOBOTARU
Spectatorul de Serviciu

‘This year FITPT is playful, and even richer in events than any
other previous editions. This is how a cultural event should be
organized; it should be dynamic, evolving and surprising!” This
message of the Artistic Manager of the festival — Oltita Cintec, gives us
the essence of the VI edition of the festival by means of which Iasi
could breath at the beginning of October, invigorated, in a European
rhythm.

The opening was marked by the appearance of Happy Prince.
The play and modernity of Radu Nica’s approach and his team have
been put at the service of emotion and poetry. The story weaved from
rhythms, images and body expression surprised, generated debates,
helped us remember what is really important - to look for and find
happiness.

Also about identity and the joy of everyday life have told us
(speechless) Sarah Rowland-Barker and Nick Palmer (Great Britain),
which presented to us Bob. The audience, adults and children, have
been invited to take part in the story and play and have been led
skillfully by Nick Palmer, with the precision of a watchmaker and
creativity of a child.

The “Odeon” Theatre and the Association “Classic is Fantastic”
(Bucharest) have invited us to a time travel to Vivaldi’s Childhood.
Paradoxically, Monica Ciuta leaves Vivaldi with his look on the
scene, in spite of the efforts of her stage partners and the genuine
interest of the audience in the room. And the idea was so promising...

The project The Mediterranean Utopia, initiated by
Ateliercunechon (Italy) and the ,State Theatre for the Youth -
Kabarasov” (Rusia) has surprised by scenic images, engagement and
actor’s effort. The masks, rhythms and movements made us go
beyond the words which were lost under the Atrium’s dome, inviting
us to think of death, unrest, search, temptation, wishes and soul.
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The physical limitation of objects can be overcome only by the
animation theatre Deksels!

The lid was opened and the audience in the small room — again — was

caught in the play of ,Puppentheatre” (the Nederlands). Objects were
turning into actors, embodying characters, sharing speechless stories.
Live music by Pieter van Dijck created an atmosphere, where it
seemed natural for a beer mug and teapot to fall in love, for a castle to
fly, for a clock to dance, even if Irene Laros could be seen by the
audience, she knew how to withdraw into the shadow of her puppets.
Two travelers to the world of stories.

The stories unrolled in front of the audience in a generous
variety making children meet both Rapunzel (Tandarica Theatre —
Bucharest), and Pacala (,,Guliver” Theatre — Galati) or The Love of
Three (,Puck” Theatre — Cluj Napoca). The presence of puppets,
masks and on-stage animation was a common feature; and as if in a
strange hurry in interpretation, in a certain state of detachment in the
relation with the puppets which gave life to characters.

Pavel Vangeli (Praga) arrived for two days into the Small
Room. He came accompanied by his puppets and invited the audience
to enter into the world of numbers of the Cabaret type, touching,
ridiculous, funny. The Clown and His Son, The Bass Singer,
The Devil and Angels, The Shipwrecked, or The Skeletons
brought joy to both children and adults. The world traveler, the
puppeteer talk about themselves, about us, about joy and the freedom
that music and dance bring to us.

The play, though, can give us the chance to travel into our inner
self — beyond hypocrisy and appearance. Alexandru Dabija also did
this, he provoked the audience to enter into the world beyond the text
of Creanga and to take a less comfortable seat in a space between life
and death, between tears and laughter. The Goat with Three Kids
(Act Theatre — Bucharest) and A box (The Youth Theatre — Piatra
Neamt) — two captivating and baffling shows appeared as two big
mirrors of our cultural identity, of shadows sprung from the sleeping
consciousness of real values.
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Emotional and disturbing Chunks of life have been offered to
us also by Ofelia Popii (National Thatre ,Radu Stanca” — Sibiu), in a
show concert where the play was doubled by professionalism. Lia
Bugnar, the author of the text and the show says: ,Chunks is a chain
of stories, an intersection of destinies which are all centered around a
man with whose death the play begins (...) And when the chameleon
Ofelia Popii is divided into so many chunks, the show rightfully can be
entitled Ofelias. Not that this show could have had a better destiny.”
Lucky is also the audience that took part in this stage meeting.

About the shaded faces in Games in the Backyard, has also
told us the Act Theatre (Bucharest); it also obliged us to go back to our
inner-self and ask ourselves: ,How do we relate to others?”. The same
question, but in a jovial key was asked also through the shows Zic-
Zac and Salt and Pepper Mother and Father.

Even Crina Zvoboda played as a ventriloquist, with charm and
good mastery of techniques specific to interactive shows. Children
applauded and we recognized — once again — the role of television in
promoting artists

For the Iasi Theatre School though, the celebration was even
more complete. The last evening of Hop in Iasi for the four laureates
of the Hop Young Actor Gala, it was full of emotions and joy; the four
of them are graduates of the Iasi School of Theatre.

We can congratulate the organizers, we have had this year
again a chance tobenefit from a festive atmosphere, book launches,
lecture shows and the Lowendal Exhibition — An aristocrat in the
Spotlight that have added refinement to the VIth edition of the
International Theatre Festival for the Young Audience.
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On the Art of Romanian Puppeteers
Anca Doina CIOBOTARU

-
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Editura SEDCOM LIBRIS

The actor Toma Hogea has kept his word; he has ended his
journey through the discrete and enigmatic world of master
puppeteers; volumes III, IV and V were published and now we know
more About the art of Romanian puppeteers. Thus, the history
of Romanian puppet theatre has had the chance to record not only the
techniques and shows but also biographies that influenced its path in
the second part of the XX se century.

The five volumes (written in two years) can generate multiple
debates and speeches — no matter how numerous they are, they are all
useless. The puppeteers actually talk to us about the art of
Romanian puppeteers and their dialogues are equivalent to a
gesture of reverence and declaration of love addressed to their
colleagues. Even if he does not teach any more, Toma Hogea gives to
readers the most important lesson: the lesson of generosity and
recognition of values, engagement and joy of accepting the destiny to
serve unconditionally the art of puppeteers.
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What have you done to us, Sir?

Anca Doina CIOBOTARU

What have you done to us, Sir? asks us and asks himself,
a man of theatre, Constantin Brehnescu in his last memoir volume.
Memoirs cannot be evaluated; these refer to storyteller’s life; what
could be added to his words?

An invitation to lecture is obvious ,,Some events that come to
my mind, I would like to share with readers who have the will and,
especially, goodwill to read these lines. I try to describe in these pages
some instances from a series of events, some of them more important
than others, lived by me and Lulusa throughout the years; a difficult
journey, not always accepted by everybody, together with people who
shared our thoughts, dreams, wishes to define our artistic personality:
sometimes with joy, other times with sadness or, even with fear,
which is, maybe, more difficult to imagine.”
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From Theatre To Pluridisciplinarity

Ioana PETCU°*

Academic professor Gheorghe
. Ceausu  propounds, through
UNATC Press Publishing House, a
considerable book in which the
follower — and here are targeted
lM 3 only those specialized and strictly

P interested in certain research areas

d omenii is invited to think and to build

GPeof. univ. de. Sheotghe Ceausu

9 a{zsciplzne

on his or her own directions. 9
discipline plus 3 domenii (9
Disciplines Plus 3 Domains) is a
track for the young students and
researchers, whether they come
from philosophy, theatre or
cinematography. It is a call
launched for those dedicated to
intimate study aiming the
discovery and development of new
themes of debating, which could
bring together different areas. The
opening message is revealing about the target public. The author says
with a profound sound: “A book is also a thing that, when it wakens
and attracts one’s attention, becomes a thing that has found its goal
registered by its maker to the recipient’s conscience. I say this because
in every day life we notice that things made with a certain intention
got different finalities. It is like a book is used to cover a milk ewer,
instead of reading it.”

9 Disciplines Plus 3 Domains presents study programs with
bibliographies and research themes, centered on cultural
anthropology, spectacle arts, axiology, general aesthetics, film
aesthetics, history and arts interference, history of philosophy,
cultural recipience and culture theory. The thematic of this nine
disciplines is compound also by intercession of three “tool” domains:
1.) hermeneutics, 2) semiotics and semantics, 3) symbolics. As a
matter of fact, the overlapping of debating areas is extremely

* University assistant Ph.D. at Theatre Faculty in “George Enescu” University of Arts, Iasi,
Romania
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interesting and alluring in this book of the prestigious professor.
Capitalizing on introduction texts in the beginning of every chapter,
the author exposes his definitions and concepts with clarity and
equilibrium, opening a fortunate dialogue with a reader that knows
that ideas can be surmounted, shaded in a fine gnoseological network.
Out of the many segments in which the domains can be categorized,
from the structures that proposed programs are organized on, there
are many directions of a maximum interest that can be found. Here
are just a few examples from the curriculum of the Film aesthetics:
Cognitive dimension of endings, Is there a “golden age” of film?,
Comparative study between the theatre actor and film actor on the
criteria of transciency, The symbol in the film art, The film — emblem
for a civilization, Does there exist a aesthetic censorship? — and the
examples could go on for a long time, because this single argument
contains, in the scholar’s proposed list, 297 themes. Whether on form
of statement or in interrogative form, the themes are of utmost
fecundity, large and incentive as well.

Beyond the rigorously polished writing lines, we discover
author’s wish to coagulate and leave as heritage a count of formulas in
which he concentrated his whole professorial chair work. We
understand this way a special carefulness for the years of long activity,
as well as for the future of those that barely started to compose their
own bibliographies. Gheorghe Ceausu leaves room for a thematic
stream, a base of important documentation, 9 Disciplines Plus 3
Domains constituting a matter that can be unexpectedly fruitful when
the young researcher encounters it. There’s nothing more beautiful
than to prepare your disciples with reliability and generosity. And this
is a way of giving valor to one’s self.
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K.S. Stanislavski — A Conglomerate Of Ideas
Starting From A “System”

Departamentul de Cercetare al Facultitii de Teatru

Cuaietele Bibliotecii UNATC

volumul S/nr. 22011

K.S. STANISLAVSKI §] FUNDAMENTAREA PSIHOLOGICA
A ARTEI ACTORULUI

un suport de curs de
lect. univ. dr. Mihacla Betiu

Ioana PETCU

To speak today  about
Stanislavski’s system may seem a
obsolete thing, as there exists a
complex bibliography dedicated to the
Russian author and educationalist,
and multiple methods which derivate
from this mainstream of actor’s art in
Europe, too. Nevertheless, Mihaela
Betiu, lector and doctor at Theatrical
and Cinematography Art University

(UNATC) in Bucharest, offers a work
for the students and professors — and
this is, in our opinion, more than a
teaching frame, as its author labels it
— it presents, explains and debates the
work of K.S. Stanislavski. However,
the form embraced by this study is a
complex one and it does not limit on a
merely exposure of some data collected from The Actor’s Work With
Self and My Life In Art. And this is it, of course, meritoriously. To
really get on the efficacious comments that open paths for new
“apprentices” that enter in the mysteries of acting art, Mihaela Betiu
undertakes a vast proceeding, contouring the theatre image in Russia
of the centuries precursory to the great renewal brought up by the Art
Theatre director in Moscow, and hence explaining the course of
cogitation streams and artistic movement of this region. The
ingression in history of theatre made this way is welcome. Passing
through a careful and meticulous built biography — a biography that
presents aspects not so well known from Stanislavski’s life, such as
last period of his life or the confrontation of Stalin and communist
doctrine -, this researcher sketches with touches sometimes fine,
sometimes stronger, a portrait that, along the work’s corpus, will
remain engraved and will give a suggestive nimbus to the whole
comment about Stanislavskian creation.

Mihaela Betiu does not delimitate to a mere exposure of main
opinions detached from the two books previously mentioned. She
comments and opens directions in her quest over the Russian director

UNATC PRESS
ISSN 2065 - 7455
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theories, alongside the students she addresses to and invites to
ruminate, between the lines. Having valuable remarks, including here
the footnotes — where very debates with readers are developing — the
author does not overlook anything, not a single definition, not a single
term, not even one aphorism. Well structured in its shape, the study is
provided in the end one Addenda where the basic terms are specified,
to conclude for an educational method which yearns for a maximum
usefulness and efficiency. Leaving the last word to Stanislavski
himself — “The system is a guide to reach for creation, but not a goal
in itself. The system cannot be played (...)” — the UNATC professor
simply propounds a prolific canvass, about the actor and theatre, to
the person that had read the pages and has the ability to set up
questions and possible answers.

Note: The notebook Caietele Bibliotecii UNATC - K.S.
Stanislavski And Psychological Foundation Of Actor’s Art can be
found in the library of “George Enescu” Art University in Iasi.
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Bogdana Darie — How To Write About Man

Ioana PETCU

When the actors bespeak
talent for pen, it is important to
discover themselves with honesty,
just as they are, beyond the stage,
in front of the immaculate paper,
creating there — out of nothing,
stories in which they left a little bit
of them, of their life. The play
without mask is a challenge and a
different experience with the self-
identity. For Bogdana Darie this is
a happy occurrence, because she
has a very equilibrated passing
between the stage exercise and
that of writing. She proves it also
by the exceptive autobiographic
book dedicated to Tamara

: : Buciuceanu Botez, namely
Editura Estfalia . . %
2012 Tamara Buciuceanu — O viata
dedicata scenei (A Life Dedicated
To The Scene), released this year, and also by the theatre book
Duminica lLinistita (Easy Sunday), published in 2012 on Estfalia
Publishing House. The latter release, that collects inside its bindings
five plays, propounds a lection that satisfies, slow but surely, an
undisguised reading that sends to an often dramatic truth. With a
surprising simplicity, the texts limn a horizon having precise lines,
where one can glimpse a few key themes: the identity-alterity relation,
seeing present from the past, problems of imagology.

The author has the ability to treat in fine, minimal contours,
realities of a Romania known by all of us, but when described in this
manner, is stressed out in a brighter light. A subject that goes towards
an unifying line in the first four texts is the Romanian emigrants
perspective. Being a theme that seems to have more mindfulness of
Europe than of ours, the emigrants problem is launched for debating,
whether the writer speaks about people from poor social environment,
or when she exposes the condition of those gone abroad for studies,
already integrated in foreign countries. Bogdana Darie’s theatre,
beyond the individual dramas that it shows, and the psychological

Bogdana Darie
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turns that they got in, it is a sign of caution for some social and, no
doubt about this, political aspects. Gare d’Austerlitz it is a intensive
text, of small dimensions, but with a great inner energy, having a
incisive writing. Gare d’Austerlitz it is not just a topos of East and
West meetings, of mentalities and prejudices encounters or just a
point of diversity, but it transforms, with colossal proportions, in a
space where the fantastic thing is possible, where the reality vanishes,
leaving a room for the transcendental. Even only for a moment. The
life stories of a violinist of Rom ethnic group and of a Romanian
juggler intersects here, a unique moment in its beauty, in intensity
they live it and a moment that demonstrates the truth finally spoken
by the Tall Boy: “the border we must cross is inside us. The border is
inside our selves. And we pass over it when we understand that, on
the whole, everything it’s a question that it’s up to ourselves. Our life
dwells definitively in our hands.” We find again this idea in all other
plays that follow: Intr-un alt timp (In another time) — a sort of drama
rooted in Camil Petrescu’s Jocul ielelor (The Iele’s Play), Ghetarul
(The Iceberg) — a soulfulness ,slice of reality”, in Visul Isoldei
(Isolda’s Dream) — a monologue with Freudian shades, or in
Duminica linistita (Easy Sunday). The play that lends its title to the
book offers a lesson in neutrality, in auctorial transparency,
establishing itself also as a possible cinematographic version. The
modern woman’s drama, the modern man’s drama, the drama of
lonely man and of lonely people are the themes of thinking, when the
act of reading goes beyond the action itself, construing the situations
and the larger context from beneath of the presented story line.

About man the writing is done with an honest view, with a
relaxed sight, but a sight that goes deeply, behind the words, into a
stirring — sometimes racking - reality. Bogdana Darie speaks about
man as she would speak about herself, getting her reader caught in
the invisible web of her pages, making him to live there, charmed,
turning him towards himself, like mirror image. Because even she, as
a writer, mirrors herself like that.
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