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Art - Identity — Ideology

Sorin CRISAN®

Abstract: The search for the specificity of the arts implies a re-
evaluation of the concept of identity and of the relations it draws with the
ideology and morality of the time in which the work is represented, on the one
hand, and with becoming, and, thus, with the being of creation, on the other
hand. Our study takes into account the performing arts (but also the figurative
ones), in order to retain those features of convergence or, on the contrary, of
divergence, born from the need of the art (any art) to assert itself by difference
from the other, and, paradoxically, together with the other.

Keywords: theater, performance, art, identity, ethics

The concept of “identity” is usually related to individuals and
communities. Nevertheless, we are going to illustrate that it may also relate to
arts. Thus, “Who am 1?7, a question that is specific to psychology, appears
within ontology, phenomenology and culture. “Identity”, a highly
interpretable concept, is not a mere sign or label, as it concerns the theme of
the Self related to the other, as well. It is about a person who questions his/her
existence and purpose in regard to himself/herself and the other (or others),
that is the (re)discovery of the being.

In other words, a person who asserts his/her identity is one who intends
to be in concordance with himself/herself and with one’s universe. However,
if the acknowledgment of one’s identity may imply a relative tranquillity, the
situation will change when others’ appreciation others’ appreciation is

* Professor PHD at the University of Arts of Targu Mures, Roménia
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requested. It is not about interpretations of a secondary interest, but about a
real tension, which both the individual and the associated social group try to
respond. Eventually, each and every one of us has a conscious or subconscious
desire to express his or her uniqueness and to narrow down the palette of
ambiguities. The great challenge of this race towards a recognition of identity
resides in the following statement: “I am unique and there is nobody else like
me!”.

German psychologist Erik Erikson was concerned with the genesis of
personality. In his opinion, “identity” deals with “the subjective and tonic
feeling of a personal unity and of a temporal continuity”. This definition
reveals a double process that takes place “within both the individual’s
educational magnitude and the cultural area of the community”.! It is noted
that Erikson re-elaborates the psychoanalytic perspective. He brings into
question the cultural dimension of the identity and this aspect reclaims a
distinction. But how could someone cope with these both wishes: the assertion
of uniqueness and the affiliation to a certain group? Is it necessary to affirm
the difference and, then, to “get rid of” the others? Also, if someone accepts
to become part of a group, will he/she lose his/her originality? Will he/she give
up to himself/herself? If there is a medial distance, what will be the separating
border that also gets the Self close to the Other and allows their cohabitation,
while there will be no agonic struggle for affirmation and recognition?

The concept of “identity” is mainly used in sociology and
psychoanalysis. Nowadays, “identity” often hints at “national identity”’, which
is revealed as part of the multiple political mythologies that have arisen during
the century of nations.

However, in sociology “identity” implies an adherence to both the Ego
and the Other. It is an undertaking that differentiates the individual and, at the
same time, it connects him/her with the others, while looking for the best
strategies to become “a part of the world” — to adopt social roles, Goffman

! Erik Erikson, Adolescence et crise. La quéte de l’identité, Paris, Editions Flammarion, 1972,
p. 13.
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would say? — and, in a way, resisting the mechanisms of globalization (as for
a psychoanalytic process). Therefore, the focus is on the similarity process.
Philippe Pedrot and Michel Delage use psycho-social instruments and place
the “identity” on three distinct levels: the adherence to a group, the alliance
(i.e. the interaction with others) and the filiation (in other words, the
continuity, which once again brings into question the issue of temporality in
the identification process).> In fact, the readjustment of the ratio between
“personal identity” and “collective identity” is one of the contemporary
individual’s major challenges. Both inter-personal and intra-personal
interactions confirm or deny the very identity, which is either taken upon
oneself or assigned.*

On the other hand, in psychoanalysis, as far as Freud is concerned,
identity signifies an act of perception and a function of the unconscious. It also
expresses an early form of affective attachment towards an object.
Consequently, identity is validated as one that takes over the attributes of
another subject as a subscription to an “as if”, following a phantasm with
sexual content or being produced by a phantasm.® There are convincing
examples, like the famous “Dora case” (Ida Bauer), or the butcher lady’s
dream in Dream Interpretation and especially the analysis in Chapter VII from
Group Psychology and The analysis of the Ego (since 1921). In order to be
able to identify oneself with the others, i.e. to have one’s identity validated,
there should exist a “corresponding element” (a link, a transfer, an “inclusion
of the object within the Self” (acknowledged as an engorging act or
cannibalism). Thus, Freud mentions the necessity for acquiring some traits that

2 Cf. Erving Goffman, Viata cotidiand ca spectacol [Daily Life as a Spectacle], translated by
Simona Dragan and Laura Albulescu, preface by Lazar Vlasceanu, Second Edition, revised,
Bucharest, Comunicare.ro Publishing House, 2007.

3 Cf. Philippe Pedrot, Michel Delage, Identité, filiations, appartenances, Grenoble, Presses
Universitaires, 2005.

4 Cf. Edmond Marc Lipiansky, Identité et communication : I’expérience groupale, Paris,
Editions Arman Colin, 1992, p. 262.

> Roland Chemama (coordinator), Dictionar de psihanalizd. Semnificanti. Concepte. Mateme
[Psychoanalysis Dictionary. Signifiers. Concepts. Precepts], Second Edition, translation,
Foreword and additions on psychoanalysis in Romania by Leonard Gavriliu, Bucharest,
Univers Enciclopedic Gold Publishing House, 2009, p. 149.
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belong to the closest ones, i.e. the necessity to resemble them. Ultimately,
Freud aims at a libidinal investment (the idea that Freud would rectify within
an article entitled “Disappearance of Oedipus Complex”, which was written
in 1925%) and identification itself will activate the Oedipus Complex. The child
looks up to his/her parent. Consequently, the child reaches an ambivalent and
paradoxical reaction that is actually normal, from a psychoanalytic
perspective. Thereby, the attachment for the same-sex parent is doubled by the
desire to suppress and eliminate him/her. Freud explains: “The act of
becoming one with the model will allow the Self to gain a proper identity,
according to the Self that was taken as a “model”.” Freud uses this theory so
as to explain homosexual acts: the Self borrows or takes the energy of the Ego
in order to mould oneself round the object of desire (Freud mentions the
identification of the boy with his own mother), but, paradoxically, the child
refuses any blending of ideas. When it is impossible to absorb the object of
desire inside the very Self, the Id reveals itself through symptoms (for
example, the father's cough, which Dora copies). Freud's second topic presents
the mechanism and successive stages of self-differentiation in a more coherent
manner.

The reflexive pronominal form “to identify oneself with” confirms the
dynamics of the subject (Lacan’s “identification of the significant one”). It is
a temporary state of continuous movement between desire and paragon, which
may be noticed during the separation process between the child and the mother
(a symbolic process of emasculation). However, reconfiguration of plurality,
which is typical of the multiple significant ones, aims at finding the “one”, the
individual one, or the very uniqueness that produces distinct recognition and
assertion features of the same. Therefore, identification depends on an image
in which the subject recognizes oneself even when the significant one blends
in the extended system of significants. The situation is obvious in Lacan’s

¢ V. Sigmund Freud, Disparitia complexului Oedip [Disappearance of Oedipus Complex],
1925.

7 Sigmund Freud, Psihologia maselor si analiza eului [Group Psychology and the Analysis of
the EQo], in: Opere esentiale [Classic Works], volume 9: Studii de societate si religie [Studies
on Society and Religion], translated by George Purdea and Vasile Dem. Zamfirescu, note on
the edition by Roxana Melnicu, Bucharest, Trei Publishing House, 2009, pag 117.

10
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“mirror stage”. The individual identifies one’s Ego outside the Self and it is a
moment of surprise. Afterwards, a split occurs and it triggers the alienation
symptom.

The same (or almost the same) situation may be perceived when arts
are taken into account, even though identity is so intimately related to:
ontology, being, becoming of the being, empathy, imitation and projection.’
Arts, along with their forms and structures, become real subjects (they actually
embody a being).’ They demand identity, regardless of the orientation and the
meaning caused by a representational thinking process. The purpose is to
acknowledge and understand the inner reality of the created object (the work
of art), but also to draw close the individual who betrayed it, while linking the
objective-intelligent meanings to emotional ones. The starting point in
understanding the identity of arts is represented by the subjectivity of creation.
Post-modern show (and mostly post-dramatic theatre) is a noteworthy
example that explains how art no longer invites to contemplation, but to an
active participation through viewers’ eyes. The spectator’s sensitive
experience may be explained by the intersubjective connection between the
play and the addressee. Meyerhold’s constructivism is a good example in this
respect. It was based on performing principles that would radically transform
the scenic space. How could one understand this idea? Avant-garde artists
believed that an answer to questions about the meaning of life was not sought
through reasoning. The artist as a builder hugged that belief and used all the
necessary skills in order to lay down the foundation of a new world. It would
be different from the classic world of realism. This is the true way of
understanding Meyerhold’s biomechanics: an implementation of basic
principles specific to constructivism. It defines a correct layout of both the
scenic space and the play itself. Thus, the metaphysics specific to any artistic
endeavour, the inspiration and the “emotions” are rejected. The artistic creed

8 Cf. Jean Laplanche, J.-B. Pontalis, Vocabularul psihanalizei [Vocabulary of
Psychoanalysis], supervised by Daniel Lagache, translated by Radu Clit, Alfred Dumitrescu,
Vera Sandor, Vasile Dem. Zamfirescu, coordinator: Vasile Dem. Zamfirescu, lexicographic
coordination: Alexandru Skultéty, Bucharest, Humanitas Publishing House, 1994, page 182.
° The subject on being of creation is treated in one of my books.

11
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(or even the aesthetic one) cannot be found within the psychological
experience of the scenic event. But, indeed, it is reflected by the actors’ body
and movement. Let us remember Nietzsche’s words, according to which the
only existing truth resides in our flesh and blood.

If one considers figurative arts and admires Paul Gauguin's 1888
painting, Van Gogh Painting Sunflowers, he/she feels the painter's desire to
represent another painter. The latter also manifests a desire: to accomplish the
representation of his own object of desire (the desire of the other’s desire),
which is metaphorically symbolized by a flower pot and he is at the point of
painting the yellow corolla. Most likely, Gauguin used his imagination in
order to portray his friend. He aimed at capturing defining and intimate
features and he was not interested in Gogh’s appearance, nor in the action. The
one who is represented, Van Gogh, seems wrapped up in his activity, tired and
uncommunicative about his work. There is an identity game that avant-garde
Gauguin initiated. Thus, the rthythm of the lines and the alternation of pure
colours (such colours were eagerly sought by the impressionists who were so
much admired by Gauguin) illustrate both the creator’s way of living and the
specific existence of the created object. One could wonder whether a pictorial
narration demonstrates a game of otherness or whether there is something
more complex: a labyrinthic process of building an identity that is toilsomely
outlined? When Van Gogh saw the portrait, he stated that his friend had
painted a fool and he became angry. Afterwards, Van Gogh quenched his
anger and considered “he was extremely tired and loaded with electricity
[s.m.].”

The situation had an echo. In 2020, Gauguin's painting was revised by
a young French artist, Louise Herbert. She tried to imagine herself as a
multiple and moving being, while she was judging both her physical and
emotional substances. She would say: “... my self-portrait, which settles into
shape by the atelier portrait of an artist who envisions himself while painting
sunflowers, is the spitted image of my identity.”'? We are witnessing a double
reversal (and a multiple game of mirrors), in which identity is no longer based

10 https://www.univ-lyon3.fr/exposition-virtuelle-arts-plastiques-les-identite-s#body,

accessed on 02.06.2021.
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on arguments and primary reasons. Actually, it is created through searches and
transmutations that, at the last moment, sight out transgressive acts and a
hyperbolic image of reality.

At the same virtual exhibition that was organized by “Jean Moulin”
University of Lyon in 2020, artist Estelle Magnin used the image of the mask
and restarted the discussion about differences and similarities within the
process of creating identity. She stated: “Identity differentiates us within a
group and it is actually based on both our past and the values that guide our
existence. These traits make us who we are. Thereby, identity represents an
individual’s inner life, as well as to what extent he/she decides to reveal it to
the others. And that is the theme of the mask. The mask is used to present a
certain beautified image, but it also represents our true inner side. Identity is
influenced by external factors because the individual belongs to a group of
distinct people. Inner identity singularizes each of us and one resembles the
other merely due to social identity.!!

Identity cannot deny plurality within the framework of performative
arts, as there is an endless diversity of creative forms. One may talk about
mutual borrowings and, sometimes, about very surprising ones. Within the
20™ century, but, mostly within these first two decades of the 21° century,
scenic creators (and, at the same time, the play they create) seek to reflect
themselves, rather than to reflect the art they love or the culture they belong
to.

Jan Fabre’s 24-hour performance, Mount Olympus, is an odyssey with
a stunning, powerful and transgressive dynamics. Jan Fabre sought to cancel
every proof that he could have been influenced by his forerunners. Thus, he
denied his affiliation to any culture or artistic current.

However, Jan Fabre, the “Cultural Instigator” from Anvers, had the
intention to draw the spectator into a unique experience. Identity issues would
point original resorts, metaphorically and in its own sense. Canons would be
insulted. Sensitivity and spectators’ caprices would be defied. Time as

1 Ibidem.
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temporality and duration would be questioned (Gérard Genette'> mentioned
time as the “length of process”).

During Mount Olympus the lines were spoken in French, Flemish,
German, Italian and English. The arias by Verdi, Hiandel and Bellini were sung
a cappella. An entire gallery of ragged “beauty warriors” walked from ancient
tragedies - Oedipus, Oresteia, Electra, Hecuba, Medea, Hippolyte, Darius,
Agamemnon, Iphigenia etc. Mount Olympus resembles the rotating plate of a
universal disturbance that brings expressiveness to a head. It also demystifies
everything one knew about human body, gestures and movement. The
spectators saw primary feelings and sophisticated intrigues.

For example, there were hallucinating scenes, which had a
heartrending impact: litres of blood and raw meat flew on stage. Orgastic
scenes brought out a sexuality that was consumed as an imprecation of the
unconscious, while the impulse came from hyperactive Dionysus. That god
tried one of His good days: He could express His selthood maximally. As a
result, He became permissive before madness. Apollo became a circumspect
god, a hidden god of lucidity that was kept out of sight behind mirrors. Apollo
cautioned the spectators about the existence of numerous contemporary
ideologies that also used to distort reality.

Jan Fabre’s message that is based on repetition (the Homeric laughter)
and the compulsive repetition of lines and gestures (for example, Clytemnestra
and Iphigenia’s 15- minute “spin” dance that is performed around themselves
and around Agamemnon) resemble scrawls that the graphic artist repeats again
and again, until the gloss of the paper breaks.

Jan Fabre’s performance of repetitive experiences is continuous, until
the actors and the audience become exhausted. Therefore, a crisis appears in
the consciousness of everyone present. As already stated, all this does little to
illustrate the anguish into which the Self is dragged. Rather, the subversive
marks of becoming and the rebellion against all dominations are the ones that
come forth (see the case of Ajax who turned against the “tyranny of sleep”).

12 Gérard Genette, Opera artei [Artwork], volume 1: Imanentd si transcendentd [Immanence
and Transcendence], translation and preface by Muguras Constantinescu, Bucharest, Univers
Publishing House, 1999, page §5.

14



§ sciendo
THEATRICAL COLLOQUIA

An acuity of senses merges from this line: “I want a life without
interruptions!”. Moreover, it is about the fear of falling asleep, which could
bring about the abyss of Self-Loss. According to Anny Czupper, it is “an
uninspired rehearsal for death itself”. Wakefulness, or rather Insomnia, marks
a chance to think in terms of identity and Ego ideology. Under the threat of
falling asleep, action equals reaction. Mutilating experiences — whether
hybrid, obscene or violent in nature — attract altered minds, so that passivity
meets ecstasy and extreme gesture, while resistance becomes a form of
submission. Human body reacts with no cause or reason and, furthermore, it
becomes a place for denial, as in Ida’s case, Nadia Terranova's character from
Farewell, Ghosts, who states: if it happened to the body, it has never happened
to her. In that manner the being empties itself in order to make room for the
non-being.

Indeed, such theatrical experiments that test the spectators’ (and
actors’) stamina have happened before. Let us recall Robert Wilson’s staging
of the “story” from the seven hills of Shiraz, KA MOUNTAIN AND GARDenia
TERRACE (1972), which lasted for seven days (day in, day out). The author
called it “a mega-structure divided into hours, with twenty-four segments a
day”. The definition was written inside a 2014 catalogue for Modern Iran
exhibition. That iconoclastic “mega-structure” was about freeing us of all
constraints an giving the viewers permission to imagine anything. Wilson
brought together people from all corners of the world, he used both anodyne
and extraordinary stories, piquancies and truisms, fast or even explosive
actions and long moments of silence. Thus, he intended to create a “cross-
cultural vision of East and West”, where heroes’ identity melted and, then,
reconfigured itself in unexpected forms from one scene to the next. Such a
performance could never happen nowadays — let us not forget when “political
correctness” actually hid censorship. Robert Wilson emphasised the meaning
of the “story about a family and a few people who are changing”: “I often
imagine this piece of work as a cross-section experienced by some people risen
from very different political, religious, social and cultural backgrounds. They

15
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worked together for a once-in-a-lifetime event, like a shooting star. We were
like a large family in full play.”!?

In addition, one should recall Peter Brook's Mahabharata, which in
1982 was put on stage on Rhone River at midnight. The location was close to
a quarry near Avignon. The dawn would bring its rays over a field of debates
and struggle. It was a performance about memory and the events were
represented in a baroque manner. There were 21 actors from 16 different
countries. The authenticity of this piece of work resides in the universality of
the message and the continuity of mythological history. Revelations, dreams
and shadows compensate for the moral dilemmas and anguish of the endless
struggle between good and evil, which Peter Brook's performance iterates
through many questions that were uttered or subordinated to the developing
action: Who are we and where do we come from?; Where does the path of
righteousness lead us to?; How do we choose between the need for power and
the dignity of penance?; What is divinity? In connection with the memories
that weave the scenic events, one may remember that the Theatre of Memory
originated in Venetian Giulio Camillo Delminon’s (1480-1544) proposal.
Also known as “divine Camillo”, he desired to celebrate Francis I of France
with the construction of a wooden structure. Unfortunately, today there is little
known about it. L'ldea del Teatro is a volume that was published after the
author's death, in 1550. It contains some pieces of information that resemble
the ancient principles of mnemonics. Hardly surprising, even “theatre”
becomes a word with a multitude of meanings in Camillo's work, as one could
consider the polysemantic trait of humanists’ texts during the Italian
Renaissance. That multitude of meanings would later subdue the stage
creators’ goals during the 20 century.

The topic on art identity implies the recognition of a distinctiveness
within a paradox: the adherence to itself (the wish to be oneself) and the
resemblance to another (or, to another art). From this starting point, existential
questions emerge, which are disseminated to different categories of receivers
by means of the imaginary: each creation, while seeking the means of self-

13 https://asiasociety.org/blog/asia/excerpt-how-robert-wilson-once-staged-play-iran-lasted-

168-hours

16


https://asiasociety.org/blog/asia/excerpt-how-robert-wilson-once-staged-play-iran-lasted-168-hours
https://asiasociety.org/blog/asia/excerpt-how-robert-wilson-once-staged-play-iran-lasted-168-hours

§ sciendo
THEATRICAL COLLOQUIA

centredness, rejects the subject-object breaking and invites the bystanders to
understand not only the aesthetic experience itself, but also the being of
creation, which is hidden behind the piece of work. Thus, questioning the
identity of a specific art (or that of the arts in general) turns out to be both a
journey towards the very centre of the being and an understanding of the
existence in its literal and original sense, as ek-sistere, as a “protrusion”, or a
“self-exhibition”, or a “showing”. To give the verdict on the identity of an art,
or that of the arts in general, may prove to be a utopian endeavour, especially
after such a long amalgamation of genres and species of creations of all kinds.
The process of identification (i.e. similarity) is a guarantee of aesthetic
pleasure at the heart of the arts (imitative or visual arts, decorative or applied
ones etc.) and it asserts in a counter current flow. In other words, by turning
around or placing identity into perspective, the “object” of creation (through
the creator, of course) looks towards another one and estimates it as a subject
that should be brought closer as a subject.

From the perspective of both the creators and the receivers of the
artistic object (the audience, in the case of performing arts), identity is under
the auspices of cultural practices that shape behaviour and prevent the
confinement of consciousness. But, above all, the space initiated by arts
through validation of one's identity, carries a struggle against its own
transformation (of the stage, within the theatre) into what Marc Augé named
“non-places”, i.e., an anonymous and transitory space, which is devoted to
impersonal relations.!* As arts assert their identity (separately, all together),
they facilitate freedom of thought and fantasy, which one may use to feed
artistic work and, thus, the latter becomes ageless. The identities that transpire
from each creation may guide one’s steps towards a common experience and
an activation of the three Lacanian resorts: the symbolic one (it owns language
and allows access to desire), the real one (it cannot be represented and it forms
a structure) and the imaginary one (a reflection and an alienation, a detachment
and a recognition of the Ego outside its form). Faced with ambiguities and
varieties of affirmation, the arts intercut their discourse. Actually, they place

14V, Marc Augé, Non-lieux: Introduction a une anthropologie de la surmodernité, Paris,
Editions du Seuil, 1992.
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the artist, the work of art and the cultural space in terms of convergence and
divergence. Once again, one may be tempted to say it is necessary to approach
the scenic work in the course of its evolution, at its destiny and
“impermanence”, since no one can avoid its “temporality” (i.e. duration),
which Gérard Genette mentioned in Immanence and Transcendence: “[...] it
is obvious that performance works are ‘temporal’ objects; the length of the
process takes part in their specific identity, they are themes that can be felt
only in the course of this process; they can be felt completely only by
witnessing the wholeness of their process; they can be experienced only once,
because a process is irreversible by definition and unrepeatable in a rigorous
way.”!> A tension is formed and, hence, a certain energy diffuses when the
spectator meets the character-actor. It is an energy issued from a communion
that any face-to-face meeting tends to create. The desideratum lies in the
“fellowship” (hieromonk Raphael), or “love feast”, the selfless love,
understanding and unconditional help for the other.

However, progressivism has invaded social and political life, culture
and arts. It cleared us of our own conscience. Nowadays one may hear the
voice of globalising bureaucracy. There is also “ecology”, which some people
falsely consider to be taken into account only by the progressionists. Political
correctness and opening our minds to all social, ideological and sexual
options, thus, neglecting valuable guidelines that have been established over
millennia, the return to a “pathos of distance” as Nietzsche put it in The
Twilight of the Gods, appear as tools of primary choice for those who consider
themselves (and assert their presence, loud and clear!) in the vanguard of a
(misunderstood) freedom of conscience.

Mircea Mihaies stated in an article from “Romania literara” — as if the
writer was in line with Giorgio Agamben's thinking — that “the artist must
become a propagandist, an <ideological worker>, and his creations are
necessarily put at the service of universal and obligatory happiness”'®. That
may be an attempt to impose a universal aesthetic standard (more precisely, a

15 Gérard Genette, Opera artei, volume 1: Imanentd si transcendentd [Immanence and
Transcendence], cited work, page 85.
16 1hidem, page 5.
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universal censorship) that goes beyond religions, nations and ideologies since
progressivism is the “postmodern offspring of communism”.!” Moreover,
what is worse — the same Mircea Mihaies indicates - the artistic criterion is
laughed at, amended, ossified on a past which shares nothing with the present.
Moreover, beauty, the essence of aesthetics, meets the same faith. So many
illustrious minds, from Plato onwards, have considered beauty to be the echo
of good dwelling inside us and in the world. Incisively and rationally, Mircea
Mihiies claims that giving up beauty “is an act of pure Talibanism”!®
ability to believe in the unattainable horizon of perfection (a way of
establishing the identity of ethics and aesthetics, not to what extent they are
interblended) is challenged. Dostoevsky's claim, uttered by his character,
Prince Myshkin, in The Idiot, that “beauty will save the world”!?, seems to be
unpopular with present-day progressives. Beauty — i.e. aesthetics, or art — is
the fundamental gift, the human being’s element of sublime specificity, the
place where humanity shares an Agape Feast with reflections of altruism and
divine love. Art allows the being to exist in terms of possibility. Therefore,

and our

communication once again asserts its importance in vitalizing human
relations, in normalizing the bonds between people, in rediscovering the
sources and resources through which basic values — once considered perennial
— are not allowed to wither under the dark skies of a time that places too little
value on memory.
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Embracing The Phantom Or The Imaginary Show

Gelu BADEA®

MOTTO: ,,An artist's life is like a fist of ash ... The light does not belong to him, but to his
song.” (Aureliu Manea)

Abstract: Hundreds or maybe thousands of ghosts haunt our theatre.
When I say ours, I do not want to refer to the Romanian one, but neither to the
territory proposed and researched by Monique Borie in her already famous
book dedicated to spectres. All my shows, and here we talk about more than
seventy performances, now appear like ghosts to me. They were played
sometime and constitute, not only for me, but for thousands, or tens of
thousands of spectators, memories, true glimpses of moments, sometimes
beautiful, sometimes sad, relics that begin to fade into a mnemonic mechanism
of decomposition of the sensations once arisen by the scenic action and the
image proposed through the presence of the actor. Thus, the spirit places the
theatre under the protective wing of the document-memory, remaking, for
those who were not in the position of witnesses, the way of late understanding
for the one who can only imagine. The Romanian theatre does not have too
many moments, perhaps astral, that could elucidate us on a certain artistic
approach or against another. Too often the document-memory is activated by
chronicles that bear far too many subjective opinions or timid analyzes on the
work of a profession that deserves more in this regard. A very important
director of the end of the last century, a student of Professor Radu Penciulescu,
defined his own phantasma through the imaginary shows he left us. Blessed is

* Associate Professor PhD, Faculty of Theatre and Film, Babes-Bolyai University of Cluj-
Napoca
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he. Aureliu Manea’s writing allows us to imagine more than the chronicles of
his shows played on Romanian stages could do. The document-memory of
these documents concerns me and holds me in an embrace that I feel violently
present.

Keywords: memory, document, Aureliu Manea, imaginary, theatre.

The deadly jump or how the theatre got silent

The time is silent: from the space delimited by this refusal of noise,
there is born a prolonged echo that testifies for the billions of moments lost
with each theatrical performance. Many times I am asked why I do not come
on stage for applause at the premieres of my shows. At the beginning of my
career, when my shows could be counted on the fingers of one hand, I used to
go on stage for applause: I confess now that I was waiting for the moment I
walked on stage with the actors at the end of the first performance. I realized,
after a number of shows, I don’t know exactly how many, that the time for the
applause at the end of the premiere is not mine: if someone wants to applaud
me, [ mean, to see my work and eventually to understand and appreciate it, it
should come to rehearsals that, even if you disagree, I lead. I think the art of
directing, if we accept that theatre directing is an art, is the art of rehearsal,
and the art of the actor is the art of representation. Of course, here, the
discussions could be more and, undoubtly, intense. Because in the absence of
some rules that we can all accept, everyone has the right to his art.

No one can deny that a theatre show contains in its fiber an amount of
energy that has never been measured (how could look a device that would do
these measurements?) consumed with greed for its construction and,
paradoxically, stored in the show itself. What, however, remains after the
terrible work done for making a show? Perhaps the memory of a participation
that lasts for some spectators a shorter or longer period of time, certainly the
subjective analysis of a chronicler, the witness photos and, in the last years,
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the video recordings. All of these cannot set for the future, in my opinion,
anything that constitutes the unique route represented by the meeting between
the actor and the director, between the director and the text, between the
director and the set designer, the composer or the choreographer of the show;
if we were to speak in the terms used very often nowadays: the meeting of the
team that makes / builds / realizes the show. I say this because, even if there
is a group of theatre specialists, who speak about the team, the shows are still
defined as a show by.

Lately I have been trying a sense of revolt that concerns my inability
to impose a project to theatre managers regarding the number of performances
that my shows should have. I find myself more and more in front of a anything
that could be: if I would have put on stage a certain show in another place or
if I would have done differently some scenes in my shows, if the distribution
had been different or if I had not chosen the wrong text. Does my silence make
me an acolyte in savant managerial programs or, in fact, I find myself in front
of be silent for everything that could be: am I hiding something saving the
possibility of a new performance or do I get rid of the show that I have worked
on for some time?

The theatre also has this absurd quality through its cynicism: it
transforms into memory-document any event that takes place in a theatre.
Everything would be very nice if it were not actually edulcorated by a memory
that fades with each performance of a show, by a faulty mnemonic exercise,
which selects without precise criteria. I would choose to accept this triage only
if we were in front of times left without witnesses, of a time from which the
echo left by the performers of the shows has run. I'm sure the shows shouldn't
just stay in the whispers or in the loud / big words heard behind.

We rarely find ourselves in the face of a revanche (I do not want to
give this word the value of rapture or revenge) so bright by the value of its
content as in the case of the written work left by Aureliu Manea. The series of
materials that analyze Shakespeare's plays, joined together under the umbrella
of imaginary shows, makes me, every time I read them, understand otherwise,
so many times, the deadly leap that not all of us have had or have access to.
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The re-reading of the imaginary shows, in the sense that Matei Calinescu sees
the act of reading, allows us to perform a double epistemic act: we do not think
this expression is precious. The first sign of the mentioned action is
circumscribed to understanding Shakespearecan text viewed through a
magnifying glass that does not deform, but, as necessary and obligatory,
increases unchanging the value of the text written four hundred years ago. The
second aspect derives from the very possibility left to the reader to compose
the show imagined by Manea by putting together all the components that make
up the theatrical representation. It will be said that, in essence, this is the
purpose of the theatre: to let the spectator the free space, the white spots that
Radu Penciulescu spoke about, which he can fill thus reaching an
understanding of the proposal. It is true, but Manea does not make for us a
simple and free exercise of imagination. He pushes the reader-spectator
towards a spectacular formula defined by full freedom, by the definitive
autonomy that the role of spectator-reader gives you. This is why, in my
opinion, the mortal leap that Manea practiced throughout his entire theatrical
career (throughout his entire life) is unique in our theatre and, at the same time,
defines so fully the value of the risk that very few of us can assume.

Looking at the list of the titles of the shows put on stage by Aureliu
Manea, you cannot help wondering why only two of them belong to
Shakespeare: The Twelfth Night, at National Theatre Cluj Napoca (premiere
taking place on January 16, 1975) and the Scottish play, at the Theatre from
Ploiesti (with the premiere on March 28, 1976). These shows are created at a
difference of fourteen months, and in the meantime Radu Penciulescu’s
student has put on stage O noapte furtunoasa at National Theatre Cluj Napoca
(premiere taking place on October 13, 1975). The repertoire proposed by
Manea to the theatres where he was going to work after the last Shakespeare
premiere was made up of very valuable / important plays or texts which, in my
opinion, had a meaning / quality far below any text written by the author of
Hamlet. Then why is there no longer any Shakespearean text in Manea's
creation until he decides to stop working? Why, as long as Manea has such a
broad projection on Shakespeare's work, theatres (I mean here the directors
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who were required to look around for valuable creators) no longer perform
Shakespeare-Manea performances?

,»The time cries as a child the spring of the missing life”, says Manea
in the director-essay analysis dedicated to King John by William Shakespeare,
and these words reminded me of a book I read many years ago, when I didn't
even know that I was going to become a director, nor a university professor:
The Magic Lantern: book that I read by writing it and reading it by rewriting
it once a year. Somewhere in this volume, a plea for an art of the director, I
found several lines that bring Manea in a black and white perspective: ,,The
moment breaks down like a thin membrane, and I float without resisting the
next moment which, in its turn, breaks down and so on.” This was Manea's
way. A waste of the moment and a time spent wasting. That is why I affirm
with all my faith: the theatre is silent, and Manea became a conductor of
silence.

Pedagogy and dream

Manea writes (we would never be able to find out what the writing
period was) nineteen' directorial analyzes in the form of the essay. Some may
belong to the period of training during university studies, others having their
roots in his experience after Rosmersholm?2. It is certain that Manea published

! The nineteen plays are: Richard Il or The Revelation of failure; The Merchant of Venice or
Portia fighting a computer; The Tempest: Under the sign of Miranda or the Swan song; As you
like it or The Utopia of Dissatisfaction; The Two Gentelmen of Verona; Julius Cesar or The
Utopia of History; Much Ado About Nothing; The Comedy of Errors or The man without
qualities; Love’s Labour’s Lost; Appearance and essence in A Midsummer Night’s Dream;
Romeo and Juliet or Mediocrity and love; King John: The sacrified bride or the symmetries
of destiny; Richard Ill - Essay on the quiet of peace; The Taming of the Shrew or Ethernal
Katherina; Titus Andronicus or Poetry and crime; The Twelfth Night or The Bad Luck of the
Fortress; Othello or The Misery of Psychology; Macbeth or The Servants of the Night and
Hamlet.

2 In 1968, Aureliu Manea puts on stage at The State Theatre in Sibiu his graduating
performance with Ibsen's play (premiere taking place on April 7, 1968), a work that would be
in danger of not performing. Due to the intervention of Radu Penciulescu, his teacher, who
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in 1986, at Dacia Publishing House in Cluj Napoca, the volume Imaginary
Shows, which includes in addition to the nineteen analyzes a series of free
confessions about theatre and about theatre work. There are eleven years since
his last premiere with a Shakespearean text, and the material offered by the
essay-writer director is a dense one, a writing that has an important
pedagogical touch in it. In five years Manea decides to retire.

After the premiere of Rosmersholm, Radu Penciulescu said:

,The performance with Rosmersholm left a profound
impression on me. I found myself in front of a living theatrical
act, following a very serious activity of elaboration. The show
has never lied. I haven't found any of the tricks that theatre
specialist of different generations quite often use for the
spectacular seasoning of their performances. It is a clean show,
professionally worked at a remarkable level, as a result of a
special researching activity. An original performance bearing
the imprint of its creator.” (Him, Te Visionary Aureliu Manea.
Teatrul Azi Magazine. Bucharest. 2000. pag. 242)

Penciulescu's words make more than a generous portrait proposed by the
professor for his student at the beginning of his carrer: the professor being
known for his honest generosity. We have to point out in these lines, although
they define Manea at the beginning of his career, some of the qualities that a
director should develop. First of all, the serious activity of elaboration, an
action that leads, as the former director of Teatrul Mic shows, to positioning
the spectator in front of a live theatrical act. Then the lack of tricks that could
only spice up the performance. Last but not least, the clarity, the delicate touch
of the professionalism and the research from the pre-elaboration period of the
show. All these virtues are augmented by Manea in his directorial analyzes on
Shakespearean plays. His essays have a practical value, but above all an
aesthetic, cultural and essentially pedagogical one. The three analysis spaces

was at that time and the director of the Theatre Department in the Ministry of Culture, the
show is saved and will continue to be played.
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accommodated by Manea highlight the sensory watermark of each possible
performance with Shakespeare's plays, but in particular the unusual sensuality
of the theatre written by the author of the Rape of Lucretia.

I will insist on the essay that Aureliu Manea writes preparing an
eventual show with Richard III, because I cannot admit that the director
elaborates so precisely in writing a directorial conception that aims at the
mentioned play, if he did not intend to put on stage a show.

In 2017, I put on stage at ,,I.D. Sirbu” Theatre Petrosani a show based
on the play mentioned above. That is why I want to confront the practical
material with the one that only imagines a show. As we can see, it is not about
a comparison, because Manea does not put his theoretical desire on stage, and,
it is true that I have formulated before working on the show, a written point
of view .

From the beginning, Manea launches a question that concerns the well-
known monologue that opens the play: why doesn't anyone concern the
environment in which Richard's Duke of Gloucester funeral ascent take place?
And he goes pointing out that most of the directors did not take into account
the world in which "the funeral ascent of this strange character", the future
King Richard I1I, is to going take place. The error that Manea remembers (of
which I was not exempted) is precisely the directorial action that places
Richard in the centre of the concerns: he is the one who will then lead the
whole construction. Manea, although he follows his central dramatic figure
very attentively and closely, makes a deadly leap right from the beginning: he
sees in the monologue the opportunity to define a "meditation on a certain
human condition". In the next paragraph, the director realizes, in terms
accessible to a reader-spectator, by analyzing Richard's condition, the severe
radiography of the time when the future king wakes up, who is nothing more
than a warrior left without purpose. Becoming a "civilian", the warrior will
have to seek his place within the society in where he is forced to return. As
Manea points out, "the situation of the society where he tries to integrate is
more than mediocre". The mediocrity of the world is the very peace / quit for
Richard, and the discovery of the happiness of simple things does not suit him.
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This analysis can be taken as an example by any theatre directing
student, if not by any theatre director who wants to develop a working
mechanism. The maieutics defined by Manea takes the creative act out of the
faith and imposes thresholds of knowledge over which it is not good to jump.
Speaking about Rosmersholm, Penciulescu says: ,,I did not find in this show
the usual extravagances, nor useless searches in the formal areas, but roots
deeply rooted in the problematic of the text” (Him, Te Visionary Aureliu
Manea. Teatrul Azi Magazine. Bucharest. 2000 pag. 242). This is why, even
if we admit that a directorial conception is ultimately the result of a text
approach in very different ways, I think Manea's lesson is unique and more
than useful for a director. So, we remember, keeping alive the ability to examin
the text and not to get into its much explored areas, used in performances
considered canonical or by theoretical opinions verified in academies.

Once these are set, for the essayist-director Manea, one more condition
must be accomplished: even though it may be considered ordinary, the
boredom, ,,a kind of spleen that the hero cannot cure of”, becomes the answer
to the next question: what does the one who despites mediocrity do? Thus,
Manea not only offers Richard a helping hand and a possible motivation for
all his future deeds, but he also sets for a possible show his dominant mood.
We do not know if this would be possible throughout the show, but Manea
intends to do so and he will be able to change if he wants to. When I worked
for Hamlet at North Theatre Satu Mare, the scenographer Clara Labancz, who
was making the costumes, told me that whenever she had worked with Manea,
he had given her three words for the beginning of the work: one defining a
space, another defining a state and the third defining an object. This practice
is kept by Manea from his professor. The three-word exercise is currently
included in the admission exam requirements at The Faculty of Theatre and
Film from UBB Cluj Napoca, and for me it is one of the preparatory exercises
throughout the first semester of the first year. This practice can be kept: as
Manea did.

Most of the time, when we see a theatre performance, we ask ourselves:
what is it about? (the most pretentious one ask what is the message?) In
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Manea’s work, the reader-spectator will immediately find the answer to this
question: ,,When is the man closer to his essence?”” Continuing reading, this
question emerges as the essence of a future show and, without exaggeration,
becomes the idea of the show: that something that will be permanently proven
through all the scenes built, through all the signs in the show.

The essay continues with very precise assessments regarding the
setting of the future show. We are facing a contrast between the action that all
participants are invited to and the garden: ,,In this paradox would also be the
metaphor of my show. For Richard the forests, the fruits of the garden, the
flowers of the world and the endless planes of grass, these all become signs of
platitude accompanied by something dangerous.” Also there are worth
mentioning the appreciations that Manea offers for a future performance when
it comes to the sound space (,,a world accompanied by melodious music,
everything will become restless, hermetic, blocked”), some key scenes
(Anne’s surrender), characterization of some characters (frequent references
to Richard: ,,he lost the joy of living”, ,,a deformed being who suffers from
nastiness”, ,,in a world ruled by an evil genius, the mistake is no longer
allowed”, ,,he needs adventure” etc.):

»We will look for a secret relationship between ethics and
aesthetics. A kind of desert conquering a forest, defeating a
garden, will gradually become an allegorical figure. The facts
will not subside, as the world will always be pendulating. This
mysterious fable ends like any fable with a moral. Richard
himself will say it in the end: My kingdom for a horse! The fairy
tale world imagined by Richard is brutally and unhealthy
coloured. A deep rust as a wormhole comes. We will
understand Richard at that time as a crime officer trying to
teach Homer lessons.”

The examples can continue having as study material all the nineteen essays
written by Manea. The deadly leap is complete: at its end, opens the reading
scene.
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The Reading Stage

Many times we hear or read that we are the sum of our choices, or the sum of
our meetings, or the sum of our flaws: I have recently read in an epistolary
book (in fact the letters of some important members of the Romanian exile)
that we are what we read (I add what we re-read) and, moreover, we always
read from our inner self. I tried to understand better the meaning of these
words, but is their author who gave me the key: thus, starting from the model
of Proust's work, ,,the reading, any reading of a fictional work, and even more
the re-reading, feeds from the deep knowledge of the self-awareness and the
personal identity of the reader.” (I quote here from the volume of
correspondence between Matei Calinescu and lon Vianu, published at
Humanitas Publishing House in 2019, more precisely from the letter to Ion
Vianu on December 26, 1988). That is why we will always read from our inner
self.

The lines written by Matei Calinescu come like a late snow over
everything Aureliu Manea wrote. They allow a final translation: the fictional
work consisting of directorial analysis- essays included in the volume
Imaginary Shows opens to us and allows us the contact with the
reader/lecturer Manea. By this action, which makes up in an impressive
palimpsest the identity of the essayist-director Manea, there is achieved only
an identification of the self-consciousness of the director Manea.

All that remains is to follow Aureliu Manea on the reading stage, this
infinite space defined also by Matei Calinescu and which I can attribute, at
this moment, only to Aureliu Manea's action. For this empire of mental magic,
of the imagination sprung from reading and re-reading, we will never be able
to see its borders, as reading is an infinite act through its repetition: is there a
re-directing, or does this act become unique through its very death with the
first performance?
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Towards a Universal Language of Theatre
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Abstract: The ways of approaching, treating and interpreting the
theatre underwent major changes in the second half of the twentieth century.
As Peter Brook’s research contributes decisively to changing the perspective
of understanding the nature and the meanings of theatre, the present paper aims
to highlight and briefly analyze the most relevant stages of his research. His
studies focused on identifying a universal language of theatre reveal key
concepts and notions such as the empty space, the visible and the invisible, the
holy and the rough in the immediate, the diversity, the homogeneous group,
the storyteller with many heads in which still nowadays theatre scholars and
practitioners are interested. At the same time, certain results of his research
are exploited in his performances in which the emphasis is placed on the scenic
presence of the actor, and which denote both a continuous experimentation of
scenic forms and a personal way of speaking about truth in the theatre.

Keywords: image, truth, experiment, improvisation, diversity

From the image-space to the empty space

For Brook, a profound simplicity emanates absolute beauty. However,
in order to achieve this simplicity, to find out if and how it is possible for the
invisible to be made visible!, to assert that “a truth is merely a fantasy if it

* Ph.D. Associate Professor habil., Faculty of Theatre and Film, Babes-Bolyai University
' Brook, Peter, 2001, The Open Door: Thoughts on Acting and Theatre, New York:
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cannot be rediscovered and experienced directly within the ordinary actions of
the present day”?, Brook sets out on an initiation journey during which action
993

and meditation work together to develop a “practical understanding™”.

He starts his career in the years after the war, when the theatre stage is
dominated by images, and, gradually, gives birth to his own way of thinking
up and making theatre in which "Holy’ and ‘Rough’ come together in a form
he calls ‘Immediate™®. 1t is evident that the postwar theatre responds to an
immediate necessity of its audience, namely to see, on stage, beauty, elegance,
flood of light and colour. In this fictitious space, the spectators let themselves
be seduced by unconvincing characters and unreal situations: “when the
curtain rose, we were drawn out of the everyday world into a world of grace
and beauty where charming people with not-too-intense feelings played out
unreal situations that never reflected the crude realities of life. This suited me
well. I had once seen some Austrian puppets that played behind a kind of thick
glass porthole; the experience for the spectator was like peering into a crystal
ball, seeing in its mists strange images melting mysteriously into one another.
At the time I too was only concerned with passing through a looking glass into
a miraculous dream™.

So, the young director’s interest is entirely focused on creating images
that move, being fascinated by shapes, by the interrelations of forms in the
flow of movement®. In this regard, Brook states: “When I began a production I
did not have any intellectual idea; I just followed an instinctive wish to make
pictures that moved. The proscenium frame was like a stereoscopic cinema
screen on which lights, music, and effects were all as important as acting,
because my only wish was to conjure up a parallel and more seductive world””.

Theatre Communications Group, p. 69
Brook, Peter, 1999, Threads of Time: Recollections, Washington, D.C.: Counterpoint, p.
193

3 Ibidem, p. 4

4 Brook, Peter, 2001, op. cit., p. 69
5 Ibidem, p. 35

¢  Brook, Peter, 1999, op. cit., p. 36
,

Ibidem, pp. 35-36
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The spectators, eager to escape from everyday reality and to take refuge into
the scenic fiction, immerse themselves willingly into the theatrical world of
illusions. Now the director is guided by a single belief: the image the
spectators see should be complete and coherent; it should evoke the imaginary
world in its entirety®. The image acts as an instrument of focus. Every spectator
sees the same image. At this stage, the director understands theatre as “two
places with two entries, one for the audience and one for the actors. There are
two worlds. The people in the dark peer into another world. That is illusion.
That is why they come””.

Brook sees “daily life as a moving pattern”!? being fascinated by “the
abstract beauty of the actors’ positioning”!!. Gradually he becomes less and
less preoccupied with the content of a play and works on conceiving micro-
scenographies which do not make reference to possible meanings of the text
and on exploring the musicality of dramatic words. The body movement and
musicality inserted in imagistic structures and the creation of an image as a
bridge of communication between performance and spectators are objectives
that prevail in this period of experimentation with scenic forms. It is noticeable
that, for Brook, the word does not seem to be the same tool for playwrights as
it used to be because it is possible that we live in an age of images and we
have to go through a period of image-saturation for the language to re-emerge
with Elizabethan force'2.

Theatre as a meeting place

Invited by Sir Barry Jackson to stage Man and Superman by George
Bernard Shaw, in Birmingham, Brook meets the young actor Paul Scofield.
This meeting marks the beginning of a long and fruitful collaboration that
reaches a turning point during the work for King Lear. Scofield, this time,

8 Ibidem, p. 36

% Ibidem, p. 37

10 Ibidem, p. 72

' Ibidem

12 Brook, Peter, 1990, The Empty Space, London: Penguin Books, p. 54
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stubbornly refusing to follow Brook’s suggestions to portray an old man,
succeeds in remaining himself and at the same time by the force of inner
conviction in projecting to the audience the exact image that he had in mind*?.
At this point, Brook remarks: “For me this was the first indication that the
theater is the meeting place between imitation and a transforming power called
imagination, which has no action if it stays in the mind. It must pervade the
body. A seemingly abstract word, ‘incarnation’, suddenly took on a
meaning”!*. At the same time, he makes changes to his way of conceiving the
scenic space. Noticing the countless potentialities of the empty space, he
suddenly gives up the imposing decor he has designed. Thus, being attracted
to a theatre in which movement is not supported by image, his preoccupations
end up focusing on discovering the nature of the actor’s play.

A homogeneous group

When he stages The Balcony, in Paris, he enjoys the opportunity to
share with Jean Genet the same conviction: the theatre needs to emancipate
itself both from naturalistic and from classical conventions'®. The moment for
new thoughts and emotions to be incarnated in new scenic forms has come.
Referring to his play, Genet mentions that it can be performed only by a
homogeneous group whose members have become masters of their craft after
many years of working together. Strongly influenced, Brook decides to work
with an ensemble. He opts for an unconventional casting through which he
aims to break the limiting pattern of conventional acting and, consequently,
forms a group of boulevard actors, avant-garde actors, a famous ballet
dancer, and amateur actors. With this group, Brook experiences
improvisation, that is a new working tool which opens up several directions
of exploration'®. In this regard, Brook states: “Improvising can take a limitless
number of forms with very different applications, and I had heard that now in

13 Brook, Peter, 1999, op. cit., p. 30
4 Ibidem

15 Ibidem, p. 92

16 Ibidem, p. 93
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the fifties the American theater, in particular the Actors Studio, was already
using improvisations based on everyday situations — ‘You are in the dentist’s
waiting room’, ‘There are two of you on a park bench’ — [...]. This followed
Stanislavsky’s conviction that the more actors learn to improvise scenes that
are not in the text, the more they will be able to believe in the human reality
of the characters and situations they play. I had a hunch, however, that this
was not applicable to a nonnaturalistic play and so we did not look for realism
in our games but merely improvised freely and outrageously around the theme
of brothel life, not caring a jot about psychological accuracy”.!” Due to
improvisations, “a large degree of coherence appeared in this very eccentric
band of performers, creating a sort of ensemble”!.

The Balcony is among the latest productions for which Brook creates
the scenography and constitutes a moment of transition to the second stage of
his research.

Radical ideas put into a concrete form

As soon as he is proposed to co-direct the Royal Shakespeare
Company with Peter Hall, Brook agrees on one condition: to put the basis of
an independent research unit in order to explore specific ways “to put radical
ideas into a concrete form”'?. Thus, a small research centre called “The
Theatre of Cruelty” was created, a tribute to Antonin Artaud. Brook concludes
that performance and audience are two elements of the same whole, separated
artificially: the actors on stage and the audience in the hall, and aims to
eliminate the barrier between actors and spectators, considering that “a far
richer experience could be found if spectator and performer were both within
the same field of life?°.

17" Tbidem, pp. 93-94
18 Ibidem, p. 94

9 Ibidem, p. 117

20 Ibidem
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From the very beginning, the new group gives itself the necessary time
to formulate essential questions such as: Why play theatre? What is a written
word? What is a spoken word??! Possible questions awaiting possible answers
whose content is explored during the training focused on the actors??. The
actor aims to become an athlete of the emotions, to create and practice
innumerable vocal and body exercises, to reveal, through improvisations, the
profoundest aspects of his being. Consciously and voluntarily, during these
explorations, the director gives up thinking, in exact terms, of any kind of
finality. The exercises and improvisations are nonverbal: what and how can be
communicated in the absence of the word, what and how can be communicated
using a minimum of means: a gesture, a sound, a rhythm.

Experiment is the emblematic and guiding term of this stage:
“Experimental is a misleading word; even in the most conventional
circumstances, all healthy work should be experimental, so the opposition
between experimental and traditional is quite artificial”®®. The objective of
searches is to experience “what a holy theatre might be”’?*. Stimulated by the
visionary thinking of Antonin Artaud, the director and his actors pursue to
identify various ways by which the invisible can be made visible through the
performer’s presence”. These experiments bring to light an essential truth: in
a research environment, the individual’s daily behaviour suffer
transformations. The actors engage themselves in a process of self-becoming,
being capable of eliminating their complexes and inner limits, “a process
through which something new is created and manifests itself**°. Here, Peter
Brook’s research finds its correspondent in that of Jerzy Grotowski, as the

2 Ibidem, p. 118

22 Innes, Christopher and Shevtsova, 2013, The Cambridge Introduction to Theatre
Directing, Cambridge: Cambridge University Press, p. 157

23 Brook, Peter, 1999, op. cit., pp. 118-119

24 Brook, Peter, 1990, op. cit., p. 55

% Ibidem, p. 58

26 Teampau, Radu, Limit: An Ambiguous Dimension in the Theatre, in ,,Theatrical
Colloquia”, volume 10, issue 2, 2020, DOI 10.2478/tco-2020-0018, p. 20
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actor’s self-remembering®’ and self-awareness can be attained through via
negativa.

Only a radical change in the perspective of approaching the theatre
proves significant in investigating its nature. In this context, the series of
questions continues: What is the use of attempting to understand the nature of
theatre? Is theatre an art? And if so, what is its purpose? To whom does it
address? Who is the spectator and why does he/she go to the theatre? Is there
a “need for a true contact with a sacred invisibility through the theatre”%?
“What is the relation between thought and action?”? In addition to the
exercises for self discovery and increasing the actor’s capacity of
communicating a thought, an idea, a feeling, in a precise form, Brook pays
careful attention to the experimentation with different languages: “We
experimented with and came to reject the traditional language of masks and
make-ups as no longer appropriate. We experimented with silence. [...] Then

we experimented with ritual in the sense of repetitive patterns”>’.

Diversity

Invited, in 1968, in Paris, at the Théatre des Nations, by Jean Louis
Barrault, to stage a performance based on a Shakespearean play, Brook
proposes an international workshop with participants which belong to
different cultures. Brook states: “We made the central theme of our work the
many different ways of approaching Shakespeare, taking The Tempest as a
basis. A first vital question was how to portray satisfactorily on the stage
spirits, fairies and witches. We knew that our debunking and skeptical age
gave us no clue, but unless this question was faced, any new production of The

27 Gurdjieff, G.1., 1996, Intdlniri cu oameni remarcabili, traducere de Cristian Hanu,

Bucuresti: Ram, p. 14

28 Brook, Peter, 1990, op. cit., p. 54

2 Brook, Peter, 2017, Tip of the Tongue: Reflections on Language and Meaning, London:
Nick Hern Books, p. 91

30 Brook, Peter, 1990, op. cit., p. 58
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Tempest would from the start be loaded with old clichés™*!. The study comes
to focus on what differentiates and resembles the way participants belonging
to different cultures communicate on stage. When the same text is uttered,
what differs are the relation to the text, body movement, vocal colour,
intonation, timbre, rhythm, associations between intonation and gesture, ways
in which different connotations are attributed to the same text. The sounds and
movements produced by an actor on stage contain semantic values that do not
always accompany and complete the meaning of the spoken words; on the
contrary, often, these sounds and movements conceal or alter the intentions of
the speaker. The interpretation of a text can reveal a lot of meanings that lead
to the idea that the actor would, in fact, give parallel speeches at the same time.

The participants in the workshop led by Brook, although belonging to
different traditions, come to identify a common language hidden behind
cultural stereotypes. Yoshi Oida, who will become Peter Brook’s lifelong
collaborator, causes a revelation among the participants: “As Yoshi had
acquired no more than two or three words in basic English, he clearly could
do nothing with the text. However, phantoms and sorcerers were part of his
everyday world, and a rigorous training in the Noh theater had taught him the
vocabulary of the supernatural. When he stood up, even before he moved, his
body had a special lightness. Impulses from a source of energy very different
from the one we normally recognize sent knees and arms upward as though
tapping lightly on the sky. It was an undiscovered bird that now took flight
before our eyes, uttering hauntingly rhythmic cries, then suspended in
moments of stillness, as though painted on a scroll. None of the other
professionals could have created such an image spontaneously, yet it spoke
with equal directness to us all. What interested us most was that Y oshi was not
presenting a stock figure from the Japanese classical theater — on the contrary,
without any preparation but with all the resources of his well-trained body, he
had in an instant created a new image that we all could share. This made it
clearer to everyone what had brought us together: we were not trying to
exchange methods or techniques; we were not pretending that a common

31 Brook, Peter, 1999, op. cit., p. 125
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language could be invented by adding together bits and pieces from each one’s
background. The signs and signals from different cultures are not what
matters; it is what lies behind the signs that gives them meaning”3?. The Paris
meeting brings him closer to the essence of his research: what is the universal
human condition beyond personal data, everyday environment, genetic or
cultural conditionings™.

The stage whose objective is to reflect the mutations occurred in each
historical epoch proves to be the ideal place for the manifestation of the
diversity of cultural traditions. The stage remains the most appropriate
expression of the privileged space in which the human being affirms his
fundamental resemblance to other beings and hence the necessity for theatre
practitioners to leave behind the cultural information that conceals an
authentic communication.

After a long research period, Brook considers that the time has come
for a radical change and concludes: to open the field for theatrical exploration,
one has to follow the path of unlearning for in the theatre “the slate is wiped
clean all the time™3*.

The universal language of theatre

When he creates the International Centre for Theatre Research in Paris
in 1970, Brook has in view one of the fundamental elements necessary to
found a company, namely diversity, bringing together actors from Japan,
England, Germany, France, America and Africa. How can communication
really be established within a group whose members speak different
languages? Obviously, not through words, but through telepathic, instinctive
means (Brook) and only in conditions of a certain concentration, a certain
sincerity, a certain creativity (Brook). How can one surpass his limits if he
forgets everything he succeeded to know through personal, cultural and

32 Ibidem, pp. 125-126
3 Ibidem, passim
3 Ibidem, p. 157
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practical experiences? In Brook’s opinion, taking everything from the
beginning involves “being naive and simple”™.

Related to Grotowski’s studies, his research focuses on identifying
possible ways to transcend clichéd forms of communication. The actor
experiments with a gamut of body and voice possibilities and expressions,
seeing the body as a carrier of meanings, with the possible meanings and
intensities of silence, with the relationship between nonverbal and verbal
languages. Brook pursues to develop “the capacity to listen through the body
to codes and impulses that are hidden all the time at the root of cultural
736 as he is preoccupied not with the exterior aspect, but with what
animates the culture, not with the formal taking over of a sign belonging to a

forms

certain culture, but with the revelation of the original impulse rooted in human
manifestations. Therefore, his research is based on the discovery of a universal
language of theatre (Brook).

Experimenting with the sound

Rigorous studies are devoted to experimenting with the sound: “What
is the relation between verbal and non-verbal theatre? What happens when
gesture and sound turn into word? What is the exact place of the word in
theatrical expression? As vibration? Concept? Music? Is any evidence buried
in the sound structure of certain ancient languages™’? Sometimes
improvisations are made in order to explore sonority and vibration. The
director and the actors investigate the nature of the sound: “We struggled to
abandon — if only provisionally — all intellectual pretension so as to treat every
sound as a nugget of ‘unknowingness’ to be felt, sensed, heard, and tasted —
to be understood but not analyzed”*®. The sound is experienced as a
relationship between its purely physical state and the direct, immediate impact

35 Ibidem, p. 146

36 Ibidem, p. 147

37 Brook, Peter, 1989, The Shifting Point, New York: Harper & Row, p. 110
3 Brook, Peter, 1999, op. cit., p. 148
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on both the transmitter and the receiver. In order to be understood, the sound
is not appropriated by using primarily the rationality. To understand the sound
implies to identify with the sound on sympathetic basis and afterwards to
empathize with it. Empathizing with the sound can only be attained by
approaching its laborious simplicity and the way in which this approach is
made is intuitive, organic and not cognitive. Somehow, it is a process similar
to that of meditations, except that, unlike them, it leads to practical results,
quantifiable in the actor’s capacity of focusing on his vocal actions and not on
himself as an individual who utter sounds. The studies on sound are exploited
also in the performance based on a Persian poem, The Conference of the Birds,
“a Sufi allegory, in which a group of birds sets off on a perilous journey in
search of a legendary bird, the Simourg, their hidden king”*. A performance
in which the actors succeeded to condition their psyche to such an extent that
their behaviour became the immediate expression, unmediated by the human
consciousness, of a bird’s state of being. Indubitably, “there is a living,
permanent relationship between research work without a public and the
nourishment that this can give to the public performance”*.

The storyteller with many heads

The journey to Africa has a precise purpose, namely to find out if
communication between people from different parts of the world is possible.
The main objective of research are the exploration of the universal nature of
the relationship between actors and spectators and the way in which
spectators relate to the relationship between visible and invisible: “The African
who has been brought up in the traditions of the African way of life has a very
highly developed understanding of the double nature of reality. The visible
and the invisible, and the free passage between the two, are for him, in a very
concrete way, two modes of the same thing. Something which is the basis of

3 Ibidem, p. 160
40 Brook, Peter, 1997, Grotowski, Art as a Vehicle, in The Grotowski Sourcebook, edited by
Richard Schechner and Lisa Wolford, London and New York: Routledge, p. 383
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the theatre experience — what we call make-believe — is simply a passing from
the visible to the invisible and back again. In Africa, this is understood not as
fantasy but as two aspects of the same reality. For that reason, we went to
Africa to have the possibility of experimenting with our own work in relation
to what one could consider an ideal audience™*!. At the same time, during this
journey, Brook returns to the origins of theatre, to its ancient roots, to the art
of storytelling*?.

Barter is a means through which Brook and his actors communicate
with members of different African tribes*’. Barter is necessary not only as a
means to establish relationships between members of the theatre group and
members of the host community, but also to facilitate access, for Brook’s
actors, to other means of expression. The actors perform in natural
environments and in the immediate proximity of the spectators. The transition
from an ordinary state of mind to a state of playing occurs instantly. The
curiosity of the spectators is aroused from the moment the actors unroll their
carpet to mark the performing area. Something is about to happen, an unusual
event that stirs their attention, so, the entire village assembles: “squatting on
the earth closest to the performers were the most enthusiastic, the children,
then the mothers holding the babies, then the old men, then the youths™**. The
actors begin to improvise simple situations that can be recognized and shared.
The relationship they establish with their spectators is a deeply human one
because a story is told: “We had become used to meeting the spectator on his
own ground, taking him by the hand and setting out on an exploration together.
For this reason, our image of theater was that of telling a story, and the group
itself represented a storyteller with many heads™*.

41 Brook, Peter, 1989, op. cit., p. 128

42 Heilpern, John, 1999, Conference of the Birds: The Story of Peter Brook in Afiica, New
York and London: Routledge, p. 327

4 Watson, Ian, 1993, Towards a Third Theatre: Eugenio Barba and the Odin Teatret,
foreword by Richard Schechner, London and New York: Routledge, p. 24

4 Brook, Peter, 1999, op. cit., p. 159

4 Ibidem, p. 172
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We notice that, in this context, we are dealing with a reversal: it is not
the spectators who go to the theatre to have an extra-daily experience, but it is
the theatre which descends into the habitat of people who become spectators
or witnesses paying attention to the actors who tell them a story. Undeniably,
“theatre can exist without make-up, without autonomic costume and
scenography, without a separate performance area (stage), without lighting
and sound effects, etc. It cannot exist without the actor-spectator relationship
of perceptual, direct, ‘live’ communion”*®.

Brook and his actors take the necessary time to analyze, to the smallest
detail, the nature of their experiences. Each element is dissected and
examined: What is an action and how does it come to be embodied in a
concrete, scenic form? To what extent does the presence of a small or massive
number of spectators influence the quality of the performance? What are the
differences between an indoor performance and an outdoor performance?
What impact does the actor’s positioning, in immediate proximity or at some
distance, have on the spectator? What stirs the interest of the spectator? The
spectators’ reactions are rigorously examined.

Light is present in darkness

The subject of a performance, whether it belongs to a distant historical
past or recent history, must always reflect the problematics of the present:
“Hunger, violence, gratuitous cruelty, rape, crime — these are constant
companions in the present time. Theatre can penetrate into the darkest zones
of terror and despair for one reason only: to be able to affirm, neither before
nor after but at the very same moment, that light is present in darkness”*’. In
this respect, Brook together with the actors from the Royal Shakespeare
Company, in the improvisations on the horrors of the Vietnam War used for
the US performance, investigate the individual’s actions determined by a

46 Grotowski, Jerzy, 2002, Towards a Poor Theatre, edited by Eugenio Barba, preface by
Peter Brook, New York: A Theatre Arts Book, Routledge, p. 19
47 Brook, Peter, 1999, op. cit., pp. 196-197
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certain state of consciousness. The emphasis, in the performance, is placed on
zoon politikon representative for a social and political community which,
bringing together the consciousnesses of its members, reaches a finality of
actions approved by everybody. The actor is not a provider of illusions but a
challenger of illusions. The performance is politically engaged, provoking the
spectator to have an opinion. At the same time, it is noticeable Artaud’s
influence for the actor behaves like a desperate victim signaling through the
flames, hoping that, in the end, the spectators will understand him and
probably will make both personal and social changes.

The present contains the past

A whole process of deconditioning the actor’s perceptions is necessary
in order to appropriate and interprete the myth: “In playing out existing myths,
from myths of fire to myths of birds, the group was stretched beyond its
everyday perceptions and enabled to discover the reality behind the fairytale
trappings of mythology. Then it could approach the simplest everyday action,
the gesture, the relation with familiar objects in the knowledge that if a myth
is true it cannot belong to the past. If we know where to look we can find it at
once, in a stick, a cardboard box, in a broom or a pack of cards”®.

The Mahabharata performance, fruit of a long process of elaboration,
— the writing of the screenplay lasted ten years — reveals an admirable way of
telling a story: “In India, there are storytellers who tell the whole of the
Mahabharata using one single stringed instrument that their imagination
transforms: as they speak or sing, it changes from an instrument to a sword, to
a lance, to a spear, to a club, to a monkey’s tail, to an elephant’s trunk, to the
horizon, to armies, to thunderbolts, to waves, to corpses, to gods™. It is the
story of man told with simplicity and nobility by actors whose play, moment
by moment, is convincing. The fantastic, miraculous, supernatural elements of
the story contribute to the creation of a reality of the performance which is

4 Brook, Peter, 1989, op. cit., p. 130
4 Brook, Peter, 1999, op. cit., p. 165
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marked by verisimilitude. The present contains the past™ and the relation to
the past does not imply the refuge in the past, but the confrontation with the
past through the actions of the present as “a truth is merely a fantasy if it cannot
be rediscovered and experienced directly within the ordinary actions of the
present day”>!. A fabulous performance, of rare beauty, the Mahabharata also
reveals a possible way through which “a single mirror for a multiplicity of
themes™? can be imagined, at the same time, embodying the idea that “a great
myth is a very precise way of expressing through symbolic language deeply
hidden truths about the human condition”>?.

The Holy and the Rough in the Immediate

Consciously and voluntarily, Brook engages in a war against
conventions, cultural conditioning, theatrical recipes, always asking himself:
What is theatre? In The Empty Space, he puts into discussion and analyzes
rigorously new ways of approaching and making theatre. From Brook’s
perspective, an empty space is a space full of potentialities to which countless
meanings can be attributed and which is based on relationships,
connections®*: “The theatre is perhaps one of the most difficult arts, for three
connections must be accomplished simultaneously and in perfect harmony:
links between the actor and his inner life, his partners and the audience”™. At
the same time, he identifies and examines four different meanings of the notion
of theatre: deadly theatre, holy theatre, rough theatre and immediate theatre.
In this regard, Brook notices that the living process of elaboration and
manifestation of theatre cannot be reduced to categories; this is the reason

0 Ibidem, p. 193

1 Ibidem, p. 193

52 Ibidem, p. 191

3 Ibidem, p. 193

3 Cozma, Diana, 2005, Dramaturgul-practician, Cluj-Napoca: Casa Cartii de Stiinta, p.
44

3 Brook, Peter, 2001, op. cit., p. 37
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why when referring to these four different meanings, he uses terms such as
category, type, form, character, element, way>°.

In the ‘80s, Brook becomes preoccupied with identifying possible
ways of embodying the coexistence of the Holy and the Rough as well as with
the actor’s power of transforming himself/herself: “The great storytellers I’ve
seen in teahouses in Afghanistan and Iran recall ancient myths with much joy,
but also with inner gravity. At every moment they open themselves to their
audiences, not to please them, but to share with them the qualities of a sacred
text. In India, the great storytellers who tell the Mahabharata in the temples
never lose contact with the grandeur of the myth that they are in the process
of reliving. They have an ear turned inwards as well as outwards. This is as it
should be for every true actor. It means being in two worlds at the same
time™’. “How could we combine crude humor with the mysterious quality of
silence”® becomes a constant preoccupation. His research in this direction is
stimulated by the presence of a Balinese dancer at Bouffes du Nord. In this
respect, Brook tells us: “At first what he did seemed familiar to the culturally
hard-bitten travelers we had become, for as he danced, he would appear to be
possessed, his breathing would change, his body would be transformed, and
he seemed inhabited by a strange demonic power. This was no surprise. The
revelation came an instant later when he advanced toward the audience with
the easy familiarity of a clown, exchanging crude jokes, topical references,
and lewd innuendos. At one moment he would be a villager among villagers,
yet in the next breath, he would withdraw again into the trancelike state of
total and frightening possession. To find the secret of this seamless transition
became our aim”°. The actor’s transition from trancelike state to conscious
state is subject to investigation.

In conclusion, even though today practitioners seem to be interested in
that type of theatre inhabited by images that move, we consider that Peter

%6 Cozma, Diana, 2005, op. cit., p. 46

57 Brook, Peter, 2001, op. cit., p. 37
38 Brook, Peter, 1999, op. cit., p. 173
% Ibidem, p. 173
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Brook’s research is an eloquent example of continuing research on
rediscovering the essence of theatre, its old forms that reveal their reaches
and their splendour®. We notice that nowadays the moving images generated
by sophisticated technological means represent, in fact, the new trompe [’oeil
of the twenty-first century theatre. In this context, we emphasize that Peter
Brook begins his remarkable research from the moment when, no longer
preoccupied with the image as a bridge of communication between stage and
spectators, he proposes a continuous experimentation of the nature of theatre
in attempts to reveal the levels of reality of this art in their depth and
complexity. And one of these levels is the level of the coexistence of the holy
dimension and the rough dimension of both theatre and human life.
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Towards an Aesthetic of ,,Straniety” in Postmodern and
Contemporary Dance

Alba Simina STANCIU®

Abstract: The complicated physiognomy of dance in the XX-th and
XXI-th century obviously exeedes the stable marks of ,,beauty” as an aesthetic
category, by extending the limits of imaginary and techniques of artistic
productions beyond any restraints. Both form and artistic expressions become
suitable for specific interpretations, through the instruments and postmodern
categories. The argumentation frequently refer to three moments of
avantgardes, swiftly mentioning the reform’s beginings on the european
artistic environment as a starting point, and underlying the Black Montain
College phenomenon, and its consequences through the 80-ties and after. The
fluctuations of artistic objectives are also “organized” having a starting point
two texts with an essential theoretical value, No Manifesto (Yvonne Reiner)
and Yes Manifesto (Mette Ingvarsen) which permit the systematization of the
dance creators’s “attitude”, underline the philosophical ideas contained by
image, which generate the postmodern ,,straniety”.

Keywords: postmodern dance, manifesto, ambiguity,
interdisciplinary, contemporary choreography, “straniety”, contradiction,
beautiful, sublime, imaginary

The most recent features of contemporary dance - defined by the
accelerated processus of accumulation of performative textures, forms,
discourses, continuous amplification through infinite artistic, non-artistic
possibilities, resourses which increase the expressive effectivness of these
,»products” (both theatrical and choreographic) — demonstrated, during the XX
th century, a growing “image consistency”’, who’s validity was, and still is,
dependent on coordinates dictated by actuality. The abysmal inventiveness of

* Lecturer PhD at Theatre Department at "Lucian Blaga" University of Sibiu
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the avantgardes, which generated confusion and “shock™ to the audience,
based its options on impredictable combinations, built unexpected “artistic
products”, oriented towards strategies of capturing the contradictory image of
contemporaneity. It was also focused on the deliberated discredit of the
“traditional” aesthetic categories. The three avantgards' - their effect on artistic
value of the choreographic performance, the compulsory originality and
nonconformism - generated the contours of a strange imaginary universe,
defined by an increasing conflictual attitude against the “beautiful” objectives
of “decorative” art, an obsessive tendency also visible in choreography.
Assesed in an “ordered” manner, the journey towards an aesthetic of
“straniety” through avantgardes - performed by choreography in the XX-th
century, from the embrionary stages initiated by the first “caustic” attitudes -
there are vizible the first “mutations” of dance’s which become diastanced
from the “beautiful” image. The present research rely, as a priority, on
emphasizing the visual artist’s creative involvement. From this point, the
choreography receives the abstract art’s features of cubism, of constructivism,
violently replacing the compulsory “beautiful” image of the “elistist”
performance. The same as the futurist ,,recommendations” - not without
concequences on body’s shape in performance and movement - were
“beneficial” the interfereces of such artists as Pablo Picasso, Parade (1917),
frequently mentioned as a composition which sustaines the unavoidable
,breakage” with any possible reference of the “classic” image of
choreographic performance. The visual artist redefines both performer’s form
and scenic trajectories through an ,,acrobatic geometry”, in congruence with
the image’s cubist attributes, modifies the perceiving qualities of both dance
and movement. The performance is built on a both “poliphonic” and
“couterpointed” image which defines the choreographic discourse. The
composite form of performer’s body evolves in a space not only functional but
also characterized by strictly framed settings, placed in the favour of
movement’s visual expansion. The vanguardist advance of choreography -
through the instruments of the new artistic trends is also obvious in Oskar

1 La terza avanguardia, Ortografie dell’ultima scena italiana, Culture Teatrali, La
Casa Usher, 2015.
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Schlemmer, Triadic Ballets2, who uses image’s balance and proportion,
transfers the geometric rigours in the body’s choreographic composition,
builds moving abstract-corporeal images, through the “educated” eye of the
visual artist. Also, he involves the ,total art” leitmotif, distilled through the
primary elements of plasticity, line, form and color.

By excellence, dance represents an abstract form an expression, quality
applied from classical training, continuously redefined by its periplus through
experiments, permanently influenced by “intrusions” from visual arts. This
parcours indicates the gradual processus of acumulation of theatrical or visual
reforms, removing itself from the old “target” of balance, of enchantment
caused by both elegance and virtuosity of compositions (as the XIX-th century
ballet). The alteration of corporeal’s form and expression culminates in
postmodern art’s area. The context is dominated by “straniety”, by indefinite
image consistencies, by relations between body and abstract shapes (as the
compositions of Alwin Nikolais), by tensions created from contradictions,
aspects which build the artistic imaginary’s “texture”.

The image and the imaginary processed by the postmodern
choreographic performance is defined — since its first “attemps” - by an
sublimated processus of scenic expression, orienting the technical approaches
to the above mentioned “aesthetic of straniety”3. Simultaneously evolving
with the processus of discourse’s fragmentation, with theatre’s deconstructive-
reconstructive effort towards recontextualization, towards, it continuously
amplified both technical and expressive ,.totalisation”, by which depends the
performance evolution in the XX-th century. Dance exceeds any possibility of
framing itself in ,,stable” aesthetic categories. Its continuity relies on an
uninterrupted ,,avant-garde state” (a stimulus for choreography’s
theatricalisation), which enlarges the reception potential and the human form’s
interpretation during movement, demonstrating its aversion for ,fixed”
aesthetic features.

2 Melissa Trimingham, The Theatre of the Bauhaus: The Modern and Postmodern
Stage of Oskar Schlemmer, Routledge, 2017.
3 Herbert Grabes, Making Strange: Beauty, Sublimity and the (post)ymodern ,, Third

Aesthetic”, Rodopi, 2008.
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Before the ,,achorage” in an argumentation which refers to the ,,second
avant-garde” in the XX-th century, the activity of Black Mountain College, is
compulsory the emphasis of the already ,,recognized” modern dance, which
demonstrates an interesting opening to the minimalist movement. The body’s
both image and visual expressiveness, interested in interdisciplinary
approaches, is already an existing ,,practice” in the american modern dance of
the ‘50-ties. The bizzare beauty, the elegance of human form, the statuesque
images created through movement not only evolve in the same time with the
expansion of technical repertoire, but also offers a permissive terrain for an
advanced visual theatricalisation of dance. The image created by Martha
Graham, her choreographic performance demonstrates sublime conjugations
of dancing body with installations, with the universal and timeless value of
scenography, created by the american minimalist artist Isamu Noguchi. The
both hybrid image and imaginary, the contradictory enconter — from the visual
and philosophical point of view — between orient and western world, creates
an ,,artistic product” as a code which expresses the alienating state of artist’s
mind. The space for dance become a confession of the conciliatory identity of
the extremes, processed as basis and substance of choreografic theatricality,
created by the visual , filter” which belongs to the spiritual universe of the
japanese-american artist.

Assesed from this perspective, the necessary ,,straniety” - by which,
according to Herbert Grabes, the ,,new performance” is conditioned — dance
becomes a consequence of the continuous ,.totalisation”, which remaines one
of the most motivating leitmotifs of the choreographic performance, generated
and inspired by the efervescent american avantgards of the ‘60-ties. The
approach is sustained by previous researches which either emphasize the
distructive character of artistic quality (Arthur Danto4), or underlines the
necessary itinerary through experiment, with the related ,,risks”, which finally
proved to be beneficial for postmodern dance and for the recent contemporary
compositions (Sally Banes). For the physiognomy of image and imaginary,
the decisive signature of the visual artist accelerates the infinite ramification

4 Arthur Danto, After the End of Arts: Contemporary Art and the Pale of History,
Princeton University Press, 2014.
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of postmodern discourse of choreography, building — along with the moving
body — performative compositions, which annuls the aesthetic ,,decorative”
convenience, originating the ,intelligent” and detatched attitude of the
audience, stimulating the detection of intellectual clues, associations between
informations, generating an experience which accompanies the postmodern
and contemporary choreographic performance. This is the effect created by
the experiments from Black Mountain College and Judson Dance Threatre,
the aesthetic of ,,straniety” becoming conjugated with contemporaneity, with
conceptual visual configuration of body’s image, hybrids, with
choreographies motivated by contradictory reasons.

Avoiding the claims of an exhaustive approach, relying furthermore on
the necessity of creating a systematic analysis of the complicated evolution of
the choreographic performance — whose ascension is defined by combinatory
and interdisciplinary references - in order to demonstrate the substantial
changes during the midpoint of the XX-th century, the ‘60 ties are the main
basis for the postmodern dance. The both technical and expressive repertoire
of body is defined by the concept of ,,accident”, invoked by John Cage, the
leitmotif of ,,aleatoric music” and the essay Lecture on Nothing. The
characteristic ,,straniety” of postmodern danse remove moreover any mark of
an art appreciated by its ,,material value” and ,,beauty”. The author Moira Roth
underlines the ,,unity between art and life”’5 as both objective and meaning of
the decade, details that motivate John Cage’s interest for actuality and its
image. Regarding the sound’s consistency, the artist demonstrates
preoccupations for the every day phenomenon, for the ,,common” object,
indispensable in the contemporary ,.,home confort” and discourse. Also, both
»desification” and ,hybridisation” of choreography have essential
consequences on body’s movement, whose ,,trail” in performance generated
graphical artwork, sculptures, stimulated also by the creativity of artists such
as Yves Klein, subsequently followed by Trisha Brown.

The most efervescent perimeter of both creativity and nonconformism,
Black Mountain College created ,,indefinite” coordinates of the necessary

5 David Nicholls, Jonathan Cross, The Cambridge Companion to John Cage,
Cambridge University Press, 2002.
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,,straniety”. The mixture between artistic resources — from dance to Site-
specific, from corporality to a discourse created through either pictorial means
or sculptural-performance, absorbing and multiplying the technical and
expressive potential — rebuilds the movement and body as a summum of
,accidental” visual data — and also as “choreography-behaviour”.

Subsequently, dance assumes and establishes congruences between
body, movement and industrial space, bringing together — after Cage’s
recommendations — both every day and artistic clues, situation justified by
Lucinda Childs (Carnation). She maintains the idea of fusion invoked by
,total art”, and on the other hand she manipulates contemporary symbols
which belong to a consumer culture, emphasizing the efectiveness of the
common and ,,found” object.

The ,,theoretical” text, confirmed as a major point of reference is the
,caustic” Yvonnes Reiner’s No Manifesto, which synthesizes the artist’s
creative attitudes who incorporate every day forms, building - through these
resourses - original compositions. The text is sustained by the reconstructive
energy of the artistic reform, emphasizes the choreographic product’s
,»straniety” and the its incisive motivation against the elitist models, opposing
to both ,beautiful” and ,priceless” artistic forms. Reiner’s Manifesto
underlines the new dance’s direction, defining features of postmodernism:
,»No to spectacle, No to virtuosity, No to transformations and magic and make-
believe, No to the glamour and transcendency of the star image, No to the
heroic, No to anti-heroic, No to trash imagery, No to the involvement of
performer or spectator...”6. In this manner, she points the artistic significance
based on “immediate reality”, orienting the understanding of creativity to
strategies applied in Judson Dance Theatre center, where ,,... choreographers
...were conceptualists, interested not in story or symbol, let alone the sensuous
pleasure of dancing to music, but in breaking down and analyzing the
components of movement. To study gravity and perspective, they walked on
walls. To study context, they moved out of the theatre and danced on
sidewalks. To isolate movement from ots theatrical trapping, they made

6 Yvonne Reiner, A Woman Who—Essays, Interviews, Scripts, JHU Press, 1999.
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dances without music, dances without professional dancers, dances without
dance steps — just ordinary actions sunch ag sitting, stooping and walking.,,7.

In a cvasi-similar allure, Trisha Brown also creates visual-
choreographical compositions, congruent with John Cage’s ideas. She exploits
un unprecedented ,,dinamic” choreographic background, using terms as
,»silence” on which she builds the abstract architecture of movement. As early
as the ‘60-ties, Trisha Brown combines the experimental approaches with
creative-rational attempts, result demonstrated in Inside (1966). Her interest
evolved towards choreographies inspired by the obsessive dominance of
urbanism, which modifies the imaginary. The texture of surfaces, straight or
sharp angles, routes developed on platforms perfectly framed by overlapped
architectural ensembles become visual resourses. Dance transforms itself in a
“score” which draws the ,,points of force” of the geometric shape. The
“results” have graphic qualities, are created through the processus of
,»printing” the dance in the white image. The choreography creates ,,traces”,
abstract forms, compositions, goes beyond the ,,ephemeral”, evolving towards
,printed” shapes, both graphic and pictorial, receiving the valences of a
,palimpsest”. White Cube demonstrates the reorientation of the movement’s
effectivenes, action is completed by the subsequent compositions created by
Brown, which conjugate the architectural structure with the both human and
social aspect.

A peculiar approach of movement as a visual form in a corpus defined
by ,,postmodern totality” also belongs to the interdisciplinary artist Meredith
Monk. She is recognised also as one of the leading artist of the american
avantgarde, after 16 Millimeter Earings (1966). She relies on the ,,volumetric”
potential of the vocal part, underlined by the continuously redefined
movement which becomes a vital rhythmical pulse, from which is developped
an anti-fluid choreography. In Vessel (1971) the performance invoke a
diaphanous ,,totality” generated by music. Meredith Monk’s choreographic
philosophy is based on simplicity, also on a ,,triadic” approach which treats -
in a reductionist manner — the relationship between body, movement and

7 Joan Ross Acocella, Mark Morris, Wesleyan University Press, 2004, pag. 43.
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gesture. They contribute to the syncrony with sound, which creates a spiritual
space destined to the Voice which dances. The recongnisable and common
gesture is the main instrument of minimalist choreography, where the
expressiveness of the human form is far from technical virtuosity. The body
and movement become simple forms, concentrating the theatrical priority on
the ,,sound choreography” on poliphony, creating a context where the body
responds to acustic impulses and vice-versa.

Approached as a continuous phenomenon but also through the
reforming impulses, the ‘80-ties still apply experimental excesses, but as
,»diluted” combinatory solutions, with resonances in ,,Judson tradition”. In the
same time choreography demonstrate its removal from the reliance on visual
arts, it offers the image of reversion in the area of virtuoso choreography, of
,corect” rendition and dramaturgy, inspired by musical score. It is regained
the interest for the substantial links between the choreographic phrase,
structure, motif and the logic of the musical composition, focused on
corectness and style’s meticulosity. In this context, the new artistic meanings
are genetically related not only to the changes and cultural ,,densification”, but
also on permisiveness for individual millitancy. For instance, Marc Morris
restores the virtuosity, existent before the dominance of artistic,,straniety”. He
revaluates the elitist musical repertoire, linked with dance’s sublime image,
not only from a technical point of view but also as a scenic allure. He creates
narratives centered on the ,stringent” individual contemporary issues,
expresses themes as suffering, discrimination, marginalisation and difference.

A natural consequence but also a reaction for the agressive american
avantgardes emerged in the ‘60 ties and ‘70-ties, underlined by Yvonne
Reiner’s Manifesto, is the danish choreographer’s text, Mette Ingvarsen, Yes
Manifesto. It appears as a confirmation of the “calming” new tendencies which
remove the previous artistic enterprises, promoting the both stylistic and
disciplinary conciliation in favour of “beauty”. Ingvarsen’s Manifesto clarifies
many present objectives of contemporary choreography, which no longer
assumes the “risks” of the median period of the XX-the century. This
demonstrates the benevolent attitude for balance, altered in the postmodern
avant-gardes’s tumult. Mette Ingvarsen suggests a leitmotivic image of
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choreography after 2000, sustained by an imperative “Yes, for redefining
virtuosity!”’8. Her Manifesto underlines the necessary “step forward“ of
choreography, emphasizing the artistic “key” elements: “virtuosity ...
invention ... conceptualizing experience, affects and sensations ... decoding
and recoding expression...“9.

Dance’s journey through infinite aesthetic categories, created by the
artistic entourage of the XX-the century, the tentations of interdisciplinarity
and limitless openings offered by experiment, shapes the image of a “path”,
permanently sustained by researches for unique visual metaphors compatible
with the galloping advance of contemporaneity. This processus signifies
nevertheless derailements from “beauty” as aesthetic category, it crosses
through risky reforms, deconstructive-reconstructive artistic movements,
indefinite vizual textures, all of these being characterized by the peculiar
“straniety” of the XX-th century. Nonetheless, what is demonstrated by the
recent contemporary dance, in accordance with Yes Manifesto, is the fact that
the avantgards undoubtedly led to inovative consequences, proved by the
latest “artistic products” which rely on virtuosity and the reconfigured
aesthetic quality of “beauty” as well as on experimental approaches.
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THE NEUTRALITY or the silence before the action

Camelia Corina CURUTIU-ZOICAS®

., The actor’s presence increases with the capacity of the actor to be naked”
Ariane Mnouchkine

Abstract: The actor's imagination is formed and translated into
images. The actor shows and embodies the dramatic character on stage with
his body, voice and gestures. The actor's body goes through a semiotic
transformation during the show, it becomes the main vehicle of expression,
the main channel of transmiting information, an extremely important
function in theatrical artistic creation. The actor's voice is in accordance to
his body and psyche, and through its expressive qualities it becomes an
essential component of theatrical language and stage communication. Our
every day body is also a permanent transmitter of coded messages, voluntary
or involuntary, of packets of information about the subject's previous
experiences, memories, sensations, perceptions, knowledge, attitudes,
conceptions, relationships, social constraints etc. The human voice also
becomes a sign for the social relationships, for the personal identity, the mood
or the motivation of the speaker. Due to the state of neutrality, the actor will
discover how an image, real or fictional, can transform his psychophysics, he
will discover the psychophysical existence of each character with its external
and internal world. The actor must put aside his self-image, learn to allow the
presence of the mask / role take control of him, to breathe, to speak and to
live with his own voice, face, body and mind. When the face is covered and
there is silence, the actor has to communicate through his body and
movements, when the movement is simple and economical, the mask /the

* Lecturer PhD at Faculty of Theatre and Film, Babes-Bolyai University
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role begins to live.

Keywords: imaginary, image, evocation, body, voice, sign, theatrical
language, communication, identity, paradox, duality, neutrality, neutral
mask, expressiveness.

For Aristotel!, the soul never thinks without images, so that all the
thoughts or representations involve imagistic activity, the imagination being
the thing by virtue of which we say that an image is born in us.

An imaginary object, even if it does not actually exist, can exist in
the imagination as real as in its physical existence. This mechanism is called
the naive metaphysics of the image and occurs when ,,you deviate your spirit
from the pure contemplation of the image itself. As soon as you think about
the image without forming images, there is a slip, and from the assertion of
the essential identity between image and object, it passes to an identity of
existence. From that moment on the image is the object, the image exists as
if it is the object™.

Every creative artist is surrounded and assaulted by images. The
actor is accompanied in his fictional creation by images, visions of the past,
present or future that reveal his feelings, emotions and conscious or
subconscious desires. Any performance creates, as Stanislavski® says, a
kind of soul acoustics between actors and spectators, it receives and gives
back vivid, human feelings through the image.

The actor's imagination is formed and translated into images. The
actor's body and voice are an image, and every movement he makes on the

! Aristotel Apud Stevenson Leslie, Twelve conception of imagination, British Journal of
Aesthetics. Vol. 43, Jul 2003, p. 243

2Sartre, Jean Paul, Imaginatia, Trad. Narcisa Serbinescu, Aion Publishing House, Oradea,
1997, pp. 7-8

3 Stanislavski, K. S., Munca actorului cu sine insusi, Trad. Lucia Demetrius and Sonia
Filip, Ed. De Stat pentru Literatura si Arta Publishing House Bucharest, 1955
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stage, every tone of voice becomes an integral part of a work of art, being
itself a masterpiece. Every physical detail, gesture, movement, action, facial
expression, word will acquire the right resonance, unity, veracity, beauty
and stage organicity. The actor translates his inner images and feelings on
stage, through his body, movement, action, voice and text, being able not
only to develop an internal pattern, but to translate it into physical
expression, constantly experiencing the relationship that is formed between
body, voice and psyche.

Through the body, through the continuous transformation of his
voice, his gestures, his thoughts and emotions, the artistic imaginary, the
memories, perceptions, dreams, fantasies, impulses and desires of the actor
are embodied and expressed on stage, become strong signs because ,,the
actor's semiotic body is the main support of the theatrical signs, most of the
signs from which the images and stage events are woven being related to the
actor's body. The actor shows and embodies on stage the dramatic character
in the personal structures of his own body. The actor's body, his voice, his
gestures are modified according to the requirements of the scenic expression
of the feelings, states, thoughts, intentions of the played character, and
through these mutations his body passes during the show through a semiotic
transformation. The semiotic body of the actor becomes a theatrical sign of
the dramatic character, of the figure and of the plot concentrated in the fiction
of his personality.”*.

The strong connection between body, voice and imagination will
determine the physical expression and the stage corporalization of the played
behaviour, in accordance to the internal vision of the actor, with his artistic
imagination. The accumulation of elements from which the artistic imaginary
and implicitly the acting language is constructed, is composed and embodied
by an "impressive number of signs, which all work in the code of the iconic
language"”, being translated into a specific sign language. This sign language

4 Bacs, Miklos, Propedeutica limbajului teatral nonverbal in arta actorului, Universitary
Course, Presa Universitara Clujeand Publishing House, Cluj-Napoca, 2012, pp. 14-15
5 Ibidem, p. 15
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works in the "iconic language code"® and the actor "is gifted with the
extraordinary ability to speak at once in several languages, in the language
of gestures, voice, distances, walking, facial expressions, gaze, silence and
much more””’.

Thus, the actor's body has an extremely important function in theatrical
artistic creation, it becomes the main vehicle of expression, the main channel
for transmitting information, the sensitive body about which Chekhov® was
talking, or the notion of dilated body belonging to Barba’, it is the one who
gives birth and it is the "bearer of the real Action"!°, the one which "encodes
and transmits essential information about the reality of stage fiction, whether
it is about the presence of the actor (pre-expressive level), situation (context),

relationship or about emotion"!!.

The actor's voice is in accordance to his body and psyche, and through his
expressive qualities it becomes an essential component of theatrical language
and stage communication because ,,the voice does not invent new words or
sentences but gives them the background sound that can significantly
influence the final meaning of verbal communication”!?. Meantime, the voice
in the neutral state can be coded as acousmatic voice, a sound that we hear
without determining the cause from which it comes and which is felt as a
secret, enigmatic place , where knowledge is hidden and which implies a
hyper-dramatic depth. This term of acousmatic was used by Pierre Schaefer,
the father of electro-acoustic music, who rediscovered it in an old
dictionary.The musician stated that "Within the miracle of concrete music,
which I try to make resonating in the interlocutor through the course of

¢ Ibidem, p. 16

7 Idem

8 Chekhov Michael,On the Technique of acting, The first complete edition of Chekhov s
classic To The actor, Qill, Harper Collins Publishers, Inc, New York, 1991

% Barba Eugenie-Savarese, Nicola, L energie qui dansse, L entretemps Edition, France, 2008
10 Bacs, Miklos, Propedeutica limbajului teatral nonverbal in arta actorului, Universitary
Course, Presa Universitara Clujeand Publishing House, Cluj-Napoca, 2012, p. 21

1 1dem

12 Ibidem, 16

64



§ sciendo
THEATRICAL COLLOQUIA

experiments, at a certain point some things begin to speak for themselves as

if they bring us the message of a world unknown to us”. '3

But, our every day body is a permanent transmitter of coded messages,
voluntary or involuntary, verbal (language, voice quality, rhythm, volume,
intonation, tone, accent, pause during speech etc.) or nonverbal (vocal-
laughter, shouting, muttering, yawning etc., and nonvocal- mimicry, gesture,
movement and positions adopted by the body, gaze etc.) communicates all the
time, transmits signals. The human body acquires throughout life unlimited
packets of information and preserves in its memory, in a faithful manner all
the receptions received. The body, over time, following previous experiences,
changes and becomes the sum of all acquired knowledge, whether we are
talking about memories, sensations, perceptions, feelings or about
movements, knowledge, attitudes, different conceptions, relationships, social
constraints, sex etc.

The human voice can convey very clear characteristics about the
speaker, from physical aspects (age, appearance, height, weight, health, race,
sex, sexual orientation etc.) to psychological ones (skills, emotional state,
mood, personality etc.) and social (education, occupation, origin, social status,
etc.). The human voice is also a sign for the social relations that the speaker
has, for his personal identity, mood or motivation.

Paraphrasing Mastrosimone'#, we are endowed with a multitude of
possible personalities, who had no chance to stand out, because of those
necessary personalities, adaptable to the situation in which we were born. But
they remained there, inside us, in the shadows, outside the spotlight. They are
there and build with their imaginary bodies, our real body.

13 Anca Similar, The Hybrid Theater of Robert Pinget, Theatrical Colloquia 10 (2), lasi, 2020.

14 Mastrosimone Apud. Eldredge Sears A. , Mask Improvisation for Actor Training and
Performance. The Compelling Image, Northwestern University Press, Evenson, Illinois,
1996, p. 35
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Therefore, if the actor's everyday body is already a powerful
transmitter of his own memories and experiences, how can it assimilate other
points of view, evoke, transfigure and expressively communicate a multitude
of possible imaginary bodies and fictional worlds, without showing its own
mask? How this body is deconstructed so that it can be reconstructed and

prepared for stage fiction and for the True Action !°, for conscious

expressiveness ,,50 necessary for a sophisticated nonverbal communication”!®
as that of the theatre creator, or of the actor is? What is the Zero point 7 or the
Moment before!® the Action? How does the body, the psyche and the actor’s
voice prepare for this verticality, for the state of neutrality? How can the actor
become aware of the patterns of his own movements, eliminate them and

acquire the "ability to create the quality of not- me"",

The actor’s presence increases with the capacity of the actor to be
naked said Ariane Mnouchkine?® because the moment you remove someone's
face in this way by covering it with a neutral mask and you discover that the
thing you lived with and you knew that it always transmitted something, is no
longer there reveals to the actor a strong sense of, ,,released for a certain time

from his own subjectivity?!.

The neutral mask has no memory, it lives in the present and gives the
body the opportunity to reach a state of silence, presence and creative
availability in the theatrical space. The neutral mask is the instrument through
which the actor lives during the creative process, in a continuous duality of
doubling a perception that is subjective and objective at the same time, in a

15 Ibidem, pp. 25-26

16 Ibidem, p. 23

17 Zinder David, Body voice Imagination, Image Work and the Chekhov Technique, Second
Edition, Routledge, New York, 2009, p. 13

18 Idem

1 Brook Petre, apud. Eldredge Sears A. , Mask Improvisation for Actor Training and
Performance. The Compelling Image, Northwestern University Press, Evenson, Illinois,
1996, p. 56

20 Mnouchkine Ariane, apud. Eldredge Sears A. , Mask Improvisation for Actor Training
and Performance. The Compelling Image, Northwestern University Press, Evenson, Illinois,
1996, p. 56

21Brook Peter apud. Ibidem, p. 50
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paradoxical state of deconstructing and building, hiding and revealing,
controling and releasing, depersonalizing, personalizing and essentializing.
He lives a divided consciousness in order to be able to identify his
idiosyncrasies and characteristics that make the actor unique.

The neutral mask is an object that has specific characteristics, which
produces a state of calm, power and energy, which paradoxically
depersonalizes and essentializes the one who wears it, allows him to live the
state of neutrality before the action, a state of active attention, openness. This
mask is the base, it is the support on which the other masks will be built, the
starting point for any other mask, being an expressive one, a commedia dell
arte one or a role, it is like a sheet of paper, without character, conflict or
experience, without past, creating space for the actor, allowing him to see,
hear, feel and touch the essence of things, the essence of being, with the
freshness of beginnings, as Lecoq said??, giving the body strength and
expressiveness. When the face is covered and there is silence, the actor has to
communicate through his body and movements, when the movement is simple
and economical the mask / role begins to live, and ,,the space begins to be
inhabited by its energy and its presence, the air around it is loaded with
importance”?*.

The neutral mask does not have a specific character because it contains
them all, it is the superlative person, it is the form of the forms, it is everything,
it is the ideal man. The actor tends to become this ideal, and the more he
reduces his own presence the closer he is to breathing in this state of neutrality.

Eldredge says that on the face of each actor, the neutral mask changes
and adapts and what is really aroused is actually the neutral specificity of the
actor, because when he identifies with the mask, the self becomes an external
attribute that can be studied. Then he will see more easily what is not neutral,
than what is neutral, he will discover the yes of the neutral through series of

22 Lecoq Jacques, The moving Body (Le corps poetique). Teaching creative theatre.Third
Edition, Methuen/Drama, London, 2020, p. 38

23 Snow Jackie, Mouvement Training for Actors, Series:Performance Book,
Methuen/Drama, London, 2012, p. 95
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no, ,,neutrality is the counterpoint- the point of perfect balance — when the
swing does not lean to one side or the other. This image of the swing and the
idea of the perfect equilibrium point will become important in our
understanding of neutrality.”?.

Neutrality, the state of being neutral or of being a neutral presence is
that state of tranquility before the action, when the actor is in a perfect state of
balance, in an economy of movement, without accentuating, overdoing vitality
and action, and as Bacs says, in a state of dilatation, that is ,,a consequence
that results from the search of the essential, from the elimination of
superfluous gestures and movements, (...), from the protection of the dynamic
core of the action: the impulse”?’.

A neutral body ¢ is symmetrical - each part of the body must mirror
the other, one half of the image of the body in the mirror with the other half,
each half of the body balances the other half; it is centered - it is not a body
sunk in the ground and none one that levitates, no part stands out because there
1s no conflict between its parts; it’s integrated and focused; it is in energy — in
alert without anticipation, the neutral body has a sense of alertness and
attention; it can be compared to the neutral point of a car gearbox when the
engine is running, ready to go in any speed; it is relaxed - without tensions but
in a relaxed attention, not tense but not soft; a level of energy full of potential;
it is involved in being and not in doing — in being present.

Neutrality is the silence before the action, it is an "intellectual and
imaginative" construct?’ which refers to the way we look at the world, through
the lens of which we observe things that we might not see otherwise, we
contemplate and explore.

24 Lecoq apud. Eldredge Sears A. , Mask Improvisation for Actor Training and
Performance. The Compelling Image, Northwestern University Press, Evenson, Illinois,
1996, p. 50

25 Bacs Miklos, Propedeutica limbajului teatral nonverbal in arta actorului, Universitary
Course, Presa Universitara Clujeana Publishing House, Cluj-Napoca, 2012, p. 27

26 Eldredge Sears A. , Mask Improvisation for Actor Training and Performance. The
Compelling Image, Northwestern University Press, Evenson, Illinois, 1996, p. 53

27 Ibidem, p. 49
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Due to the state of neutrality, the actor will discover how an image,
being it real or fictional, can transform his psychophysics and will discover
the psychophysical existence of each character with its external and internal
world. The actor must put aside his self-image, learn to allow the presence of
the mask / role take control of him, to breathe, to speak and to live with his
own voice, face, body and mind. Anything that is not neutral is the beginning
of a characterization, any position, attitude, any lack of balance, any bodily
and vocal pattern will bring to the surface their own personal habits and masks.
The actor will discover through the neutral mask the unlimited options he has
in the construction of the different characters he tends to embody, the
appropriate body images by becoming aware of his own neutral image
,convincing and powerful image that can function as an agent for the
psychophysical transformation of the actor”?®,

The actor's faith is not in the mechanical and technical
understanding of his own body, it comes from the ability to create within
himself such a strong image as to convince him to believe. There are young,
extraordinary actors who have prepared wonderfully, but whose work 1is
totally uninteresting, says Brook 2°. But if the inner image was incredibly
strong, the actor could transcend his psychic limits, because for an actor is
not important to teach his body to be expressive, but to make it preoccupied,
a free tool through which the impulse of the imagination to pass and not to
be blocked on the way. But in order to make room for imagination, the actor
must put aside his self-image and learn to let his mask lead him, to allow
the presence of the mask to control him, to breathe and to live with his own
face, body and mind.

The neutral mask is unique, it is the "mask of all the masks"*°, and
if it has this exceptional feature, the other expressive masks become

28 Ibidem, p.55

2 Brook Apud. Eldredge Sears A. , Mask Improvisation for Actor Training and
Performance. The Compelling Image, Northwestern University Press, Evenson, Illinois,
1996, p.50

30 Lecoq Jacques, The moving Body (Le corps poetiques). Teaching creative theatre.Third
Edition, Methuen/Drama, London, 2020, p. 54
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"infinite"3!.

Through the neutral mask the actor will experience the previous state
of thinking, emotion and action, will know and become familiar with the
sensation of a balanced, centered and concentrated interior that is ready to
express authentic emotions. A body that is in a state of innocent curiosity, of

"tabula rasa">?

, which knows the basic laws of motion, balance and imbalance,
opposition, compensation, action, reaction, breathing, energy, verticality and

alignment.

The neutral mask integrates the body, mind and voice and gives the
actor the opportunity to prove the power of presence during the creative act,
through self-knowledge and acceptance. Awareness of body language and
verbal and non-verbal communication, of breathing, of the centre of gravity,
of the relationship with the space, of thythm make the actor explore the basics
of communication and transformation. Also, the neutral mask moves around
the idea of universal humanity, archetypal states and emotions, outside the
personal sphere of the individual that opens new possibilities of expression fot
the actor to a poetic dimension of movement, time and space.

The actor projects an image that overlaps with his own person, he
projects outside him what is just a suggestion thus creating a new identity. The
actor becomes the meeting point through which the evocation will pass, and
for this to be possible ,,he must have sufficient self-knowledge to be able to
reduce the superficial growths and excesses of his normal personality because

they have nothing to do with the pure line he wants to draw”*.

Every art serves, as Chekhov says **, the purpose of discovering and
revealing new horizons of the human being. The actor displays the power
of his personality, of his creative individuality and communicates a new,
virtual, imaginary world created by the imagination through the sum of

31 Idem

32 Eldredge Sears A., Mask Improvisation for Actor Training and Performance. The
Compelling Image, Northwestern University Press, Evenson, Illinois, 1996, p. 58

3 Ibidem, p. 56

34 Chekhov Michael, On the Technique of acting, The first complete edition of Chekhov s
classic To The actor, Qill, Harper Collins Publishers, Inc, New York,1991, pp. 50-57
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images. During his creation, the actor constantly evokes, creates and
communicates, acts on his psyche, creates scenic veracity and generates
expressive and revealing forms for the spectator, through theatrical, verbal
and non-verbal language, through the signs he communicates on stage.

Bibliography:

Bacs, Mikl6s, ,, Masca” si ,, Rol - identitati si diferente, Casa Cartii de Stiina
Publishing House, Cluj, 2007

Bacs, Miklos, Propedeutica limbajului teatral nonverbal in arta actorului,
Univeritary Course, Presa Universitara Clujeand Publishing House, Cluj-
Napoca, 2012

Barba, Eugenie-Savarese, Nicola, L energie qui dansse, L entretemps Edition,
France, 2008

Bachelard, Gaston, Poetica Spatiului, Trad. Irina Badescu, Paralela 45
Publishing House, Pitesti, 2003

Chekhov, Michael, On the Technique of acting, The first complete edition of
Chekhov s classic To The actor, Qill, Harper Collins Publishers, Inc, New
York,1991

Eldredge Sears A. , Mask Improvisation for Actor Training and Performance.
The Compelling Image, Northwestern University Press, Evenson, Illinois,
1996

Ferral, Josette Rencontres avec Ariane Mnouchkina, XYZ editeur,
Montreal, 1995

Lecoq, Jacques, The moving Body (Le corps poetiques). Teaching creative
theatre. Third Edition, Methuen/Drama, London, 2020

Lecoq, Jacques, Theatre of Mouvement and Gesture, Routlege, London, 2006
Sartre, Jean Paul, Imaginatia, Trad. Narcisa Serbanescu, Ed. Aion, Oradea,
1997

Similar, Anca, The Hybrid Theater of Robert Pinget, Theatrical Colloquia 10
(2), lTasi, 2020

Stan, Sandrina  Tehnica vorbirii scenice_,Casa Centrala a Creatiei Populare
Publishing House, Bucuresti, 1967

Stanislavski, K. S., Munca actorului cu sine insugsi, Trad. Lucia Demetrius si
Sonia Filip, Ed. De Stat pentru Literaturd si Arta, Bucuresti

71


http://scholar.google.com/scholar?cluster=12480838940449434446&hl=en&oi=scholarr

§ sciendo

THEATRICAL COLLOQUIA

Stevenson, Leslie, Twelve conception of imagination, British Journal of
Aesthetics. Vol. 43, Jul 2003

Snow, Jackie, Mouvement Training for Actors, Series:Performance Book,
Methuen/Drama, London, 2012

Zinder, David, Body voice Imagination, Image Work and the Chekhov
Technique, Second Edition, Routledge, New York, 2009

72



§ sciendo
THEATRICAL COLLOQUIA

DOI number 10.2478/tco-2021-0021

The trilogy of "love” beyond beauty, truth and drama

Raluca LUPAN®*

Abstract: The initial starting point in directing and choreographic
process in developing the "Love'trilogy: the core and heart of the idea behind
creating a performative trilogy concerning the theme of love has been the
reflecting studies of the performers involved in the creational process. These
spectacular and performative sequences begin with ‘Savage/Love’- the first
part of the trilogy desgined in 2019. Starting from the desire in exploring the
unfamiliar professional aspects of dance-theater and contemporary dance
techniques, the personal experiences of the performers become the leading
sources of inspiration in the directing and choreographic process. The middle
part of the trilogy will be shaped as a performative show entitled "August
Rush'. The last and third part will organically become a performative solo-
‘In/UnLoved bodies .

Key words: drama trilogy, dance-theater, aesthetic experience,
choreographic dramaturgy

l. Introduction

This article aims to observe and document the preliminary processes
of the creative act applied in order to achieve the direting and choreographic
concept of the second part of the trilogy dedicated to the theme mentioned

* Freelance performer/ Phd. assistant at Theatre and Film Faculty, UBB, Cluj Napoca
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above. The sequential-performative trilogy is created as follows: Savage /
Love (2019), August Rush (dance performance in working progress - deadline
for the end of the show December 2021) and In / UnLoved bodies (solo
performance in progress-2022). The directorial concept materialized towards
the end of 2019 when the show Savage / Love - the first part of the trilogy -
was already in its fourth performance on the stage of the independent theater
in Cluj Napoca. Organically and fluidly, the idea of the second spectacular
sequence to capture a more intimate part of the story of the couples imagined
in Savage / Love- found its materialization after long discussions with the
artists / performers involved. In the introductory part of the article we mention
the fact that we will try to keep for August Rush, the format previously chosen
in documenting the creative process of the dance-theater show - Savage / Love
in order to provide continuity and coherence to the research and
documentation process. In this sense, it will be possible to record the following
stages of the process of creating the August Rush performance:

a) Sources of inspiration of the thematic universe. The inspirational
and creative network created by the realization of the show Savage / Love
followed its natural course in order to give birth to a new story imagined by
the protagonists under the influence of the situational universe generated by
the act of falling in love. Two (him and her) of the characters exposed in the
Savage / Love performance, recompose their story, removing and canceling
the unfinished or unfinished relationships that were represented in the
aforementioned spectacular act. The transfer of the two characters from
Savage / Love in a different situational universe is the main source of
inspiration in making the intermediate sequence of the love trilogy. By
offering these characters-transferred, new possibilities of manifestation and
exploration of the love relationship that develops through extended romantic
encounters during a limited period of time- a month, the stage directing and
choreographic concept is realized by itself. The artistic decision-making group
decides to explore the course of a love affair between two characters from a
previous show presented on stage. This possibility of extrapolating the
characters to reinvent them in a new space for action and the new means of
manifestation of the feeling of love brings to the fore the issue of interpersonal
relationships in the current context. The extrapolated or transferred characters
will find their forms of poetic expression in the new ensemble generated by
the actors through the improvisations made starting from the dramatic text.
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b) Generating the dramatic text for the second part of the trilogy -
August Rush. The textual identity was made according to an idea identified in
the text of Falk Richter-Trust, that of exploring the fluidity of love
relationships in the context of identity and social crises of this period. A
significant part underlined, by Falk Richter and the dancer / choreographer
Anouk van Dijk, in the spectacular production of the mentioned post-drmatic
dramaturgy focuses on the time intervals in which the members of the society
maintain or interrupt interpersonal relations in their intentions of a love
encounter. These intervals in which the supposed love relationships can be
established, maintained and / or interrupted diminish as the society we belong
to crosses significant pieces of recent history. The collapse of financial
markets, the mundane daily action that becomes a performance action if it is
placed on social networks, the human interaction that becomes a transaction
in which someone buys while someone else sells, all these aspects of modern
society have a negative impact on the individual and of the idea of community,
according to the two artists. The conviction of these creators intrigues the
production team of the August Rush performance and deepens the desire to
look during their own experiences, events that highlight that degradation in
their own relationships that society has been producing more and more lately.
In the context of events that limit the area of interpersonal interactions, but
which presuppose in a superficial sense a quantitative communication full of
abundance, the individual invests excessively in his own person and less in the
qualitative development of socio-interpersonal relationships. Bringing into
question this aspect of the deterioration of communication, the narrative thread
of the future performance August Rush materializes, in an incipient phase, in
forms that can support possible changes during the creative process. The first
part that supports and will benefit from significant changes is the dramatic
text. The content of the dramatic text reaches a total of 10 pages at this stage
of the creative process. In order to organize and order the process of creating
the dramatic space and choreographic representations, the dramatic text was
divided into 5 scenes / moving metaphores as follows:

1. Scene 1 - " after 21 years"
2. Scene 2- "Nothing would change"

3. Scene 3- "I'm tired"
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4. Scene 4- "I wanted to change the world"
5. Scene 5- "We can still hear each other"

In order to visualize the dynamics of the relationship between the two
characters, we will exemplify some key lines from each scene. Therefore:

Scene 1 - "After 21 years"
He: What are you doing?
She: Mimicking.

He: What?

She: Existence.

He: I don't understand.
She: after 21 years

He: I don't understand.

Scene 2 - "Nothing would change"
She: And if I kissed you

He: Nothing would change

He: And if I called you

She: Nothing would change

He: And if I didn't call you

She: Nothing would change

Scene 3-"I'm tired"

He: Now I'm tired

She: Yes, but now say it for real, as if it mattered

He: What? What, really?

She: That’s enough for me, I am tired of everyone’s lies and bullshit, of people
telling that I am too much, that it's too much, tell them that you don't want to
be fucked anymore and that if someone thinks they can still make you look
stupid of you will make them regret it and you show them exactly how that
shit feels.

He: I'm tired. 'M AT THAT POINT WHEN I’'VE HAD ENOUGH.
EVERYTHING STOPS HERE:
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Scene 4 - "'l wanted to change the world"

She: I wanted to change the world until I forgot what the world is really like.
I wanted to change the world so much that I never stopped

He / She (together): I wanted to change the world so much that the world
changed to the point where I lost my identity.

Scene 5 - " Gonna hear each other soon"

She: It's not about this about what we are to each other. (.....) and it’s August.
I'm just sitting here.

He: Sometimes I dream about you.

She: You are so beautiful. I could be there with you now, but ...

He: We keep up with what's going on in our lifes, okay? It's complicated.
She: No, it's not. Yes ... I know this line“Talk to you soom. See you later"

c¢) Creating the dramatic-choreographic space. The creative procedures
used in the realization of the Savage / Love performance will also be found in
the performative act staged unde the August Rush production: dramatic-
choreographic improvisations based on Cl techniques (contact improvisation),
Viewpoints and elements from Countertechnique®. The show will materialize
through the creation and practical use of the following notions: kinesthetic
response, spatial relationships, rhythm (duration, tempo), architecture
(spatiality and decorative objects), gesture, momentum, repetition.

I1. Analysis of the initial stages of the creative process (construction of the
first two scenes 1,2)

a) August Rush concept: The first part of the trilogy focuses on the
fluidity and ambiguity of relationships between partners, where each can be
replaced relatively quickly with a better variant or a more upgraded substitute,
without taking actions that can generate a temporary rupture in the couple's
relationship, the second part will focus on those psycho-physical actions that
produce a final split between the partners who live together for a month (in
this case August). The psycho-physical route of the conflict-generating

! Ingo Diehl, Tanztechniken 2010: Tanzplan Deutschland (Leipzig: Henschel, 2011), p. 68-
79
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situations will be followed in the case of the relationship between the two
characters who apparently verbalize the desire to get closer to the other, to
love him and to constitute a possible couple relationship. This route will be
followed by a choreographic transposition of the civil situations considered
relevant for the chosen topic. The direction and choreography will be born
after the dramatic text will have a final version, with the consent of all the
artistic parties involved in the creation process.

b) The title of the show-August Rush, thus belongs to the intermediate
part of the trilogy dedicated to the action of love in order to emphasize the
fragility and speed with which interpersonal relationships are created and
especially dissolved in current contexts.

c) Theme: Love. Altering love relationships (in an erotic sense) in the
daily act and their aesthetic remodeling in the performative act.

d) Subject: A He and a She- two characters (both around 40 years old).
They meet again after 21 years. He finds out that she is the person who sent
him unsigned love letters when the two of them were teenagers. They spend
time together, as lovers, in the month of August. The structure of the
performative act will be made with the help of the devised-theater method and
has as artistic composition of two performers (Vlad Marin?, Lupan Raluca)
who will explore the psycho-physical grammars of a possible relationship
between two people who see each other after a long time. The characters
transferred from Savage / Love reunite after a long time, and on the basis of
being old acquaintances from adolescence, they offer each other a set of love
discourses and a disfunctional love language in the newly formed (fictional)
relationship in August-Rush, only to be able to go through the direct path of a
suspended separation, (no one separates from anyone by saying the actual
words, but only by the action of leaving the spatial area in which the other
lives or activates).

e) Directorial-choreographic and research objectives:

2 Freelance actor, manager at The Night Watch independent theatre company based in Cluj
Napoca
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- Researching the psycho-physical manifestations of the feeling of love, in
the current context in which the efforts necessary for the action of loving
materialize in the first instance through communication in virtual realities,
hosted by the new social networks. In the case of the August Rush
performance,the research and construction of the second part of the trilogy
under examination focuses on the fictional situation of the exclusive encounter
between these two transferred-characters. If in Savage / Love the situational
and contextual constructions had as main characters four young people
looking for experiences through which to generate the formation of stable and
lasting relationships, in August Rush the narrative, situational and directorial-
choreographic thread focuses exclusively on the established relationship and
reconsidered love situations between a he and a she.

-We follow the path of the minimum necessary distance? in the performative
space determined by the degree of assumed involvement of the performers in
the creative process and interconnected with the distance between "who we
really are, in our intimacy", and our "avatars" that generate unconscious
displacements in speech, communication and the act of loving.

- Producing aesthetic experiences for the audience.
f) Practical purpose (spectacular act):

The performative act will be performed in the form of performative events,
such as "sequels", which will be performed / played / performed in the same
season in the independent cultural space, as follows: day 1- Savage / Love;
day 2- August Rush; day 3- In / Unloved bodies. The sequential performative
acts will include, as a final research strategy on the artistic product, Q&A
sessions with the audience.

Trilogy about love - work in "pandemic progress"

The first part of the trilogy- Savage/Love

3 Concept defined in the Phd Thesis- ,,The minimum required distance between an actor and
his role applied in small performative spaces , Lupan Raluca, 19.09.2018
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The second part of the trilogy August Rush (working progress)

The third part of the trilogy In/Unloved bodies (working process)

Title: August-Rush

Dramaturgy / Concept / Direction / Choreography: Raluca Lupan, Vlad Marin
Assistant director: Iulia Ursa

Production: Cultural Association @Rondul de noapte

Sound & Lights: Andrei Lup

The work stages that will be researched and documented in the next period in
relation to the production of the August Rush show:

1. Researching the proposed topic and the subject from the perspective of new
trends in socialization and the formation of interpersonal relationships, seen
through the personal experiences of performers. Finalization of the text by the
creative team through procedures specific to the devised-theater method.
Division of tasks within the production team.

2. The actual construction of the imaginary and dramatic space and body
grammars in rehearsals based on physical training and improvisation exercises
specific to contemporary dance and the Viewpoints method. All this elements
purseued in the improvisation sessions will be pu in relation to the chosen
decor elements and the sound universe created.

3. The construction of the setting (a bed mattress) and of the spatial-situational
universe to which the performers will relate from a theatrical / performative

(and choreographic) point of view.

4. Finalizing the choreographic dramaturgy, the sound space and the light
design.
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5. Rehearsal and psycho-physical adjustments made by the performers
according to the elements of costume, scenery, sound and lights.

6. The date of the actual premiere (December 2021).

I11. Preliminary conclusions

The construction of the middle part of the trilogy mentioned in this
article involves a revision of the show Savage/Love to detect those gestures
and choreographic sequences used by the two transferred characters who will
find their reinterpretation in the new artistic product. The relationship built in
the first part by the two characters is choreographiclly formed of movements
and / or sequences using the following qualities of movement: flying* and
molding®. These qualities of movement will be transferred and will find
continuity in the characters that we started to redefine in the August-Rush
performance. The proposal of the artistic team is to keep, in the newly created
performance, those gestures, those moments captured as moving metaphores,
from the first part of the trilogy in order to activate the audience's memory,
so that they can immediately recognizes the two characters as the protagonists
of the Savage/Love. In this sense, in order to produce the process of
recognizing and recalling the situations in Savage / Love, we will identify the
elements (gestures, positions, choreography) that will be repeated identically
in the August-Rush production. Although their resumption will be completely
similar, the situation generated by the presence of only two of the four original
characters will offer new meanings and imaginative possibilities to the
audience.The audience will attribute new and different meanings discovered -
here, now - to sets of movements and gestures he witnessed in two distinct
performances. The intention of the creative team is to permanently stimulate
the spectator's imagination in order for him to produce his own aesthetic
experiences in the process of viewing any part of the mentioned trilogy about
love. In order to stimulate these processes in the viewer's consciousness and
to give him the opportunity to become a co-creator, performers will have the

4 David G. Zinder, Body, voice, imagination: ImageWork Training and the Chekhov
technique, 2nd ed (London ; New York: Routledge, 2009), p. 66

5 David G. Zinder, Body, voice, imagination: ImageWork Training and the Chekhov
technique, 2nd ed (London ; New York: Routledge, 2009), p. 69-70
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task of: determining the defining gestures of the characters-transferred,
choosing a limited set of choreographic sequences that will find identical
representations in each part of the trilogy, to decide and to represent with
accuracy and precision these choreographic-dramatic units in order to make
them as recognizable as possible for the spectator.

In order to carry out a project that contains an ensemble consisting of
three different performative sequels, the process of documenting and
analyzing the scenic movement, the contexual and textual elements, in a
temporal sense, it will need a reconfiguration and a redistribution of the
working and creative processes timeslines in order to be able to achieve the
initial objectives. In this sense, the construction of the first two scenes in
August Rush will undergo significant changes in the next period, which will
certainly cause a delay in the initial pressumed date of the premiere. The
constitution of each part of the trilogy will be researched, documented and
analyzed by the participants directly involved in order to maximize the quality
of the artistic products generated and to offer the performers a space for
professional development and enquieres related to their internal creative
mechanisms.
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The beauty of choreographic genius — Oleg Danovski,
proponent of the national ballet repertoire

Geta-Violeta RAVDAN®

Abstract: A prominent figure in national ballet, Oleg Danovski is one
of the personalities of 20th century ballet. He gave the world a vast repertoire
consisting of classical, neoclassical, modern ballets, Romanian ballets, and
divertimentos for operas. Despite his success with classical ballet staging that
would make him famous abroad, the choreographer also turned his attention
to folklore, by addressing specific local themes. Thus, through this desire to
study and stylize the folk dance, he brought an important contribution to the
Romanian cultivated dance, from which the image of the Romanian character
dance would stem. He was devoted to the idea of Romanian ballet theater and
he advocated for original music for ballet, a national repertoire and the
development of the Romanian ballet school. His Romanian creations are
precious pages of the history of Romanian ballet that should not be forgotten,
and that have enormously contributed to the enrichment of the original
choreographic repertoire.

Keywords: cultivated dance, Romanian character dance, folk dance,
ballet, Romanian performance

Introduction
The dancer who astounded in his performance as the Spider in

Constantin Tanase's revue in the 30s, and the great choreographer who was
later appreciated for his successful classical and neoclassical works such as

* PhD, lector of the Arts Department of the Ovidius University in Constanta; the Department
of Letters and Arts of the Lucian Blaga University in Sibiu
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“Swan Lake”, “Chopiniana”, “Carmen”, “The Nutcracker” “The Hunchback
of Notre-Dame”, “Cinderella”, “Coppelia”, “Romeo and Juliet”, “Puss in
Boots”, “Scheherazade”, “The Snow Queen”, “Sleeping Beauty”, “The
Miraculous Mandarin” and so on, contributed to the development of the
Romanian ballet school, but also brought significant contributions to the
development of the Romanian cultivated dance repertoire.

But how did the phrase Romanian cultivated dance appear? The story
goes as follows: In the spring of 1930, after watching a dance show performed
by Floria Capsali and her students on Romanian music, we find the following
words in an article signed by Emanoil Ciomac: ‘the birth of Romanian ballet”,
or as we will later read, of the “Romanian cultivated dance”. It was the first
show in which one could observe the appearance of a dance style with direct
influences from national folklore movements. Later, in 1939, Capsali would
present the first Romanian ballet at the Bucharest Opera, to the music of Paul
Constantinescu's “Nunta in Carpati” (Wedding in the Carpathians). In her
career, Floria worked on several scripts for Romanian ballets, based on themes
that were picked from the life of the Romanian people, works that reflected
Romanian traditions, customs, and rituals on stage. She remains the first
Romanian ballet master, and an important promoter of ballet inspired by
national dance. A creator in perpetual quest, she dreamed of creating a
Romanian dance school inspired by the specifics of Romanian choreographic
folklore.

For the young Oleg Danovski, born in 1917 in Ukraine, who arrived in
the capital for the second time in the 1930s, the desire to research local folklore
emerged later and was subsequently transposed in another expressive form,
which will continue the enrichment of national ballet. Like Floria Capsali,
when Danovski created such a ballet, he imagined “... a Romanian ballet,
where he could truly create the Romanian character dance, one that would be
included in the international repertoire, just like the mazurka, czardas, polka,
Russian dances had...”!

At the age of only 17, he had two strong desires in his soul: to study
with Anton Romanovski, and to dance at the Opera. But for the time being,
having no money, he earned his living as a traveling photographer at the ACA
Store on Calea Victoriei, while Floria Capsali allowed him to attend classes
for free in her private studio. The choreographer himself would place Capsali

! Jela Doina, Oleg Danovski — omul, artistul, legenda, Editura Curtea Veche, Bucuresti, 2011,
p. 56
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at the top of the list of all the teachers who guided his artistic training and
development. The years of apprenticeship spent as a dancer and ballet master
at the “Carabus” Theater and then at the “Alhambra” Theater were the
launching pad for the over three decades in which he would lead the Bucharest
Opera ballet. From the first years he spent in the Opera, respectively the 1940s,
Danovski stated in the press that he felt the need to create a national repertoire,
and that he wanted to set up the first Romanian ballet theater.

From there on, he relied on scores by contemporary composers for his
original works, such as: B. Bartok, P. Hindemith, A. Berg, E. Var¢se, G.
Gershwin and others, but also on the music of Romanian composers such as
G. Enescu, M. Jora, L. Profeta, C. Trailescu, M. Chiriac. As for the music for
ballets, it has long been thought that one can only dance to music created
especially for dancing. There were compositions that were created for ballet,
and the choreographer and performer surrendered to the music, considering it
a real sacrilege to approach another kind of music. We know that in the past,
ballet moments had been inserted in operas, but along the way, more and more
independent ballet performances appeared, and Danovski followed this trend,
being among the choreographers who advocated for original musical
compositions for ballet. He first appealed to Romanian composers in 1947,
when he staged an “experimental” show, as he himself called it — “Sotia
capitanului” (Captain's Wife), on music by Laurentiu Profeta (with dramatic
dances, Spanish dance, tango, habanera-like music), and then, for “Mica
poveste vienezd” (The Little Viennese Story), composed by Mihai Daia.

But when, following the Russian model, the folk arts drew attention
from the communists for propaganda reasons, Danovski became preoccupied,
just like his teacher, Floria Capsali, with the knowledge of the variety of
Romanian folk dance and with elevating it to the level of character dance
inspired by folk dances of other nationalities, and so he travelled the country
to rigorously document their history before moving on to the creation of such
a ballet. Being committed to the idea of a Romanian national ballet, he would
successfully integrate national themes in the universal language, and also
adapt universal themes using an original language throughout his vast creative
work.

The choreographer stated in a discussion held in the '80s with Marian
Constantinescu:

,»-.. as to the Romanian folk dance, it represents a source of physical and
spiritual movements that can be the foundation of a vernacular dance academy.
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. If we proceeded to a sort of archaeological research of folk dance
movements, we could remake almost our entire social history. All the great
moments of our becoming are marked not only by anthological poems or fiery
songs, but also by folk dances that become memorable because of their
spiritual charge. We are, from this point of view, the trustees of a fabulous
treasure.” 2

Romanian Danovskian creations at the Bucharest Opera, Klagenfurt, and
operas around the country

The Romanian creations of master Danovski are diverse, which
requires a division into categories as well defined as possible:

Performances with Romanian libretto and music

The master perceived Romanian music as vigorous, likening it to
Romanian folklore, both (music and folklore) strongly reflecting national
history, in his opinion.

I. Thus, in 1949 he received the Romanian Academy Prize for the
ballet “Harap-Alb”, to music by Alfred Mendelsohn, inspired by the tale of
Ion Creanga. Danovski was the director and he created the choreography and
libretto for the show. His research for this show was done with the help of a
group of assistants (among whom the tasks were divided), a group of
folklorists who were of valuable help, a good connoisseur of the “Calusarul”
dance, named Dobrescu, and Ghe. Popescu-Judetz, a specialist in folk dance
who supported him as a consultant and friend.

“Ballet, in the words of a specialist, was a synthesis of all forms of folk
dances from around the country: Invartita, slanic, Wallachian, dances from
Bihor, brau, batute (stamping dances), Moldovan ceasornic, youth dances and
Transylvanian barbunc, Oltenian rustem.”

The show “Harap-Alb” included twelve changes of scenery, 2180
costumes created by the ballet dancer and choreographer Trixy Chechais, and
scenery by Chiriacov and Rubinger. The music included melodic elements
from Romanian folk music. It remained a landmark show that opened the road
for the Romanian creations signed by Danovski. The choreographer tried to

2 Marian Constantinescu, Dirijorul de lebede, Editura Muzicala, Bucuresti, 1989, pp. 77-78
3 Lucian Cursaru, Paravani cu irisi, Editura Muzicald, Bucuresti, 1984, p.93
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express the unraveling of the action through the pure dance itself and its
expressiveness, through authentic steps, and he tried to make stylization
apparent only through interpretation. It was a large-scale creation, which
integrated disparate ensembles (including the team of calusari of the Capital
Police (Militia) and the national dance team “Gaz si electricitate” (Gas and
Electricity), such as those for the dance of the outlaws, the dance of the
gypsies, or the dance of the ants.

The main roles were: Danovski - Harap Alb, Trixy Checais - Span (an
exceptionally well-constructed role), Sanda Danovski — Pasarea maiastra (The
Magical Bird), Anton Romanovski — Flamanzila (Eat-all) and the Green
Emperor, Gabriela Ionescu - one of the emperor's daughters, and the other
three daughters of the emperor - Valentina Massini, Pusa Niculescu, Simona
Stefanescu. A balance review by George Balan, published in the “Flacédra”
magazine on June 18, 1950, talked about 306 people who had trained for 5332
hours for this show. The value of the show is all the more ascertained by the
appraisal it received from the great choreographer Igor Moiseev, who was
touring Romania at the time.

II. Danovski would approach the score of “Priculiciul”, even though the
show that had been choreographed by Capsali and Mititd Dumitrescu on Zeno
Vancea's music had not been successful in 1943, and it had already been staged
twice in Timisoara, He changed the libretto together with Gelu Matei, and thus
turned it into an extravaganza comedy, in which superstitions were ridiculed
through mimic expressions performed simultaneously with the dance. For this
show, he closely studied the Banat dance, which he later stylized. The theme,
inspired by universal folklore, presents the love of two young people that is
tested by a rich villain through popular magic. It would become a show that
would receive much recognition. Among the dancers were: Valentina Massini
and Gelu Barbu (the lovers), Bojidar Petrov and Stere Popescu (the negative
character). The choreographer himself said the following about his creation:

“I eliminated pantomime, and I synchronized the mimic expression with the
dance. The ballet dancer was asked to also be an actor, i.e. to play a character
without exclusively using specific choreographic means, but also include
acting, in the form of traditional ballet, the pantomime-dance-pantomime
sequence actually representing the interweaving of two arts. ... I think that,
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with «Priculiciul», I managed to provide a work that enriched the features of
Romanian dance.” *

III. This national artistic movement also included the new Romanian
creation that came from Danovski in 1964 — “lancu Jianu”, to the music of
Mircea Chiriac (who composed the music following the choreographer’s
suggestions). The two would work together for four years for this show. There
were literary and folkloric research, folk dance studies (jienesti dances) and
musical folklore. In this show, lyrical scenes were combined with dramatic
scenes, the overall scenes were intertwined with the solo ones, as were
darkness and light, suffering and love. The team consisted of ethnographers,
ethnologists, scenographers, choreographers. The folkloric moments were
choreographed by the godfather of the Danovski-Judetz family, while the
scenography was created by lon Isper. There were 28 characters, not including
the folk dancers and fiddlers. The dancers were: Irinel Liciu / Magdalena Popa
as Sultana, Gabriel Popescu / Petre Ciortea, Alexa Mezincescu / Elena Dacian,
Valentina Massini / Ileana Iliescu, Stere Popescu, Bojidar Petrov. They
danced, sang, recited, whistled during folk dances, they played the “Moonlight
Sonata” on the piano. >

It must be noted that Romanian dances were a long fascination of the
choreographer, because in the past he had voluntarily visited workers’ sites
and, together with Judetz, had organized dancer teams in the Constanta County
with the civil employees of the Canal.

As he himself stated, he wanted to discover a new choreographic
language through this show, but the show was criticized for being overloaded,
with mass scenes that had not been rehearsed enough, with music that was
tiresome because of the excessive use of brass instruments.

“The oversizing of some scenes, the echoes of international ballets (it
was compared to Pardaillan), it was criticized for presenting a series of ballet
recitals instead of dramatic action, for bringing in overloaded sets, costumes
that were too ostentatiously stylized (scenography by Ion Ipser) and, from
what has been preserved in the archives today, we would reproach him with
the slight tinge of «Cantarea Romaniei» of the folk steps.”

Despite all the criticism, the show received the Academy’s Prize in
1964. However, after the premiere, only seven other performances with

4 Marian Constantinescu, op. cit., pp. 91-92
5 Doina Jela, op. cit. p. 80
¢ Doina Jela, op. cit. p. 165
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different distributions would take place, and parts of the show will be used at
the Berlin Festival of the same year. The show resumed in 1978 in Timisoara,
under Gheorghe Stefan’s choreography.

During this period, Danovski was forced by the political regime to
refuse the invitation to stage “Swan Lake” at the Royal Ballet, on the grounds
that he was working on this show.

IV. Among his national ballet performances, there was also the new
ballet in three acts, five scenes presented by Danovski on May 12, 1965 —
“Intoarcerea din adancuri” (The Return from the Deep), to the music of Mihail
Jora, and a libretto by Mariana Dumitrescu. For this show, the assistant
director was Gelu Matei, on whom Danovski would rely heavily during this
period, often rehearsing with the team in the absence of the choreographer. A
storyteller recounted the events that took place on the stage (through the voice
of Dina Cocea), and the main attraction on stage was represented at that time
by the “golden dancer” - Gabriel Popescu. The subject focused on the story of
an old dead fisherman, who had lost his bride at sea on his wedding day, thirty
years earlier. The show received unanimous praise.

As for the composer Mihail Jora’, he is thought to be the creator of
Romanian ballet music, and Danovski also confirmed this unanimous opinion:
“I always liked to call Jora a «musical choreographer» because, to a large
extent, his music, which was created for ballet, refers directly, deeply, to the
plastic movement of choreographic elevation.”

V. “Nastasia”, after “Domnisoara Nastasia” (Miss Nastasia) by George
Mihail-Zamfirescu, to the music of Cornel Trailescu, is the show that followed
in 1966, the next year. Danovski wrote the libretto and directed a neoclassical
choreography for it. Ballet dancers sang together as a choir or solo, such as the
Fiddler Pacoste (interpreted by Petrov Bojidar). The story is set in the
Bucharest slum, from which Nastasia dreams of escaping by returning
downtown, in Popa Nan, where her father had a shop. She cannot stand the

"After Jora composed the first two Romanian ballets in 1925 (La piatd and Demoazela
Mariuta), when asked what he understood by ballet, he answered as follows: “a choreographic
art created by Romanian dancers, on music by Romanian composers, about subjects from
Romanian life, with movements and rhythms inspired by specific Romanian folk dances.”
https://www.radioromaniacultural.ro/portret-mihail-jora-creatorul-liedului-si-al-muzicii-de-
balet-romanesti-primul-director-muzical-al-radioului-public/

8 Doina Jela, op. cit. pp. 104-105
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slum with its lowly people, and aims to marry an honest worker, Luca. But
Vulpasin wants her for himself and kills her boyfriend. Nastasia takes revenge
by marrying the killer and hanging herself on her wedding day. In the main
role was the expressive ballerina Valentina Massini (former Apostolescu) who
created an exceptional role, and in the picturesque role of Paraschiva was
Ileana Iliescu. The third scene, “La carciuma” (At the pub), turns to be unique,
in that dance is therein combined with the vocal interpretation of a fiddle song,
“Aoleo, ce viatd amari” (Woe, what a bitter life).°

These five creations with Romanian librettos and musical
compositions were grandiose performances from which specific elements of
national spirituality transpire.

Ballet inspired by universal literature on the music of a Romanian
composer

Twenty years after his first collaboration, “Sotia capitanului”, (Captain's
Wite), 1947, Danovski once again collaborated with Laurentiu Profeta for the
“The Prince and the Pauper” ballet in 1967, inspired by Mark Twain's text.
The libretto was provided by Danovski and Ionel Hristea, which resulted in a
neoclassical ballet, with sixteen scenes, in which almost all of the dancers had
main roles. There are twenty-two main characters and twelve secondary ones,
played by the first soloists. Projections were used. “The choreographic line,
«a classic enriched with modern technical conquests», with mass scenes
alternating with portraits, with the movement of puppets, ironizing
conventional pliés and pirouettes, and alternating them in the street world with
its diverse movements, whether agitated or fluent, violent or delicate, placing
somersaults and spectacular jumps next to tender and soft gestures.” ° The
performance lasted for three and a half hours. It remains the first original ballet
inspired by universal literature, and a groundbreaker for a possible repertoire
of children’s ballets. According to media reports, the son of the Danovski
family debuted in this show.

% For his Cuban tour during the winter of 1966-1967, the ballet dancer who sang the famous
song in the show, B. Petrov, asked for permission from the Opera director to learn it and
perform it in Spanish. And after two and a half months of efforts, he was enthusiastically
praised by Cuban journalists.

19 Op. cit. Ibidem, pp. 169 -170
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Modern-expressionist choreographies

In December 1967, an experimental ballet studio of the Opera was
inaugurated, which was later called “Studio ‘68”. At that time, Danovski was
the artistic director of the ballet group, and he sensed the need and usefulness
of introducing new contemporary choreographic trends to the Opera. He
eliminated the elements of the traditional show, the ample scenery, the
theatrical props from these choreographies on dodecaphonic and experimental
music. He worked on the stage ambience by tinting the lights, he used the tape
recorder, and in terms of choreography he focused on body plastique, resulting
in an avant-garde image of contemporary ballet. The first show was a coupé
and consisted of several musical compositions which were transposed
choreographically, including two choreographies on Romanian music: “Scene
nocturne”(Nocturnal Scenes), on the music of Anatol Vieru and texts by
Garcia Lorca, and “Studiu pe ritmuri ardelenesti” (Study on Transylvanian
rhythms). The program also included choreographies on compositions by:
Paul Hindemith, Alban Berg, Edgard Varése, Henri Dutilleux. “Studio ‘68”
will present the first modern-expressionist style evening of entirely Romanian
ballet on the stage of the Romanian Opera in Bucharest.

White ballet on Romanian compositions

Among the white ballet productions of master Oleg Danovski, we find a
show by a Romanian composer, Aurel Stroe — “Arcade” (1968). In addition to
this ballet, he also staged two such white ballets, on foreign compositions:
“Rhapsody in blue”, by G. Gershwin (1946), and “Chopiniana”, by F. Chopin
(1968), arranged by A. Glazunov.

In the early 1970s, Danovski still wanted to separate ballet from the Opera
and he submitted a memorandum to the Ministry, but only thus managed to
attract more disapproval. In order to support the autonomy of the ballet group,
he dreamed that the opera ballet would become the Romanian National Ballet,
an independent formation, but having the obligation to cooperate for opera
performances; or that the institution be renamed the Romanian Opera and the
National Ballet, with two separate, specialized management departments, and
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one general manager; or that the ballet collective would be divided in two,
with one part remaining attached to the Opera for ballet entertainment, and the
other part working solely on ballet performances.

Performances on Romanian music

Some books mention shows signed by Oleg Danovski, but not many
details are known about these, and we cannot place them in a certain category:
“Cand strugurii se coc” (When the grapes ripen) (1953) on Mihail Jora's score;
“Omagiu lui Enescu” (Homage to Enescu), to the music of Theodor Grigoriu
(1969); ,,Inscriptie pe un ritm” (Inscription on a rhythm) (1976), subtitled
“Omagiu medicinei” (Homage to medicine), to the music of Sorin Vulcu.

Romanian shows created in Klagenfurt (Austria)

Danovski resigned at the age of 54, and thus retired early from the Opera.
This initiative coincided with an invitation to stage Romanian ballets for a
month to a month and a half a year in Klagenfurt, Austria (at least one
performance per season). It would be a contract made through ARIA!,
through which other events would take place in parallel — sports competitions,
films, trips, photographic art, culinary art. The following year, due to its
success, this event turned into a Romanian ballet mini-season, for which he
would bring over Romanian dancers.

There, in February-March 1973, Danovski organized a series of events
which were illustrative of the image of Romania, with music, exhibitions,
films, and coupé shows, in which his creations “Nastasia”, by Cornel
Trailescu, and a pas de deux called “Hippies”, to the music of Mircea Chiriac,
were integrated.

During this time, he also went to the Opera to rehearse his scarcely
scheduled performances, with new casts, and he edited, directed and
choreographed the operetta “Rodica” by Norbert Petra in Brasov; he did the
same for “Se marita fetele” (The girls are getting married) by George Grigoriu,
in Klagenfurt. In Austria, he announced his long-held wish: “The
establishment of an independent ballet ensemble which is capable of becoming

I ARIA - Agentia de stat pentru impresariat artistic (the State Agency for Artistic
Management)
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a creative laboratory for choreographers and dancers, while also being a
springboard for Romanian performances.” '?

Patriotic-themed performances

In 1974, he was asked by the new management of the Opera to return
and “save ballet”. In his absence, several propaganda ballets had been staged:
“Devenire” (Becoming), “Zorile” (Dawn), “Primavara” (Spring), “Ecaterina
Teodoroiu”. He was disappointed to find that the discipline of the ballet
collective had been lost.

In 1974 he mounted “Vapaia” (The flame), on the music of Mircea
Chiriac, on a libretto by Constantin Carjan, the scenography being provided
by Ofelia Tutoveanu. This staging represented a unique picture in the history
of Romanian ballet, through its strong, male-only dances. It is a militant
creation that expresses communism’s fight for the values in which the system
believed. Obviously, the theme is propagandist, with factories, workers, fights
between social classes (former exploiters and the working class). Dancers
included Magdalena Popa and Amatto Checiulescu, Mihaela Craciunescu,
Petre Ciortea, Valentina Massini, Luminita Dumitrescu and others.

He created several other shows with patriotic themes in this last period
he spent at the Opera: choreographic poems made together with Ion Tugearu
and Miriam Raducanu under the name of “Studio 1976: “1907”, to music by
Tiberiu Olah and Dumitru Capoianu; and in the following year, 1977, “File de
istorie” (Pages of history), on music by Dumitru Capoianu, “1877”, Teodor
Bratu, “1944”, Lucian Metianu, “1907” Tiberiu Olah and Dumitru Capoianu,
“106, Dumitru Capoianu.

Romanian performances in theaters around the country

In parallel with his activity at the Romanian Opera in Bucharest and in
Austria, he adds the following to his productions on Romanian music: “La
Piata” (At the Market), in 1962, on music by Mihail Jora; “Priculiciul”, on the
music of Zeno Vancea, at the lasi Opera; “Triptic de balet romanesc” (Triptical
of Romanian ballet) and “La piata” (1959) at the Hungarian Opera; and in

12 Doina Jela, op.cit. pp. 112-113
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1975, he directed “The Yellow Rose”, to the music of Hary Bela, based on the
novel by Jokai Mor, at the Hungarian Opera.

At the age of 59, he had already retired from the Romanian Opera a second
time upon personal request, after having been employed by the Opera for over
three decades (1941 - 1976).

His contribution to the national ballet school through the Romanian
creations of the “Fantasio” Contemporary and Classical Ballet Ensemble
of Constanta

“I wanted to achieve what I had set out to do years ago. A ballet
company, a Romanian national ballet, representative of the traditions of our
relatively young but vigorous dance school.” I* O. Danovski

At the end of the 1976-1977 season, Danovski gathered a group of young
graduates or people who were still students at choreography high schools from
Bucharest and Cluj, all under the age of 20, into a national ballet, under the
State Agency for Artistic Management, just like he had dreamed of for years
and years — the “Contemporanul” Company. The company existed on the
condition of self-financing, because the Agency offered tours abroad, but did
not pay salaries in the country, and the choreographer, with all his efforts, still
failed to get the band to become part of the staff of a theater in Bucharest, Cluj
or Brasov. But on his way to the Varna Contest, he met the manager of the
“Fantasio” Theater in Constanta, Aurel Manolache, who asked him for a revue
ballet. Danovski complained that he did not have the time, but proposed the
ballet ensemble to him. (In time, the master would also dream of a
choreography school alongside “Fantasio”.) Thus, he arrived in Constanta,
through Aurel Manolache, a composer of easy listening, who had good
relations in local and central politics, and was a good manager. He managed
to get all the approvals in just two weeks. He remained manager, and Oleg
Danovski obtained the position of director of the Fantasio Contemporary and
Classical ballet, with autonomy over the repertoire and artistic direction. Thus,
the Fantasio contemporary and classical ballet ensemble was founded at the

13 Marian Constantinescu, op.cit. p. 183
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end of 1978, it was led by O. Danovski, and operated next to the Theater of
the same name. It was the birth of the autonomous Romanian ballet company,
according to capitalist models, which he had dreamed of, and which he wished
would remain independent from the ideas of various managers. For years, the
Ensemble will be seen as the best ballet in the country.

The Ensemble, which debuted in December 1978 at the American Library in
Bucharest, used Romanian music from the beginning. Ballet numbers were
represented by “Chopiniana” and modern or contemporary choreographic
moments on music by Pink Floyd, Mahalia Jackson, Frankie Laine, Skriabin,
Albinoni, Mahavishnu Orchestra, and Maria Tanase.

On January 15, 1979, they debuted at the “Fantasio” Theater, with a
presentation show - “ChoreFantasio I”, a type of show which would later be
named the “Spring of Dance”. The program included several choreographic
numbers (“Moartea lebedei” (The dying swan), “Chopiniana”, “Studiu”
(Study), P. Floyd, “Vis cosmic” (Cosmic dream), on electronic music after
Debussy's  “Moonlight”, “Raza si intunericul” (Ray and darkness),
choreography by Ghe Stefan, music by Mac Dowell), including an Enescu
creation — “Omul si marea” (Man and the sea) on a musical collage from “Vox
Maris” by G. Enescu, the latter being their most successful choreography.

The year 1979 included new productions, and the masterpiece “Rhapsody no.
17, on music by George Enescu, received great national and international
success. Other choreographers such as Floria Capsali, Bela Balogh, Francisc
Valkay, Vasile Marcu, lon Tugearu, and Vasile Solomon used Enescu’s
music, but only the Danovskian choreographic score was broadcast by the
national Romanian Television, performed on tours, and awarded the First
Prize at the National Contest “Cantarea Romaniei” (Song of Romania) in
1979.

“An anthology page of Romanian cultivated dance, which synthesizes in a
classical language, in pointe shoes and steps, the gestures and attitudes that are
specific to the national folk dance, stylized in their very structure and
organically integrated in the choreographic discourse...” '*

14 Doina Jela, op. cit. p. 33
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Speaking of Romanian compositions, Danovski confessed that music
has its own story, and he thought that doubling music with ballet was not the
best idea. In this sense, in the interview given to Marian Constantinescu
(1989), he revealed that he worked on Enescu's music while designing the
movement as an independent language, with Romanian folklore as his
inspiration.

The 42 girls created wonderful images that reflected the space of
Romanian spirituality, in an impressive and extremely demanding
choreographic score. Doina Jela's description (2011) is more than telling:
“Ballerinas look, it has been said many times, as if they were a single person,
multiplied 42 times. Slender, vibrating legs, straight shoulders, proud and
distinguished head posture, slender waists, accentuated by a kind of narrow
red and black woven belt, on which a few ribbons are fastened into a sort of
stylized apron, thus more easily depicting the Romanian folk costume. White
bodice, with minimal pattern, fit three-quarter sleeves, with borders marked
by a fine seam. ... It has been said, moreover, several times, that the impression
that this number creates in their show is that Enescu himself would have
written his work inspired by the image of these girls dancing, or that it seems
to have been especially composed for this dance, like the great musical-
choreographic works of the golden age of ballet. Especially when the violins
reach the first notes of the famous Ciocérlie, when the choreography suggests
the detachment from the ground and the ascent in flight, through fluid,
perfectly synchronized movements of the arms.” !°

The show's international trajectory demonstrated the value of this
genius creation: Syria (June 1979), Italy (July 1979, August 1980), USA
(January-March 1982), Turkey (June 1984), Czechoslovakia (October 1984),
Hungary (April 1997).

Four micro-ballets were premiered the following year (1980), two of
which were on Romanian music: “Rhapsody no. 2”, by G. Enescu (“a modern
expressionist, pictorial poem, a «hymn dedicated to the Romanian peasant,
who is bound to the ancestral land on which he works for his daily bread, under
heat or rain, without ever forgetting the ancestral song or dance.»”!'® This
show is among the masterpieces of the Romanian cultivated dance school
together with “Harap-Alb”, “Iancu Jianu”, “Intoarcerea din adancuri” (The
return from the depths), “Domnisoara Nastasia”, “Priculiciul” etc); “21.20h”

15 Ibidem, pp. 5-6
16 Eva Spirescu, op.cit., p. 49
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(later “Hour H”, on the modern score by Dumitru Capoianu; made in a
cinematic way, with flashbacks, which is a creation dedicated to the victims
of the 1977 earthquake); The other two micro-ballets presented were “in
lumina lunii” (In the moonlight) and “Mandarinul miraculos” (The miraculous
Mandarin).

In 1981, the Ensemble participated in the 6™ edition of the Romanian
Music Festival, on the stage of the Romanian Opera, where they danced to
compositions by George Enescu, Dumitru Capoianu and Corneliu Cezar.

For the 1981 “Cantarea Romaniei”, he directed “Miorita”, composed
by Carmen Petra Basacopol. She worked on this score for three years,
following the choreographer's libretto closely. The choreography originally
conceived as a “complex technique of contemporary dance, based mainly on
the conquests of neoclassicism and imbued with the suggestions of folk dance”
17 was simplified for this unpretentious event, the choreographer finally
reducing it to a dialogue in the form of a duet between the two main characters
- Miorita and the Shepherd. In the main roles, they had: Miorita - Betty
Manolache-Lux, The Shepherd - Florin Brinduse, The first oilman - Viorel
Berinde, The second oilman - Calin Hantiu.

Like other contemporary choreographers, he too was not indifferent
to the relationship between theater and dance, and he created a theatrical-
choreographic show, “Oedipus”, in 1981, prepared together with the Dramatic
Theater of Constanta to the music of actor Liviu Manolache. This
collaboration would be successful at the Satu Mare International Theater
Festival and on a country tour.

He created “Symphony no. 3”, by Enescu. Drawing upon a motto of
Enescu to a poem by Wallace Stevens, “The world as meditation”, Danovski
would create an abstract neoclassical ballet, in which the idea of anti-war will
transpire. The latter would be selected for the 1983 “Cantarea Romaniei”
along with “Tesatoarele” (Weavers), on the music of George Stephdnescu, in
the form of a diptych. The latter choreography was more well received, as it
was easier for the jury to digest, although it did have a modern direction, as
the choreographer had used elastic strings that were intertwined just like in the
performances of the American choreographer Alwin Nikolais.

The premiere of the Romanian ballet “La piata” (At the Market), to the
music of Mihail Jora, took place in 1987. Showing an interest in original
works, which in his vision were the pillars of the national ballet school, he

17 Ibidem, p. 80
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would present the Romanian reality and spirituality through national music in
this show as well, by using national themes. In “La piata”, a Bucharest market
from the interwar period is revived through pantomime and Romanian
character dance, with a variety of characters, unique figures — Oltenian
peasants with cobilita, gypsy florist women, Jewish merchants, fiddlers,
soldiers, etc. Dan Nica, O. Danovski jr., Carmen Manolache, Mariana Varga,
Mihai Andrei, Violeta Pavel, Gelu Répa etc. successfully danced in it.

For the all-Romanian evening at the 1987 “Cantarea Romaniei”
Integrated Opera and Ballet Theater Competition, Danovski created
“Toccata”, an abstract, geometric micro-ballet, transposed by a mixture of
classical dance and folk inspiration, on music by Paul Constantinescu. It was
presented together with “La Piata” (At the Market), and the Ensemble would
win First Prize countrywide at this event.

On July 14, 1989, a diptych consisting of “Priculiciul”, on music by
Zeno Vancea and “Carnaval”, on the music of Robert Schumann was
presented at the Cultural House in Constanta. If the latter was a parade of
characters from the commedia dell'arte, the Romanian show was part of the
series of cultivated folk Romanian ballets inspired by vernacular folklore
(Banat) — the legend of Priculici, featuring a wicked animal spirit that scared
girls in the evening. Danovski would transpose the story through a
combination of pantomime and dance. It must be noted that the show had also
been staged by him forty years before at the Bucharest Opera, and had received
positive feedback. This time around, the cast included: Mihai Andrei, Mariana
Varga, Oleg Danovski jr., Stela Cocarlea, Marcel Tabrea, Ovidiu Linzmayer.

A syncretic performance on Romanian music at the Classical and
Contemporary Ballet Theater in Constanta

In May 1992, Danovski directed and choreographed the syncretic,
prose, music and ballet performance “Oedipus”. This was a collaboration
between the Constanta Dramatic Theater and the Classical and Contemporary
Ballet Theater. The music was composed by Liviu Manolache, the dramatic
script, which was adapted from ancient writers, belonged to the late actor and
teacher Vasile Cojocaru, and the scenography was by Eugenia Tardsescu-
Jianu. With this show, they participated in the 17th Edition of the Timisoara
Music Festival, its second international edition, and in a tour through
Transylvania.
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Dreams concerning the supporting of national ballet

The three great dreams of the master converged towards the same desire to
develop and support the national ballet school: a national ballet academy; a
national ballet theater with classical and modern repertoire; the continuation
of the National Ballet Competition in order to reinvigorate ballet groups in the
country.

In the 1990s, he submitted a memorandum to the Ministry of Education
through the Romanian National Dance Committee (of which he was
president), proposing the reorganization of choreographic education into
fourteen years of study, of which the last three years would be dedicated to
academic study for performers of cultivated dance. He pleaded with
conviction for this higher education school which would constantly provide
future choreographic talents. Being an avid reader of philosophy, poetry,
aesthetics, mathematics and science fiction himself, he explained the need for
a diversified and in-depth study of subjects for future choreographers, ballet
masters, choreologists, accompanists, ballet critics, and dancers.
Unfortunately, the ballet academy he had dreamed of does not exist even
today, although it lives under a different form, much more restricted in terms
of study and perspective than its master had imagined it, within the Arts
departments of universities in several cities, as a Choreography major.

The independent national ballet theater on the other hand, which would
represent national Romanian ballet abroad with classical, modern and
Romanian works, was a proud success of his for several years.

Participating as a juror in various international competitions, he felt
the need to set up a national ballet competition, in which competitors could
register individually, thus avoiding competition between teachers and
principals. He fulfilled this wish by establishing the first National Ballet
Competition in Constanta in 1993, but, unfortunately, it would not last long
after the death of the founder.

Aware of the contribution he made to the development of Romanian
cultivated dance, Danovski confesses to Marian Constantinescu (1989): “I
forced myself to develop and contribute to the affirmation of the Romanian
ballet school. I later composed many ballets, infected by Floria’s (Capsali)
passion, while also feeling the intimate need to create something new. I've
accomplished a lot if I look back on it. Numerous ballets. With extremely
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varied themes and sizes. I have achieved little if I look at the projects that
have not yet been born, on stage, in the form of performances.” '8

Conclusions

Despite the Russian ring to his name, Oleg Danovski intensely
participated in the development of the cultivated form of Romanian dance,
through several Romanian creations. His prolific activity in the service of
Romanian ballet, and the numerous occasions on which he affirmed the need
to develop a national ballet school, make this brilliant choreographer a national
cultural figurehead.

He created a number of librettos and shows inspired by Romanian
folklore. In other words, he supported the national artistic movement by
appealing to our most important heritage, folklore, the one that ennobled our
Romanian distinctiveness. For years he advocated for the affirmation of
national ballet, as well as for the creation of a national ballet repertoire.

Through researching local folklore, he would transpose the Romanian
dance steps into various expressive forms, dreaming of placing them together
with consecrated character dances, thus contributing to the enrichment of
national ballet. Through these Romanian performances, he focused on the
Romanian reality and sought to discover a new choreographic language,
stylizing folk dance steps in as many ways as possible.

During the three decades he spent in the Opera, he dreamed of that
independent ballet collective, which would support itself, undertake tours, and
offer development opportunities to other related groups (Romanian
scenography, Romanian music and literature).

In its last creative years, the seaside ballet ensemble had a repertoire
made up mostly of universal ballets due to the orders received for the annual
Western tour, which was the main reason why master Danovski did not follow
his heart in putting together several national works. But he would not stop
thinking about and still hope for the establishment of a Romanian ballet
repertoire, with topics that are familiar to the Romanian spectator, created on
the music of Romanian composers.

"8 Marian Constantinescu, op. cit. p. 75
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What remains of the beauty of this creative genius? Only “a moment
of beauty”? ... A broken flight? ... A lesson in professionalism and devotion to
the country that became his homeland? A name on a building? ... No, the
beauty of the master Oleg Danovski consists of the love he devoted to the art
of dance, of the skill with which he chiseled talents, of the in-depth
documentation with which he built his shows, of his grandiose directorial
vision, of the spiritual load of the choreographed scores he created, of his
constant efforts for the development of Romanian choreographic art!!! All of
these carry on through all those who joined him in living the joy of dance, the
joy of triumph, the joy of success, and they will not perish as long as there are
voices that remind us of this outstanding personality of Romanian dance.

As to his important contribution to Romanian creations, he focused on
enriching the expressions of Romanian dance. Following this fabulous
creative contribution, we are left to enjoy the amazing treasure he left in our
national repertoire.
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In theatre there is no “I cannot”, there is only self-limitation! -
Alexander Hausvater Portrait

Antonella CORNICI®

Abstract: Risk stands at the beginning of creation — this is the first
thing you learn by working with Hausvater, immediately followed by another
one of his sayings: In theatre there is no | cannot, there is only self-limitation!
Maybe exactly between these two ,rules” the world named Alexander
Hausvater flourishes, and these ,,rules” have enough strength and generosity
to ,,contaminate” ourselves, the ones who stand beside him. The art that is
proposed by the director Alexander Hausvater is of maximum emotional
intensity, very bold and his stagings highlight what is happening here and now,
in us, in the society, no matter if we reffer to either staging The Decameron or
a contemporary script. His theatre performances are sharp, necessary, and
especially, fulfill the meaning of theatre, in the way Hausvater sees it - to
remove people out of their inertia and to transform them in “ a being that
articulates” and that carries within itself the beauty and the decay of the whole
world.

Key words: Hausvater, theatre, performance, director, actor

Director, professor, artistic theatre director, writer...There are plenty
to say about Alexander Hausvater, because his accomplishments are too
numerous to be fully transformed into words. And it is that much harder to
gather the right words to express certain emotions: from the ones from the
moment you met him, to the ones you feel when you collaborate with him.

* Stage director, lecturer PhD at ”George Enescu” National University of Arts, Faculty of
Theatre
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Alexander Hausvater is in fact a universe, another universe, one that you are
not able to describe in adequate honorable words for such a phenomenon-
artist, for this beautiful peculiar man of the theatre of the world.

Alexander Hausvater personal photo archive

Risk stands at the beginning of creation — this is the first thing you learn by
working with Hausvater, immediately followed by another one of his sayings:
In theatre there is no | cannot, there is only self-limitation! Maybe exactly
between these two ,,rules” the world named Alexander Hausvater flourishes,
and these ,,rules” have enough strength and generosity to ,,contaminate”
ourselves, the ones who stand beside him.

So who i1s Alexander Hausvater?

He was born in Bucharest, but he left Romania in 1959, when he
emigrated with his family in Israel, where he graduated from the University of
Tel Aviv. In 1967, he decides to study dramatic literature at the University of
Dublin, in Ireland. Four years later, in 1971, he has his debut as a director with
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The Playboy of the Western World by John Millington Synge at the National
Theatre of Dublin. A unique project, inspired by the theme of his study thesis
The primitivism in painting and theatre - J M. Synge si Paul Gauguin. During
the rehearsals for this performance, he isolated himself for a couple of months
on the Aran Islands, in Galway Bay, Ireland. During this time he built the show
with the help of the people of the islands, simple villagers, fishermen,
storytellers, celtic speakers, people that have never seen a theatre performance
but that have morphed into actors without even realising it.

Between 1969 and 1971 he was the artistic director of Peacock Theatre
in Dublin.

In 1971 he emigrated in Canada, where he directed over 150 theatre
shows, all over the country. He always provoked the public, he shocked the
audiences and he continuously invented and reinvented himself. For example,
The Trial by Kafka was staged in the offices of the Winnipeg City Hall. There,
in Canada, he founded Montréal Theatre Lab where he was the leader between
1973 and 1979. For almost 4 years, between 1983 and 1986, he also was the
head of the International Theatre Festival of Québec, Canada.

In 1990 he returned to Romania, and the first show he staged was at
Odeon Theatre: ...and they put handcuffs on the flowers by Fernando Arrabal,
and was nominated for The best performance at the UNITER Awards in 1993.
Doina Papp said, in an article titled From the iron curtain to theatre without
any curtain, that “it was a phenomenon for the Bucharest theatre world, a
scandal for the press and the conservative officials (...), a performance made
to shock, but also test the public regarding its capacity to freely react after
years of communism. A theatre show manifesto in which the curtains
disappeared therefore in Romanian theatre, literally and figuratively.”!

With ...and they put handcuffs on the flowers started a long, fruitful
and, of course, beautiful collaboration with Odeon Theatre, time in which were
brought up shows such as At the Gypsies, Pericle or Machiavelli — an Ariel
Theatre from Ramnicu Valcea coproduction.

But the theatre that “absorbed” him, the theatre in which a real
nonconventional Hausvater trademark acting school took place, is The
National Theatre of lasi. Here he staged 7 performances: Teibele and Her

! https://oscarprint.ro/magazin/au-pus-catuse-florilor/

105



§ sciendo
THEATRICAL COLLOQUIA

Demon (UNITER nomination for the best performance in 1999) Roberto
Zucco, The Cherry Orchard, Five Love Stories, Salomeea, Tropical Tree and
Golem.

Golem, directed by Alexander Hausvater, 2013, National Theatre of Tasi,
©Constantin Dimitriu

What did Alexandru Hausvater mean for the theatrical space of Iasi?
A unique and miraculous experience, a whole new magical theatrical universe,
poetry, picture, colour, totally transformed actors — a true teaching
environment, in which I had the opportunity to take part of.

A director fascinated by other nations’ cultures, myths, and by a certain
historical thinking that did not allow to limit himself to only the ideology of
one author. Everybody creates his own theatre, said Alexander Hausvater, and
it is always a monumental mistake to put the name of a creator on a theatrical
movement.

A restless seeker, a forever young discoverer, eternally full of passion,
has returned to Romania having the belief that he will take part, with all of his
expertise, strength and drive, in a process of a natural and desired change in
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a rebirthing country after the revolution. “Romania influenced me in many
ways”, said Hausvater, “but the most important way remains the spectator.
The spectator in Romania takes part in the theatrical process. The audience is
ready to exceed the limits of a performance and take control over the action™

We are already talking about The Alexander Hausvater Phenomenon
for a few decades now, about one of the most prolific Romanian directors,
about the artist that is ready to risk everything for his creation, that claims
everything and believes in the rawness of the performance. He is the director
that does not divide art and life.

Returned in the country to get involved in a new direction after a
political-social revolution, his shows have created a theatrical revolution in
the Romanian space but also outside of it, stirred controversies, sparked
questions about the purpose of theatre and the limits that it might push,
disturbed, unsettled the audiences and proposed most of the time actual shock
therapies by breaking the convention. The hausvaterian performances alters,
changes people, spaces, lives.

About the Romanian actor, Alexander Hausvater said: “a Canadian,
American or English actor doesn’t even dream of the wealth of the Romanian
theatre and the fact that he could play so many characters. The great actors
from other countries work once every three or four years and they don’t have
continuity. I came back to Romania with the belief to work in a post-revolution
country, having faith that I will participate in a process of change. The actors
I have worked, am working and will be working with have become very close
to me, because I am responsible for the fact that I put them in different life
circumstances™.

He taught at the University of Québec in Montréal, The National
School of Theatre, University of McGill — one of the oldest universities in
Canada. Here he obtained a doctoral scholarship that allowed him to found
his own artistic company, Neo-Mythos, through which he could discover the
mythology of his century and reinvent the legends of the past. He also taught
at the Conservatory of Dramatic Art of Quebec, at the University of Michigan
— the oldest teaching institution in Michigan, at the University of Winnipeg —
Manitoba — Canada, at the University of Tel Aviv — Israel, at the Russian

2 https://www.revistasinteza.ro/cand-toata-lumea-o-injura-eu-ii-multumesc-romaniei
3 https://www.revistasinteza.ro/cand-toata-lumea-o-injura-eu-ii-multumesc-romaniei
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University of Theatrical Arts in Moscow and at the University of Laval of
Quebec.

In Romania he coordinated theatre workshops, camps of theatrical
creation, masterclasses at almost all of the Arts Universities. Theatre school
will remain one of the biggest challenges for the director Alexander Hausvater.
,»A theatre school is a very important thing, it is of undeniable importance,
because when you reach the theatrical nerve, you reach human spirituality.
That capacity of his to do on stage anything that he could not do in life. Theatre
is a discovery of the subconsciousness, of the unconsciousness and the human
ability to do something different. When I do exercises with the actors, making
them draw with their legs, they say: but I can do it with the hand. Yes, I
respond, but you have this potential, why wait to lose your hands to develop
your legs potential? Find it, search it, investigate it™*.

One of the basic questions at a casting with Alexander Hausvater is:
do you know how to fly? If the answer comes mechanically, NO, he can not
work with that actor, because, I quote “the possibility, the capacity to fly is not
limited by the mechanism of the flight, it is limited by the fact that he does not
have that higher and opened up spirit, he does not have the perspective that
can tell him yes, | can fly. If he says YES, we will effortlessly find a way for
him to fly...Sometimes, if you are a good actor you say «I’m flying, I'm
flying!», and I believe you. Nina, in The Seagull said that, and I believed her’.

The art that is proposed by the director Alexander Hausvater is of
maximum emotional intensity, very bold and his stagings highlight what is
happening here and now, in us, in the society, no matter if we reffer to either
staging The Decameron or a contemporary script. His theatre performances
are sharp, necessary, and especially, fulfill the meaning of theatre, in the way
Hausvater sees it - to remove people out of their inertia and to transform them
in “ a being that articulates” and that carries within itself the beauty and the
decay of the whole world. He was the producer of over 200 radio shows, co-
host, director of the Dramatic Radio Station in Canada, producer of TV shows
in Toronto, Montreal, Warsaw, Paris, Tel Aviv, he wrote and published movie
and theatre scripts, he also acted. His debut as a novelist was titled What if, a

4 https://dilemaveche.ro/sectiune/alternanta-la-parere/articol/o-calatorie-in-jurul-teatrului-
interviu-cu-regizorul-alexander-hausvater
5 https://dilemaveche.ro/sectiune/alternanta-la-parere/articol/o-calatorie-in-jurul-teatrului-
interviu-cu-regizorul-alexander-hausvater
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book of short stories published in English, French, German and Chinese. He
published over 15 books, stories, novels, scripts, adaptations and
dramatizations. Having such a high quality, meaning tremendously much for
the theatrical space and the evolution of theatre, Alexander Hausvater’s shows
obtained, obviously, numerous awards and nominations. Let us mention:
Peace, Seven roads to pass the river, Medeea, The Ghetto, Metamorphosis,
Crime and Punishment, The Decameron, ...and they put handcuffs on the
flowers, The Kiss of the Spider Woman, Teibele and Her Demon, As you like
it, M.Butterfly, Roberto Zucco, The Cannibals, No. Five Love Stories.

For his entire activity on the Romanian theatre stage, he was awarded
the UNITER prize in 2015, and in 2016 he was decorated by the President of
Romania, Klaus Iohannis, with the National Order “The Star of Romania”
with the knight rank, “as a token of appreciation for the directing activity, for
the remarkable contribution to promoting Romania’s image and culture all
over the world, for the great pedagogical activity, preparing with warmth and

stringency many generations of directors and actors™®.

On the 1% of October 2021, The National University of Arts ,,George
Enescu” lasi offers him the highest distinction, the title of DOCTOR
HONORIS CAUSA, welcoming him in the academic community.

Websites:
https://oscarprint.ro/magazin/au-pus-catuse-florilor/

https://www.revistasinteza.ro/cand-toata-lumea-o-injura-eu-ii-multumesc-
romaniei

https://dilemaveche.ro/sectiune/alternanta-la-parere/articol/o-calatorie-in-
jurul-teatrului-interviu-cu-regizorul-alexander-hausvater

https://www.presidency.ro/ro/presedinte/agenda-presedintelui/ceremonia-
de-decorare-a-unor-personalitati-culturale

¢ https://www.presidency.ro/ro/presedinte/agenda-presedintelui/ceremonia-de-decorare-a-
unor-personalitati-culturale
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Female Presences in The Cultural Press of The 19th Century!

Oana-Nicoleta BARTOS-AGAVRILOAIE®

Abstract: The nineteenth century was a time of beginnings for the
cultural press, marked by the actions of personalities who actively participated
in the development of this field, but often the involvement of women is less
valued, compared to that of men. Therefore, we consider opportune a study
focused on the cultural-journalistic activity of three remarkable ladies: Maria
Rosetti, Sofia Nadejde, Cornelia Mortun, who had an important contribution,
not only in terms of the topics they covered, but also through their point of
view, reformulating the role of women in that era.

Keywords: cultural press, 19th century, Maria Rosetti, Sofia Nadejde,
Cornelia Mortun

Premise

Starting from the phrase “the critic interprets the show he is going to
write about”, that is, from the idea of placing the critic among the “performers”

of fine arts, we consider relevant the approach of theatrical criticism, with its

! This article has been partially presented during the International Conference Sensuri ale
interpretarii in cercetarea artistica actuald, at The George Enescu National University of
Arts, which took place in 4-6 November 2021

* PhD student at The George Enescu National University of Arts
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particularities and functions, with the exposition of some landmarks of the
trade of theatrical critics and finally reaching the notable female presences in
the cultural press of the 19th century (Maria Rosetti, Sofia Nadejde, Cornelia
Mortun). The choice to present three resonant names in the world of female
cultural journalism is not accidental, as their activity marked a beginning, a
premiere, a victory of Romanian feminism, an open path to a profession that

seemed to belong to men.

Conceptual clarifications

Reflecting on theatrical criticism, we note its ability to increase the
educational and formative function of theater, in the context in which “... from
the beginning, the theater felt without a shadow of a doubt its power to
influence public opinion or, at least, to defend their beliefs?. Theatrical
criticism brings the audience closer to the artistic performance, offering value
judgments and ways of interpreting theatrical elements. For the uninitiated

audience, the review can be an incentive to participate to theater performances.

Analyzing the theatrical critique, we were able to outline some of its
characteristics, possible indications of good practice. Their indexation forms
important milestones in the process of positioning a chronicle on a value scale
and, in the same time, standards for theatrical critics at the beginning of their

career. The researches for shaping an image of the press had as a starting point

2 Ada Popovici, Limbajul dramatic si orizontul de asteptare estetica, Editura Casa Editoriala

Demiurg, lasi, 2009, p. 273, our translation
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reference works in the field. In structuring a landmark framework composed
of certain characteristics, we started from the aspects evoked by Constantin
Paiu®: the impartiality of the theater critic, the objectivity in exposing
comments and preserving the integrity of journalistic writing, as demonstrated
by the following passage: “Discernment based on comprehensive information,
on the elimination of prejudices and subjective emotions, as well as on a more
pronounced honesty in the formulation of the critical appreciation ensures, |
think, the preservation of a decent ethical-professional verticality to each and
everyone™. The author also pleads for the nonconformism of the theatrical
critic, disapproving of the practice of a rigid writing, motivated by the allure
of respecting the professional deontology; in his opinion, free, original
thinking, distinctive notes, visions that enrich the theatrical life prevail: “This
truth applies exactly to theater critics; withdrawal in the conventional, in
insignificance, is not likely to propel the authority of the profession upwards™>.
Assuming journalistic ethics enhances the value of theatrical chronicles and
the entire activity of the critic. Constantin Paiu not only explains the need to
acquire moral foundations, but also demands their presence in order not to turn
the theatrical chronicle into a prerogative of the deliberate omission of the
fragments that make up the artistic landscape so as not to damage the already
formed path: “Any evasion of truth analytical of the show, any indulgence
towards non-value, that is, any form of suspiciously benevolent passivity in

the dramatic chronicle is undoubtedly identified with the abandonment of the

3 Constantin Paiu, Dintele vremii, Editura Princeps Edit, lasi, 2003
41dem, p. 118, our translation

5 Idem, p. 120, our translation

112



§ sciendo
THEATRICAL COLLOQUIA

professional creed and, further, with the (at least moral) self-exclusion from

the guild”®.

Regardless of the style of theatrical chroniclers, they contributed to the
stimulation and guidance of actors to a more expressive performance and they
also participated in choosing the repertoire, which has been valid since the
time of Eliade: “they (the writing pens of the critics) will follow Eliade’s path,
that of encouraging and directing the actors, judging the repertoire and to
influencing its direction. The purposes that we attribute today to this important
journalistic profession, to this tutelary section of the theater's activity, have
therefore been defined as such from the very beginning”’. As for the
contemporary involvement of the chronicles in directing the theatrical
repertoire, this function appears more diminished today; in the second half of
the nineteenth century, the audience preferred easy plays, they were refractory
to the idea of the new, of staging tragedies, instead of pranks, comedies or
pathetic melodramas, which is detrimental to the theatrical journey. Critics
intervened to correct this tendency towards banality; nowadays, the repertoire
choices aim at diversity, and the chronicle does not necessarily mediate this
aspect. In the nineteenth century, “The great stagings were made not to serve
the content of the play, but to seduce an audience still uneducated”®, because
the shows were not thought of as a whole, but as a whirlwind of spectacular,

attractive effects, especially through their event status. They were also a

¢ Idem, p. 122, our translation
7 Constanta Trifu, Cronica dramaticd si inceputurile teatrului romdnesc, Editura Minerva,
Bucuresti, 1970, p. 250, our translation

8 Petru Comarnescu, Scrieri despre teatru, Editura Junimea, lasi, 1977, p. 6, our translation
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response to the demand of the spectators of that time - to meet the sensational
in the theater and to be constantly bombarded with something new. The
audience did not like the staging of the same play, considering that watching

a stage version exhausts the resources of that dramatic script.

The list of characteristics and functions of theatrical criticism remains
open, but we note another observation of Constanta Trifu, who summarizes
the mission of theatrical criticism, comparing it with the image of an
incomprehensible genius who will continue his journey to reach the ideal,
similar to Eminescu's vision: “it (the theatre chronical) will remain the guide

with the always unfulfilled longing for the artistic absolute™.

Next, we consider the role of the theater critic, being beneficial to
observe how he has individualized over time. Consulting several reference
works, we stopped at Incursiuni in istoria criticii dramatice, a volume in
which Florin Faifer dedicates numerous pages to the vocation of the theater
critic and formulates theories about the features of the dramatic chronicler. A
first characteristic individualized by the author is moderation, meaning a
dosage of the articles, a balance found at the border between overestimation,
vehemence and sarcasm: “neither opinions from the tip of the lips, nor
appreciation in loathing - yet no waste of praise ...”!°. Florin Faifer places the
theater critic under the aegis of the antithetical universe, which seeks the

perfect use of portions of the following features: “faithful and independent”,

° Constanta Trifu, op. cit., p. 250, our translation
10 Florin Faifer, Incursiuni in istoria criticii dramatice romdnesti, Editura Timpul, Iasi, 2010,

p. 9, our translation
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99 ¢¢

“devoted and pettifogging”, “comprehensive and harsh”, an almost impossible
task, but interesting as an objective, in a game involving critical talent, writing
and love for theater. We visualize the value of the dramatic chronicle
according to the inclined plate of the balance, through which we materialize

the content of the theatrical critique.

Today: “a critic is, especially in the theatrical field, almost
inconceivable without a constant prior journalistic practice, which would
ensure the acquisition of a living culture of his professional niche, but also
expressiveness, spontaneity and accuracy in speech”'!. The mandatory
presence of that author's record was not found, however, among the data of
critics in the second half of the nineteenth century, this feature being a
contemporary one, at a time when, after years of probing the field, the theater
critic belongs to a cultural setting and becomes a professional with very well
defined features. As for the second part of the quote, of course, the writing of
the theater critic should be expressive, spontaneous and rigorous, but these
qualities were not learned from journalistic practice, most of the time, by the
critics of the 19th century. We understand that a theater chronicler should go
beyond the simple narration of artistic events (activity specific to the cultural
journalist), moving towards a superior practice that requires mastery of the
aesthetic sense and an overview of journalistic rigors. We specify that the
practices of the theater chroniclers from the 19th century represented a starting

point in structuring their activity and in building a collection of models.

' Miruna Runcan, Critica de teatru: Tncotro?, Editura Presa Universitard Clujeand, Cluj-

Napoca, 2005, p. 37, our translation
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Important female presences and the beginning of the cultural

press

In addition to the established signatories of the cultural press in the
nineteenth century, it is worth highlighting the lesser-known contributions,
namely, the women who have individualized in a patriarchal field: Maria

Rosetti, Sofia Nadejde and Cornelia Mortun.

Maria Rosetti was born in 1819 in Guernsey, England (her parents
were Edward Effingham Grant and Marie Levasseur); she was the wife of
Constantin A. Rosetti, one of the founders of The Romanian Academy and of
The National Liberal Party, their marriage taking place on August 31, 1847;
she died on February 13, 1893. She stood out through her zeal with which she
fought for nationalist ideas and by her revolutionary creeds (referring to the
time of The Revolution of 1848 when, disguised as a peasant, she sent a
message, written on a note, by kissing her husband, C.A. Rosetti, who had
been arrested, the message containing information about the time of the release
of the revolutionaries). She has been concerned about several humanitarian
actions, being a member of the “Committee for Aid to the Malnourished”; at
the same time she was involved in raising funds for the establishment of the
hospital in Turnu Magurele (1877, during the War for Independence). She
fought for the development of education for girls, becoming a member of the
“Permanent Council of Public Instruction”, but also for the emancipation of

women, as evidenced by the establishment of the “Women's Committee”.
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Maria Rosetti is the landmark of women journalists, as she rewrote the
“naturalness” of things in the cultural press, signing dozens of articles in the
publications of the time. She deserves to be remembered as the first woman
journalist in Romania: “she was one of the pioneers of Romanian women's
journalism™'?, “the first woman to have a theatrical column in a Romanian
newspaper (The Romanian)”'®. In addition to her theatre articles, she
published novels, children's stories and travel chronicles. She is described in
the following passage: “She wrote well, with a romantic spirit, she took the
beauty out of everything she did and scattered it around her”'%, “endowed with
real talent as a writer”!>. Along with her collaboration with The Romanian
(and its annex — Romdnul de dumineca — Sunday Romanian), she founded the
newspaper Mama si copilul (Mother and Child), a publication that operates

from July 4, 1865 - April 24, 1866, with a weekly publication on Sunday.

Maria Rosetti also formulated an interesting perspective on the
realization of theater criticism: ““a theater chronicle is something very difficult
to do. To ask for so much tact, so much penetration, a keen intelligence, a great
knowledge of art, a soul free from any predilection, a sweet, benevolent verse,
a firm but delicate hand, to touch without hurting a poor artist in what is most

precious and most holy, in the love of his art, in the religion of his whole

12 Anca Hatiegan, Dimineata actritelor, Editura Polirom, Tasi, 2019, p. 268, our translation

13 Idem, p. 270, our translation

14 Sabina Cantacuzino, Din viata familiei Ion C. Bratianu, Editura Humanitas, Bucuresti,
2013, p. 50, our translation

15 Idem, p. 57, our translation
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life”!®. It also follows from this paragraph that a good theater critic will be a
master of diplomacy, of the dosage of his writing, a master of observation and
a preacher of aesthetic taste. Again, the balance that is so difficult to achieve

in the conception of theatrical criticism is brought to attention.

The actions of Sofia Nadejde are aligned with the same spirit of
overcoming the prejudices of the time, as she is recorded in history and as the
first girl in Romania to take the baccalaureate in a boys' high school and the
first president of a political congress. We recall the fact that she was born on
September 14, 1856, in Botosani (her parents Vasile Bancila Gheorghiu and
Puheria-Profila Neculae) and she died on June 11, 1946, in Bucharest; she

married loan Nadejde in 1874.

Regarding her work as a journalist, we note that she was one of the
founders of Contemporanul (The Contemporary - a publication from Iasi
printed between July 1, 1881 - May 1891), then signed dozens of articles on
various topics (psychology, ethics, sociology, morality, women's
emancipation, ethnography, history, archeology, biology, literature, theater) in

the same journal. We add some titles:

e “Critique of the play Jidovul Lesesc” — 1882-1883, no. 10, pp.
368-371: “This piece [Jidovul Lesesc] if it may not be a pure naturalist, at least
it is superior to many others, especially through the natural paintings it

shows”!7; “And unfortunately good actors are so rare! The work is very tender

' Apud Anca Hatiegan, op.cit., p. 286, our translation

"7http://dspace.bcu-

1asi.ro/static/web/viewer.html?file=http://dspace.bcuiasi.ro/bitstream/handle/123456789/810
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and we still come to believe that theater, alike poetry, will perish with time,
both are too artificial things, that they may have a future”'$;

e “The Scourge” - 1889-1890, no. 5, November, December 1889
and January, February 1890, pp. 441-450: “There is more to think about works
of art, and when the Romanian public wants, I am sure that it can give deserved
value to a work of art. It is sad that many were deceived by some and by others,
so they did not even come to the performance, thinking that the play is not
good, that it is so and so”!?;

e “Women's Rights (original comedy by Mr. Marcu)” - V (1885),
no. 20 and 21, pp. 817-822: “On the stage of the theatre in lasi, a comedy was
performed the other day by Mr. Marcu, in order to mock the rights of women
in general, and especially the interference of women in justice. In the so-called
comedy, it is assumed that women of the twentieth century become: lawyers,

prosecutors, investigating judges, jurors, etc.”?’.

/BCUIASI PER_X-1584 1882-1883.pdf?sequence=2&isAllowed=y, p. 370, accessed on
21.10.2021
18 1dem, p. 371, accessed on 21.10.2021

19

http://dspace.bcu-
1asi.ro/static/web/viewer.html?file=http://dspace.bcuiasi.ro/bitstream/handle/123456789/810

/BCUIASI_PER_X-1584 1889-1890 Nr.1-2.pdf?sequence=9&isAllowed=y, p. 450,
accessed on 21.10.2021

20

http://dspace.bcu-
1asi.ro/static/web/viewer.html?file=http://dspace.bcuiasi.ro/bitstream/handle/123456789/810

/BCUIASI_PER_X-1584 1884-1885.pdf?sequence=5&isAllowed=y, p. 817, accessed on
21.10.2021

119


http://dspace.bcu-iasi.ro/static/web/viewer.html?file=http://dspace.bcuiasi.ro/bitstream/handle/123456789/810/BCUIASI_PER_X-1584_1882-1883.pdf?sequence=2&isAllowed=y
http://dspace.bcu-iasi.ro/static/web/viewer.html?file=http://dspace.bcu-iasi.ro/bitstream/handle/123456789/810/BCUIASI_PER_X-1584_1882-1883.pdf?sequence=2&isAllowed=y
http://dspace.bcu-iasi.ro/static/web/viewer.html?file=http://dspace.bcuiasi.ro/bitstream/handle/123456789/810/BCUIASI_PER_X-1584_1889-1890_Nr.1-2.pdf?sequence=9&isAllowed=y
http://dspace.bcu-iasi.ro/static/web/viewer.html?file=http://dspace.bcuiasi.ro/bitstream/handle/123456789/810/BCUIASI_PER_X-1584_1889-1890_Nr.1-2.pdf?sequence=9&isAllowed=y
http://dspace.bcu-iasi.ro/static/web/viewer.html?file=http://dspace.bcuiasi.ro/bitstream/handle/123456789/810/BCUIASI_PER_X-1584_1889-1890_Nr.1-2.pdf?sequence=9&isAllowed=y
http://dspace.bcu-iasi.ro/static/web/viewer.html?file=http://dspace.bcuiasi.ro/bitstream/handle/123456789/810/BCUIASI_PER_X-1584_1884-1885.pdf?sequence=5&isAllowed=y
http://dspace.bcu-iasi.ro/static/web/viewer.html?file=http://dspace.bcuiasi.ro/bitstream/handle/123456789/810/BCUIASI_PER_X-1584_1884-1885.pdf?sequence=5&isAllowed=y
http://dspace.bcu-iasi.ro/static/web/viewer.html?file=http://dspace.bcuiasi.ro/bitstream/handle/123456789/810/BCUIASI_PER_X-1584_1884-1885.pdf?sequence=5&isAllowed=y

§ sciendo
THEATRICAL COLLOQUIA

She tenaciously fought for the emancipation of women, as evidenced
by the many articles on this subject in Contemporanul (The Contemporary),
but also proven in the article “The Issue of Women” in Femeia Romdana (The
Romanian Woman) in Bucharest, I, number 11, 1879; her goal was to pass on
her ideas to as many women as possible and to contribute to the feminist
revolution. The idea of setting up a newspaper dedicated to women is also
attributed to her, as, not having a newspaper of this type in Iasi, she addressed
Maria Flechtenmacher, who followed the initiative, specifying this in the first
issue of Femeia Romdna (The Romanian Woman): “We are happy today to
dedicate the first columns of our newspaper to the letter addressed to us by an
intelligent and trained lady, Sofia Nadejde from lasi. We thank from the
bottom of our hearts Mrs. Sofia Nadejde, who joins with confidence and

energy the soldiers of women's emancipation”?!.

Sofia Nadejde led Evenimentul Literar (The Literary Event), published
in lasi, starting with May 2, 1894. She also collaborated with Pagini Literare
(Literary Pages — founded in 1899, in Bucharest), with Lume noua stiintifica
si literara (New Scientific and Literary World — Bucharest) and was in the
Steering Committee of the magazine Comoara tinerimei (Youth Treasure —
1905, Bucharest). Her name is related to “no less than 43 publications, [...] for

over 60 years she has been present in the landscape of the Romanian press™?2.

2lhttps://adevarul.ro/cultura/istorie/sofia-nadejde-soldat-emanciparii-femeilor-voim-tratati-

oameni-egali-1_5e625e425163ec4271c440a7/index.html, accessed on 20.10.2021
2

https://romatrepress.uniroma3.it/wp-content/uploads/2019/05/Publicistica-Sofiei-
N%C4%83dejde-%E2%80%93-0-modalitate-de-sus%C5%A3inere-a-crezului-s%C4%83u-

feminist.pdf, accessed on 20.10.2021
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She also wrote a play O iubire la tara (Love in the Country - published in issue
6, pp. 481-511, issue 7, pp. 1-24 and issue 8, pp. 97-115, 1888, from The
Contemporary), along with short stories (Din chinurile vietii - From the
Torments of Life), novels (Robia banului — The Bondage of Money, Patimi —

Passions) and sketches.

Another notable presence was Cornelia Mortun, a personality who
individualized herself through her initiatives in order to care for the wounded
and to equip the field hospitals (she was the President of the Branch of the
National Red Cross Society - “a committee was elected composed of Mrs.
Cornelia Mortun, president, Mrs. General Istrati vice-president, Mrs. Dr.
Turcanovici cashier, Ms. Buicliu and Ms. Teodoru secretaries™?) and she also
wrote in Contemporanul (The Contemporary). She undertook several cultural
activities with her husband, Vasile G. Mortun. We underline the fact that the
two married on February 27, 1883, in Roman, having a previous degree of
kinship (they were third degree cousins). She also showed a certain closeness
to the theatrical field, translating a play — fmpdrteala (The Dividing — comedy
in one act, written by Ivan Turgenev) also published in The Contemporary,
VI, no. 4, pages 289-330, 1887%.

These three personalities represent only the beginning of a long list of

"ladies", who impressed with their actions, so the current approach is a

23 https://urbanaro.wordpress.com/2016/05/28/generosii-romanului/, accessed on 21.10.2021

Zhttp://dspace.bcu-iasi.ro/static/web/viewer.html?file=http://dspace.bcu-
iasi.ro/bitstream/handle/123456789/732/BCUIASI FG 1V-
77695 _1964.pdf?sequence=1&isAllowed=y, p. 76, accessed on 21.10.2021
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possible contribution to expanding knowledge of the field, being an open

invitation to revisit the universe marked by the actions of Romanian women.
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Prince Charming and the problem of morality from a
pragmatic point of view. A reflection on the imaginary born
of truth

Mihaela BREBINARU (Gheorghe) °

Abstract: Fairy tale characters have a special status for children, as they
become the bearers of values and emotions with a major impact on the development
of the young viewer in whose universe anything is possible. Children often place the
action at a subordinate level of their brain and the text loses its value to the character
construction, which they remember at the expense of the actions the characters
perform. Young audiences' conclusions about a character can boil down to two simple
characterizations: GOOD or BAD, but their subconscious picks up complex
information that can affect the core values and influence future decisions or actions.
This assessment of the moral character that a fairy tale character has is only valid
because the fairy tale is used for an educational purpose and is supposed to contribute
to the development of cognitive and affective processes in the formation of
fundamental character traits. The aim of the critical approach of this research is to
identify the real values of a character through behavioural analysis in order to render
it scenically.

Keywords: fairy tale, moral character, child development, behavioural
perspective
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The director's approach to a fairy tale in animated performance can be
motivating because of the exposure of fantasy to high limits and the
complexity of the characters: both plastic and behavioural. The animation
theatre possesses all the means necessary to tackle the supernatural and build
memorable characters without limitations but still with a detectable content in
behavioural anthropology. Anthropological studies have been established as a
reflection on man that encompasses a diversity of phenomena that participate
in his life through the birth of social, cultural, historical, religious and political
anthropology.

Concerns about the human being began in antiquity, becoming clear
and explicit with Socrates through his interest in the human being and its
behaviours. "Know thyself!" 'Socrates urges man to reflect on his own
thinking and to find a way to master his own self through knowledge. The
Greek philosopher is credited with discovering in the idea of the soul the
cornerstone of an empirical anthropology - understood as a conscious SELF,
as a moral and intellectual instance.

Kant's anthropology is subordinate to the central idea of his ethics
which states that MAN is a being who acts only through freedom and becomes
in his mind his own FINAL PURPOSE.

Anthropology theoretically answers the fundamental question "What
is the human being?"? But to the question “What is the character from the fairy
tale and how can it be treated as a foundation for empirical human theories?”,
literature answers by drawing clear directions in which psychoanalytic
knowledge about humans can also be applied to the character, because it is a
product of the same circuits as the human being, created by another human
being.

Anthropology is found in fairy tales, which through their subjects,
analyse the contents of human nature, comparable in all European cultures.
Fairy tales can be explained as a class of traditionally learned responses that

!'a saying engraved on the frontispiece of the Temple of Delphi, dedicated to the god
Apollo, consecrated by Socrates and handed down through the centuries, by his followers
2 Immanuel Kant, Antropologia din perspectivi pragmatica /Anthropology from a
Pragmatic Perspective, Ed. Antet, 2013, p.103.
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form a certain type of behaviour. From the perspective of a performance, the
audience goes through the psychological process of learning to acquire
behavioural responses, a process that takes place under conditions determined
by social and cultural factors.

Jung was of the opinion that in fairy tales a comparative anatomy of
the human psyche can be analysed and observed, and that the study of myths,
legends, traditions and other mythological material can lead to fundamental
models of the human psyche.

"In fairy tales, the conscious material is less specific and therefore fairy
tales more clearly mirror the fundamental patterns.>,,

Kant, for his part, considered that not only history and biography but
even plays and novels are auxiliary means in the construction of anthropology,
although they are not among his sources, because ,, plays and novels are not
based on experience and truth, but only on invention, and since authors are
allowed to exaggerate some characters and the situations in which people are
placed, such as dreams, it seems that these works add nothing to our
knowledge of men, although the main characteristics of the fiction of the
characters described by Richardson or Moliere, come from the observation of
human conduct, and if, in time, they are exaggerated, they must still
correspond to human nature. ” *

The characters offer insight into how ethical considerations are related
to various forms of theatrical expression, by portraying characters who face
the same issues as real people, seen as subjects of life. Plays are a reflection
of an important part of human culture, being used as a way of defining the way
people interact, expressing the thinking of a certain period or cultural territory.
Characters therefore provide an analytical perspective on human nature and
literature in stage representation is an expression of human evolution, built on
the interpretation of characters, to gain a better understanding of human
behaviour.

3 Carl Tung, Arhetipurile si inconstientul colectiv. Opere Complete/Archetypes and the
collective unconscious. Collected Works, Ed. Trei. 1995, p 108
4I.Kant, 2013,0p.cit. p.8.
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For Plato and Aristotle, a character is the result of a process of
objectification of the creator who has his own independence and internal logic
and who governs his own manifestations. The logical and psychological
justification of the character is governed, however, by the collective reaction.
With a more idealised appearance, the character acquires the right to an
objective life in the form of the hero, who is initially the result of the
transposition of moral values of the human being.

Collective consciousness plays an extremely important role in the birth

of fairy tales and characters. This fundamental sociological concept is defined
as a set of shared beliefs, ideas and information of a social group and informs
the sense of belonging and identity. Born, in turn, from self-consciousness, it
becomes a universal inscription when many individuals share a set of moral
values, ideas and concepts.
The proof that fairy tales are the most direct expressions of the collective
unconscious and represent archetypes in a simple and concise form is the key
to understanding the processes that go into building a character. This is the
simplest definition of the archetype, because within the narrative, the
archetype is expressed in the totality of its motifs.

Starting from the idea that the character represents a unit of the

inscriptions of the collective consciousness, it can be analysed in the light such
consciousness, as an entity that gathers all human qualities.
If a pragmatic anthropology does not look at the fairy-tale character, but at the
human being, it can only be seen through the prism of the facts and behaviours
he displays in the performance. A character's self-consciousness is reflected
only by the collective consciousness and not by the character's actual
existence. Characters in a performance can be judged as "psychologically"
real. Even though the supernatural, or exaggerations may mislead the
audience, always a stronger or weaker psychological theory seems to fit a real
person or situation.

Children's theatre plays teach audiences - through slightly exaggerated
examples - how to be GOOD and not BAD. The important thing is to examine
not what we learn from them, but the ways in which we learn.
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If we accept the notion of a Moral Character, this is an attempt to
extend the concepts of reason to the fantastic character of the fairy tale, so that
his ethical thinking reaches the depth of moral character.

According to Kant's account, in order to have character, it is enough
for man to have a good will. Kantianism is a form of deontological ethical
theory, which judges a given action not by its consequences, but by how it
adheres to given rules. Its central philosophical concept is the categorical
imperative, which states that we should "act only in accordance with the
maxim by which the will becomes universal law">. The second part of the
categorical imperative states that human beings should not be used as means
to an end but as ends in themselves, which means that they should never
sacrifice themselves or others for themselves.

While philosophy and literary studies are two academic disciplines

completely different within the humanities, ethical theories can be extremely
useful in justifying the position we take on moral issues addressed in the
dramatization of a fairy tale.
Ethics works to evaluate the moral permissibility of actions through non-
fictional scenarios, treating fictional characters as a verifiable existence that
allows us to use the ideas of philosophers in interpreting the themes presented
in fairy tales. Applying ethical theories, for example, to the universal
archetype of the central character — Prince Charming in search of himself -
allows us to use a methodological approach in thinking about the moral
permissibility of the murders he commits in his fantastical actions.

These types, which have become a template for the group mentality,
do nothing more than repeat the idea of the structure they represent. The most
familiar archetype, Prince Charming, is generally described as follows: a
character with a certain social background, young and brave, with a well-
defined beauty, in competition with evil forces, which he successfully defeats,
his ultimate goal being to marry an emperor's daughter. Although the fairy
tales differ from each other, their action is not identical, the character and his
manner of responding to challenges become predictable. Always the collective

5 Kant, 2013,0p.cit, p. 30.
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unconscious foresees the hero defeating the antagonist without condemning
the morality of the former's means.

While the collective unconscious and Kantian approaches to
determining the moral permissibility of Prince Charming's actions lead to
contrasting conclusions, in the analysis of the fairy tale seen as a whole, both
essentially condemn its action, which is justified in the collective unconscious
by the fullness of the fantastic seen as a means of transposing action.

The fairy tale presents a clear picture of this problem, and the limits of
its ethical approach capture this ambiguity, which is due to its inclusion in the
fantastic context.

Analysing the fairy tale approach to this moral problem arising from
the treatment of the action of killing some characters, I will explain the limits
of its ethical use, as it relates to fairy tales. The collective unconscious, unlike
the Kantian one, holds a consequential moral theory, which belongs to
utilitarianism - and means that actions are evaluated exclusively by their
consequences. Utilitarianism® is a moral theory that allows an evaluation of
the actions of individuals and has two essential dimensions: a criterion of
good, evil and a moral imperative that maximises the good, seen as the rule
for evaluating moral action according to this criterion. This principle states
that actions are right as far as they tend to promote happiness and wrong if
they tend to produce the opposite of happiness. ’.

The killing of the antagonist, assumed as the essential duty of the
protagonist, represents to the greatest extent the happiness and desire of many
people such as: the emperor, the citizens or the various fantastic animals who,
in the light of the collective unconscious, consider that murder is not only
allowed, but sometimes even necessary. A Kantian would argue that killing
any being, is not morally permissible. Prince Charming assumes that
happiness is impossible to be achieved in a state of fear and domination over

6 John Stuart Mill and Jeremy Bentham are the greatest contributors to the development of
utilitarianism.

7 Mill argues that when calculating the measure of utility and performing what he calls the
hedonic calculus, both the quality and quantity of the pleasure or pain caused by the action
must be taken into account. In short, all actions should be directed towards the realisation of
that which is the happiness of the greatest number of people.
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a community by an evil character, because this would be the most hateful state
possible, and acts according to his own definition of happiness to kill the evil
character.

To address this moral issue, from the ethical point of view of the
collective unconscious, we must turn our attention from the maxims behind an
action to the consequences produced by Prince Charming's actions. The most
important theme in the fairy tale, which is also necessarily taken up in the stage
performance, is the struggle between GOOD and EVIL, in which the former
necessarily triumphs for the happiness of all. This happy-ending signifies the
justification of all the actions in the fairy tale and the outcome of Prince
Charming's struggle. The GOOD in the fairy tale, in this context, is not the
moral good that Kant considers at the expense of the collective unconscious.

Prince Charming, the iconic figure of the fairy tale, the hero and
saviour of an archaic world full of mysteries, is seen as an expression of
strength, valour and courage, adorned in the fantasy story with all that is most
beautiful in the soul. But is Prince Charming a moral character?

As the best-known archetype, he is endowed with a series of virtues
that govern the actions he undertakes, becoming the doer of the common good,
which always places the collective unconscious on his side. The moral laws of
ethics, however, translate its behaviour into the modern concept of the status
quo.

A character's morality translates exclusively into verbs that can be
applied to the moral norms dictated by society. If we refer to medieval society,
universal laws were directly or indirectly taught by clerics through the Ten
Commandments.® Today, many of these moral rules are simultaneously
religious and expressed as a categorical imperative: what anyone must do,
anytime, anywhere in a given situation. A pragmatic anthropology, however,
also introduces hypothetical rules, which recommend certain behaviours.

These standards lead to the establishment of a certain behavioural
profile and can be applied to one character in the fairy tale, presented in the

8 Emile Durkheim classified the role of religion (whatever it is) as a "social cement" that holds
societies and cultures together.
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most detail and acting on a broader level: Prince Charming. This archetype
reproduces values taken up by generations for educational purposes, and we
need to consider whether a pragmatic anthropology places him on the same
high plane that he occupies in symbolism.

., Thou Shalt Not Kill!” ?, the most important of the Bible's moral rules,
and the most reprehensible action of universal law, is violated by Prince
Charming, who kills any creature that opposes him, or does not allow him to
pass through foreign territory. Although in the fairy tale killing is an act
justified by the supreme good of all, this rule refers to the sacredness and
intangibility of life as a value in itself and cannot be sacrificed to the fulfilment
of other ends, whatever they may be.

All fairy tales have as their theme the defeat of Evil, yet every fairy
tale also proposes the mandatory killing of the evil character, but in today's
children's shows, this idea is less and less exposed or even categorically
rejected, the fight becomes symbolic or the character is punished in a way that
is compatible with modern acceptance and values to be transmitted from the
stage.

,,Thou Shalt Not Steal!” ! is the moral phrase immediately following
the seriousness of the murder. Theft is an action that the central character often
commits, either sent by an emperor or acting on his own will. The hero
appropriates magical objects, trickster horses or exceptionally kidnaps other
human beings. This action is justified by the fantastic nature of the fairy tale
as necessary to defeat EVIL, although there are objects that have no use in the
final action.

In the scenic take on a fairy tale, theft is not condemned but, on the
contrary, accepted, the light in which theft is put in Romanian shows is usually
in a comic note, thus acting against the educational values that a children's
theatre show should promote.

“https://biblehub.com/exodus/20-13.htm, Exodus 20:13, Context: The ten Commendments,
(accessed October 27, 2021)
19 https://biblehub.com/exodus/20-15.htm, Exodus 20:13, Context: The ten Commendments,
(accessed October 27, 2021)
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"Hypothetical norms" !!

and the hypothetical imperative is called by Kant “pragmatic”. The most

extensive list of rules for the cultivation of character is found in Anthropology

in the form of hypothetical moral norms.
,,Not speaking untruth on purpose

can be understood as prescriptions of ability,

12 or its equivalent of not lying, is

encountered in fairy tales in order to escape from a tight situation. The hero is
sometimes put in the position of lying or having other beings lie for him, in
order to come into possession of a sought-after precious commodity. When an
adjutant intervenes and helps him overcome an important trial, a hero takes
full credit for resolving that situation. Breaking this hypothetical rule is not
sanctioned in children's shows in Romania.

Not breaking your promise intentionally, or unintentionally '* is
another type of rule breaking and a motif often found in fairy tales. This
violation of the hypothetical type of moral rule entails dire consequences for
the hero. He always pays for breaking a promise in one way or another. It is
the only action that the collective unconscious perceives as immoral because
there are consequences, also taken up in children's plays.

*

Nietzsche said that "the good man in this morality does not escape from
a little disregard after all - which may be slight and well-intentioned"'?,
because each of the immoral actions can be weighed against the moral ones,
which are always more. The principles that guide the acceptance of these
actions are the FREEDOM and FANTASY of the fairy tale. If the spectator
accepts the supernatural, he can also accept the deviations from moral norms
that GOOD produces through the actions of its heroes.

Weaknesses are human and the phrase is well emphasized in the tale. There is
no such thing as perfection, and a balance would favour positive deeds. The
question arises, however, whether a character can still be called moral in spite

11 Kant, Immanuel, Critica Ratiunii Practice/Critique of Practical Reason, Editura Paideia
p. 224

12 1dem

13 Idem

14 Friedrich Nietzsche, Beyond Good and Evil, Humanitas Publishing House, 2015, p. 214.
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of his actions, and whether he can serve as a model for the developing minds
of young viewers. The analysis does not prove that Prince Charming is
immoral, only that in some circumstances he can become immoral and lose
his integrity.

The character of fairy tales remains intangible through their literary,
folkloric and symbolic value, but the question of their educational value may
arise when the texts are dramatized and adapted to the needs of a performance
for young audiences. In the century of the political correctness and its rapid
development, the staging of behaviours incompatible with the way of life of
the younger generation could compromise their understanding of the current
society. The solution to the continued use of fairy tales in children's shows
always lies in the directorial key and the essentialisation of the moral values
that fairy tales have.

There is, in fact, no example of a morally immaculate character in the
fairy tale or in everyday life and so, the GOOD in the fairy tale must be
constructed as it is, but the less moral actions must be exposed by the director
so that they are understood as such by the child-audience.
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The Impact Of SARS Cov-2 Pandemic On Children’s
Behaviour In Society And Their Reintegration Through
Drama Classes

Bianca HEDES*®

Abstract: The aim of this article is to point out the acute need of
artistic classes for children with ages between 5 and 12 years after one year
and a half of online activitities imposed by the SARS CoV-2 pandemic. The
2021 school year brought to the parents’ attention the gaps their children have
experienced in terms of sociability. The ease they used to have in
communicating with the others has almost disappeared along with the joy of
interaction. They got so used to the virtual world that they began to see it as
routine and to believe that this is the way our lives should be looking like from
now on. As a result, the inauguration of this new school year in comparison
to other typical school years, except for the pandemic years, has been
registered as the year with the highest number of requests for children’s theatre
classes. Teachers saw their students regressing and they also observed that it
was very difficult for their students to assimilate any kind of new information,
a reason why they came up with the idea of participating in such classes. The
worst challenge for the students was to start coming back again physically to
classes. Their enthusiasm disappeared alongside with their inability to
concentrate and their difficulty in paying attention to the teaching process. The
masks on their faces represented another disadvantage that they didn’t have to
comply with any longer while attending online classes. Anyhow, it was the
first year as a freelance theatre teacher in which the demand increased in such
a manner that neither I nor my guild colleagues could honor all the requests
we received in terms of drama classes for children at this age. The benefits of
such classes in the education and in the evolution of its participants have
already been demonstrated by many theatre personalities and they are now

* PhD student 3rd year of studies, UNATC I.L.Caragiale Bucuresti
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being amplified with the increased interest coming from the children’s
parents who noticed serious disorders in their children’s’ behavior. In the next
lines we are going to analyse the outcome results after questioning 60 children
with ages between 5 and 12 years old.

Keywords: online school, drama classes, SARS CoV-2 pandemic,
2021 school year, pedagogical theatre

Introduction

Demand versus supply on drama classes existed and at the same time
it didn’t. Why? Drama classes for children with ages between 5 and 12 years
old are or used to be considered a luxury for the parents of the participants.
Most of the time, the choice wasn’t even made by their children but by their
parents in order to brag with their children’s extracurricular activities among
others. Children as actors sounded very good for them to parade with. These
kind of classes, when we speak of such ages, at least in Bucharest, we mean
private schools most of the time. The expectations after attending such a
course are different from one customer to another. There isn’t a particular goal
each one follows, a reason why you as a teacher have to meet everybody’s
expectation. The fact that 2019 and 2020 deprived children from going to
workshops or activities that weren’t in their compulsory school curriculum,
even though they were important in the process of self-development, caused a
huge drawback and frustration through this banning of activities of interest.
Through these alternative means of learning and entertainment, children had
the chance to express themselves, to find the joy and the enthusiasm they
couldn’t find in some other activities.

“Among the many losses this school year was the chance for students
to shine on stage in the classic end-of-the-year theater production. Yet teachers
and students across the country turned misfortune into opportunity, creating
memorable plays and performances that will live on — online.”! Many of the
students attended drama classes only for the chance of being seen on stage.
Unfortunately, their dreams vanished away along with the lockdown. Some
others were able to use their imagination and played in live broadcasts on

"Drama For School Theater Groups During The Coronavirus : NPR
Sequoia Carrillo, 2020, Performing In A Pandemic: Taking The High School Play Online,
National Public Radio California, accesed in 18.10.2021 at 08:00 PM
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various online platforms. Regrettably, not all the teachers wanted or could
continue with teaching online drama classes. When these classes were
physically suspended a lot of teachers tried to hold their lessons online, but
many of them lost their contracts while trying to do so, because the art of the
theatre is an art that has to be practiced live, in person. Feeling is not something
associated with the virtual, with the computers and in general, with virtual
machines. Children’s social and emotional level was highly affected because
of the Covid-19 restrictions which were very harsh for them to assimilate, to
understand and to obey.

“The results revealed that children represent the COVID-19 as an
enemy that is being fought by the doctors. Children are afraid and worried
about catching the virus, but mainly because they think they can infect their
grandparents and this makes them feel guilty. Moreover, the lockdown
situation has produced conflicting emotions in the children. On the one hand,
they are scared, nervous, lonely, sad, bored, and angry, but they also feel safe,
calm, and happy with their families. These results indicate the need for
governments to also consider children in their management of the current
situation by placing greater emphasis on social and inclusive policies to help
alleviate the possible effects that they may suffer as a consequence of the
pandemic and the lockdown. In short, there is a need to address the
psychological, educational, social, health factors and well-being needs of
children.”

The virus became an enemy for people trying to achieve something,
but were prevented by the threat on their health. They struggled to visit their
relatives, their grandparents, their parents but at the same time trying to avoid
jeopardizing their health. The fact that they could be putting in danger their
beloved ones prevented them from meeting one another. If for the adults it was
an understandable compromise that they had to accept and endure, for the
children the situation wasn’t that easy to comprehend. The virus became their
number one enemy and they started to hate it. They began to feel angry, but at
the same time powerless and the fact that they were unable to stop the
nightmare made them feel useless, even though in the end they have resigned.

“Frontiers | Exploring Children’s Social and Emotional Representations of the COVID-19
Pandemic | Psychology (frontiersin.org), Nahia Idoiaga, Naiara Berasategi, Amaia Eiguren,
Maitane Picaza, Exploring Children’s Social and Emotional Representations of the COVID-
19 Pandemic, Frontiers in Psychology, accesed in 18.10.2021 AT 08:29 PM
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The guilt that the child could harm a close person is damaging for the child’s
emotional development. It could become a trauma if a child is carrying a virus
that could kill a relative of his. The majority of the children nowadays are
raised thinking they are invincible, they are the greatest and no one is allowed
to treat them badly and they deserve all the good in the world. Also, they are
taught by their parents that they are winners and they are living somehow in a
pink bubble, not knowing anything about the world outside.

This is one of the main reasons for which the Covid-19 pandemic
shocked emotionally and psychologically a lot of kids. They didn’t know how
to deal with the avalanche of feelings and the terrifying new pieces of
information. There were parents who couldn’t pretend any longer in front of
their children and the sudden change of attitude harmed the little ones, because
until then, they lived in an air bubble where they were protected. In the next
lines/graph we can observe the high impact the pandemic had on the children’s
psychological and emotional side and how many of the children are willing to
attend drama classes.

Online school versus Physical

School
BYES ENO mTOTAL
80
60
40 e
20 5
0
Do you prefer
physical school?
Figure 1

After asking 60 children if they would rather prefer online school
instead of physical school, we could notice that according to Figure 1 the
majority of them totally disliked online school, preferring the physical one.
The questionnaire was addressed to children with ages between 5 and 12 years
old and we could notice that only a small percentage chose the virtual one
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instead of the face to face activity, more specifically 8.33 %. The others argued
their choice by pointing out the fact that they felt the need of interacting person
to person, being able to see their classmates’ reactions and their teachers’ too.
They didn’t hesitate when they had to make a choice between these two
options. They were strongly in favor of their choice. The minority who
embraced the online school were mostly children who never went to school
and began school in an online manner, a reason why they didn’t have a term
of comparison to their educational experience. They didn’t have the
opportunity to see what normality looked like, which explains their decision.
“The biggest challenge in McNamara’s view is that everything at drama
school is based on “show, don’t tell.” He says: “Drama schools are a
simulation of the industry, and productions are important because they
represent the professional environment. Students were disappointed that
we had to move online for teaching and that showcases could only happen
virtually, but they understood. Despite this, there is still a keen sense of
loss of a direct experience and lack of interaction with each other, t0o0.”?

So, the physical presence is mandatory and at the same time
defining for drama classes. Even though children prefer it that way,
restrictions were beyond our control and wish and we had to find
applicable solutions.

Is it the mask the main reason
for which you'd rather choose
virtual school?

| 40 |

IE MASK THE MAIN REASON FOR WHICH YOU PRFER VIRTUAL SCHOOL?

e=@=YES NO TOTAL

*How Will UK Drama Schools Survive the Pandemic? (backstage.com), Eleanor Ross,
2020, How Will UK Drama Schools Survive the Pandemic?, Backstage, accesed in
20.10.2021 at 07:53 AM
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Figure 2

The minority that chose online school said that the main argument for
which they favored the virtual education was because they weren’t obliged to
wear masks on their faces, being usually at home, in their own room while
attending classes. Even the ones that picked in Figure 1 physical school
complained about the wearing of masks and chose the “’yes’’ answer when it
came to justifications that showed one of the main advantages of online
school, in their view. The fact that they had to wear a mask inside the school
and they were not given any alternative, appeared to them as an obligation
they were not happy to comply with, on the contrary. They began to be
rebellious, refusing to wear the masks properly. Maybe if the information had
been delivered otherwise, there could have been a chance for them to respond
differently. Of course, there are a lot of external factors that influence the
child’s attitude when it comes to wearing masks. Most of the times, the biggest
impact is the influence of the family, because the child usually borrows the
parents’ behavior and beliefs.

These principles learned in the family are very difficult to change or
modify, being strongly absorbed in the child’s subconscious. 66.6 % said that
the mask is the main problem when it comes to the biggest disadvantage they
have encountered in attending school physically and at the same time it is the
best advantage when it comes to online school, while the rest of 33.4 % find
the wearing of the mask irrelevant in comparison to what they had to deal with
during the lockdown with its harsh pandemic restrictions.

During the pandemic restrictions,
did you miss your teachers and your
classmates?

YES mNO mTOTAL
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Figure 3

As we can notice in Figure 3, all 60 students with ages between 5 and
12 years old, missed their classmates and teachers with no exception. 100% is
the percentage of children missing their friends, mentors and the ability of
establishing face to face connections with them. They also added that they
missed their breaks in which they could play with the others and feel free to
express themselves. They also declared that the lockdown made them feel sad,
nostalgic, lonely, anxious, sometimes even depressed. Their wish was to be
able to return to the normality they were used to. The fact that they didn’t
know when the lockdown was going to be lifted and if it was a matter of days,
weeks or months, caused them panic. “Teachers have faced hybrid classes,
with some students in the room and some online, making it difficult to
coordinate any group performances.”* The hybrid experiment began to gain
quite a great deal in this endless story and it began to feel more and more like
a challenging educational experiment.

During the pandemic restrictions, did you do
all the subjects online?

OTOTAL ONO CYES

50
Category 5-12 YEARS OLD 7 23

20 30 40 50 60 70

Figure 4

4Pandemic Performance Classes Face Show-Stopping Restrictions - CTNewsJunkie, Emily
DiSalvo, Pandemic Performance Classes Face Show-Stopping Restrictions, 2021, CT News
Junkie, accesed in 23.10.2021 at 12:22 PM
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Not all of the questioned students did online all the subjects they used to do
physically in school. More specifically, only 28.3% did exactly the same
courses online as they did physically. The rest of 71.7% did online only the
main subjects, the rest of them being left aside.

Are important for you the extracuriccular
activities such as drama, music and dance?

70
60
50
40
30
20
10

Category 5-12
years old

BMYES mNO mTOTAL

Figure 5

According to Figure 5, students seem to love extracurricular activities
such as music, dance or English because as they said, they don’t have the
pressure of getting good grades in order to satisfy their teachers and parents.
To my surprise, they aren’t that scared of their parents when it comes to getting
bad grades, but of their teachers. The pressure the Romanian educational
system exerts on students when it comes to good results, highlighted and
evaluated only in terms of results or grades, discourages learners from
studying for the sake of science and knowledge acquisition, encouraging them
to learn only in order to get good grades. 73.3% of the students missed the
extracuricular activites during the pandemic restrictions while only a small
number of them didn’t, more precisely 26.7% of them.

“The global drama of the pandemic has caused the deep decrease in
consumption of wealthy strata, unemployment and isolation. A huge number
of people around the Globe are facing a step back to basic needs by the Maslow
pyramid: physiological needs and security. An adaptation of people to the new
situation goes difficult, while somewhat easier for those employed in
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intellectual activities, primarily for university professors. Morals, literature,
memories of survival will be close to models of those after the big wars.” The
restrictions children had to face are being compared with feelings aroused
during the great wars. The harmful effects of this pandemic have major
consequences in the behavior of the human being, ruined in the case of a child
in full development. Society should readjust to the new trends and to this
perpetual change, impossible to control.

Would you like to try drama classes if you had
the chance?

CATEGORY 5-12 YEARS OLD

TOTAL mNO mYES

Figure 6

All students would want to try drama classes even though the majority
of them never attended such a class. It is a paradox the fact that they actually
know the exact purpose of such classes, their objectives and the justification
why such an optional activity would be the right choice for them. Still, most
of them invoke the financial aspect as the main reason for which their parents

Shttps://populationandeconomics.pensoft.net/article/53325/download/pdf/, Leonid M.
Grigoryev, Global social drama of pandemic and recession, 2020, Research Article,
Population and Economics, accesed in 25.10.2021 at 09:53 PM
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would not enroll them in such a course, the educational priorities being quite
different.

In conclusion, 100% of the children would like to try drama classes,
but can’t afford it, being something they have to pay extra for, not something
included in their main educational process. We can observe that optional
activities are regarded as something unnecessary and ridiculous. “As a result
of the pandemic, teaching had to change. As with many higher educational
institutions, classes have either been postponed until later in the year, or
moved online, which meant a lot of backstage work for course tutors.”¢ In
this particular case, children would love to start such a course but it
remains beyond the family financial means. The ones that are not
necessarily willing to make the experience but are still attending it, do so
because their parents chose it for them and they also have the necessary
financial resources.

Conclusions

The impact of SARS CoV-2 when it comes to the children’s behavior
in society was harmful and damaging for their evolution as well as emotional
development. We could notice very big changes in a negative way when it
came to their abilities to interact and establish connections with the others.
Even though some of them realized their difficulty in communication, they
don’t seem to find the solution on their own. They need a specialist’s help, a
reason why they believed drama classes could be extremely useful for them
after this lockdown and all the restrictions they had to observe. Because there
were so many restrictions, there were a lot of parents who lost their jobs and
therefore their income decreased. As a result, parents don’t have the same
financial possibilities they used to have before the pandemic. T

he lack of communication is just one of the side effects the pandemic
had on people. Social distancing actually happened literally and figuratively.
People and mostly children spent more time alone with their electronic
devices. The laptops, the computers, the smart phones and tablets became their

How Will UK Drama Schools Survive the Pandemic? (backstage.com), Eleanor Ross,
2020, How Will UK Drama Schools Survive the Pandemic?, Backstage, accesed in
20.10.2021 at 15:00 PM
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best friends. Many of them spent hours playing video games with virtual
friends or simply strangers from other countries who could have been anyone.
“Throughout the year I faced many failures in the classroom, but one
of the standout successes was the high level of communication and connection
I experienced with my students. Modeled after the work of practitioner Viola
Spolin (1986) I attempted to create a theatre classroom where students felt
ready to “connect, to communicate, to experience, and to experiment and
discover” (p. 2). We spent the first month of school co-creating a
communicative environment where I could turn over a floundering lesson or
rough day to students and ask,
“How can we make this better?” I knew we had succeeded in creating an
inviting space when even students who chronically skipped class and were
labeled hallway “wanderers,” were in the room, participating in warm ups.”’
As a result, all the notions learned at the beginning of the school year
disappeared with the appearance of the SARS CoV-2. Teachers had to find
new ways of bringing the students to the level they were originally at.
“Established labels tend to build around themselves meanings,
contexts and lines of development. Even if one wants to use an idea that would
fit under an existing label it might be better not to put it there if one wants to
develop the idea in a new way. For instance lateral thinking does overlap with
what some people understand by creative thinking. But because creative
thinking is surrounded by a whole complex of meanings including artistic
expression, talent, sensitivity, inspiration etc. it is far better to establish lateral
thinking as a separate idea if one wishes to regard it as a deliberate way of
using information.”® As a result, it seems that established labels make people
believe that there is no other way of doing things than the stamped one. Even
creative thinking is being labeled, exactly like the drama classes. Some of
them believe that they are definitely going to become actors after attending
drama courses, some others believe they will overcome their fears and all of a
sudden they will be able to speak in front of an audience and the list could
easily go on.

"Reynolds_-_Theatre_through a_Computer ArtsPraxis_Volume 7 Issue 2a.pdf - Google
Drive, Roxane E. Reynolds, Theatre through a Computer: A Critical Reflection of Online
Teaching during the COVID-19 Pandemic. 2020, ArtsPraxis, Volume 7 Issue 2 a, accesed in
30.10.2021 at 12:31 PM
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Parents have lately observed the danger that existed when their
children spent so much time on their computers. Some students also confessed
that while they were theoretically attending online classes, they were actually
playing video games and they implicitly were not paying attention to the
ongoing lesson and to the teacher. Some others simply didn’t understand what
they were supposed to do and as long as they didn’t have an adult to supervise
them, they couldn’t manage the online platforms on which they had to log in.
Neither could they apply the tasks given by their teachers because there was a
lot of new information given through a channel they weren’t accustomed to.
Also, there were numerous power outages and internet outages that have been
reported during the online school experiment.

“Furthermore, many of our students had no Wi-Fi connection or access
to laptops and we were diligently attempting to make contact with every
student by phone. This endeavor presented the obstacles of language barriers
with many parents along with out of service and out of date phone numbers in
school records. It became clear that every flaw in our system and weakness in
our communication strategy would be magnified and exacerbated by online
learning.””These were just some of the constant unpleasantness experienced
with the attendance of online school. Sometimes, technology instead of
assisting, further confuses the learning process. Devices that should be able to
help us frequently become our worst enemies.

In conclusion, humanity is still needed for a healthy development of
the society and children need drama classes in order to be able to reintegrate
in community after facing the SARS CoV-2 trauma.
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The Significance Of Theatre Play In The Pediatric Oncology
Ward

Ana VICOVAN®

Abstract: When a child is forced to begin treatment for a life-
threatening condition, both the child and his or her entire family are affected.
The shock of diagnosis, the effects and the costs of treatment, can have
powerful consequences on a number of levels, both immediate and long-term.
Most people see the hospital as an environment that has nothing to do with
creativity, imagination, or artistic activities in general. However, research
shows increasing evidence that art can help cancer patients by giving them a
safe space to express their emotions, relax, detach from worry and regain
control. Both child patients and their parents and careers can enjoy the
beneficial effects of theatre play. The approach to this social group must take
into account the individual characteristics of each patient and be adapted to
the emotional state of the people involved. The coordinator of these games
will also fulfil to some extent a therapeutic function, and will therefore benefit
from knowledge gained within other disciplines, such as psychology, but also
other art forms that can be integrated and adapted according to the patient's
interests, in order to offer them a multifaceted and positive experience with
therapeutic implications. In my experience working with children and
adolescents in the onco-pediatric ward of the Oncology Institute in Bucharest,
I have approached theatre games in pairs, puppet theatre, musical and rhythm
exercises, with and without instruments. The data gathered from the
observations made during these activities will contribute to the elaboration of
a useful methodology for the actor coordinator of theatrical games in the

* PhD student, 3rd year, Theatre Faculty, University of Theatre and Film ”I.L. Caragiale”,
Bucharest
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hospital and to the drafting of a manual of theatrical games adapted to this
unconventional environment.
Keywords: applied theatre in hospital, theatre games, artistic

interdisciplinarity, psychology.

Theatre is the means by which we can build a special universe, its
uniqueness being defined by those specific elements that have been chosen to
define and expose a situation, a world, a way of thinking. At the same time,
these worlds that people create to fulfil various needs, such as the need to be
seen, to be validated, or the need to avoid suffering, also exist in everyday life.
Trauma usually stems from these mechanisms adopted in order to avoid
feeling painful emotions (Maté Gabor, 2003).

The paediatric oncology ward of the “Alexandru Trestioreanu”
Oncology Institute in Bucharest is a realm where time takes on another
dimension. Here people watch TV, listen to music, talk to each other, talk to
friends on the phone, read, look quietly out the window, sleep, eat, all in a state
of waiting, of uncertainty. As time goes by, pleasantries are replaced by
discussions about treatment, test results or the possibility of going home. A
constant state of expectation accompanies every activity undertaken in
hospital, and that's because no one wants to be there, especially not the little
ones.

In addition to the shock and suffering caused by the diagnosis, the
intensity of the treatments, and their side effects, children and parents have to

adapt to a sterile environment, social isolation and boredom. Establishing
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genuine human connections, so necessary for good socio-emotional
development in children and beneficial for a healthy mental balance to adults,
becomes negligible. Many children diagnosed with oncological conditions
drop out of school and lose the motivation to receive an age-appropriate
education. Most of these children's parents become overprotective and neglect
their own physical and mental well-being in favor of their child's physical
health — behavior that is harmful to both parties in the long run.

Theatre games derived from the methods that actors apply in their
work can give patients the opportunity to use their creative skills, rediscover
their potential and express themselves in an authentic and creative way. Such
activities can satisfy the practitioner's need to be seen, heard, accepted and
validated. Furthermore, the involvement of the parent or carer in games and
drama exercises with the child patient can improve the relationship between
the two and have a beneficial effect on their mood. This is because the basic
principles on which theatre is based are: truth, real-time action, in the here and
now, and establishing a genuine relationship with the partner, where the senses
play a key role, especially seeing and really listening to the person speaking.

Creative activities in theatre always adapt to the individual working,
bringing out thoughts, feelings and ideas through which the patient can regain
a sense of control and relaxation. Moreover, thanks to its flexibility, theatre
can be adapted to the various subjects the child studies at school, becoming an
adjuvant for assimilating information in a pleasant way. Combining theatre
with other artistic activities, such as drawing or music, can bring a sense of
well-being and transform the space from an unfamiliar and alien place into

one of healing and hope.
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»It 1s intuitively easy to understand why extreme childhood abuse,
trauma or neglect would have negative consequences. But why do many
people develop stress-related illnesses without having been abused or
traumatized? These people suffer not because something negative was
inflicted on them, but because something positive was withheld from them.”!

In the above quote Gabor Maté speaks about how we as humans are
affected by various shortcomings or behaviors that are not in line with our
needs. Children are especially vulnerable to these kinds of traumas, as they are
still growing and their systems are still forming, physically, mentally and
emotionally. The defense mechanisms that children adopt to cope with
traumatic situations can harm them in the long term, as these are acquired for
their immediate sedative properties. This numbing of real emotion leads on
the one hand, to ignoring problems in order not to feel their negative effects,
but on the other hand, it can become an unconscious reflex that alienates the
person from his or her nature. Many experts in the field of medicine and
psychology, including Dr Maté, argue that the emotions we often think of as
negative are useful in that they function as indicators of what we need to
confront. Consequently, it is not the emotions that we need to remove, but their
underlying causes.

Therefore, we can understand the need for people in distress to express
themselves, to bring out what they are tempted to ignore, suppress or deny in
order to adapt to the environmental factors they are confronted with. For

example, a child who is unwell because of treatment may feel obliged to

! Gabor Maté, When the body says no: understanding the stress-disease connection, J.
Wiley, Hoboken, N.J., 2003, p. 219.
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participate in various discussions or activities designed to cheer them up, even
if all they really want to do is sleep. Although participation in this type of
activity is often beneficial for both the patient and the parent or carer, as it
relaxes the atmosphere and gives them quality time, the patient's condition
must be constantly monitored by the person coordinating the intervention so
as not to cause the child the discomfort of having to make an even greater
effort to please others.

In the hospital context, the purpose of theatre is not to produce works
of high artistic value. Here, theatre (which can also include other art forms
such as drawing or music) is rather a pretext to create a safe space, a relaxed
atmosphere, and to give the child patient the opportunity to explore different
ways of expressing himself, according to his concerns, his personality, his
preferences and his intellectual abilities.

From the actor coordinator's point of view, the most important element
to take into account is the adaptation to each individual case. In order to be
able to choose the most appropriate activity for the well-being of the child
patient, it is necessary to establish a connection with the child. This can be
done simply through a conversation in which the two discuss hobbies,
interests, or simply recount various stories. From there, the actor can suggest
a few games to the child, giving him or her the freedom to decide for
themselves and respecting the child's refusal.

If communication between the two is an honest one, the activities that
follow will be enjoyable for both the child and the coordinator, possibly
involving the parent in the game as well. The atmosphere created will be the

result of collaboration between the two, and the stories, characters or themes
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will be a unique and unrepeatable creation, born in real time, like a theatre
production which, although the same, is different each time it is performed.

We cannot talk about connection without mentioning empathy. This is
an essential skill for effective communication, especially in hospital-based
activities. The patient undergoing cancer treatment is likely to experience
various side effects. These can affect concentration, memory, motor functions.
For this reason, it is important that the suggested activities can be practiced
together with the child, involving them and encouraging them to practice their
skills within their limitations, without causing discomfort. Involvement in a
game that is compatible with the patient will always have the effect of relaxing
the individual, they will begin to speak naturally and their expressions will
indicate pleasure or joy.

There is also the case where the child feels unwell but wants a
distraction. In these cases, it may be enough for the patient to watch, without
active involvement, and it is up to the actor to decide on the duration of the
activity, paying constant attention to the effect that the intervention is having
on the child.

»The child and the artist will play together. The artist generously
involves the child in making decisions about the performance. This is an
action of artistic generosity, because it removes some of the artist's power to
make decisions for the art form. But it also recognizes the child's right to make
decisions about how to transform life, especially life that is in a difficult stage,
into art. Way's (1981) theatrical ‘magic’ is not worked on the child, but with
the child in hospital.”

2 Persephone Sextou, Theatre for Children in Hospital, The gift of Compassion, p. 42.
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In order to achieve the desired results, [ have put together a basic action
plan that can help the hospital actor prepare conditions for the artistic
intervention. The initial approach is very important because it sets the pacing
and overall atmosphere in which the activity will take place. The more relaxed
the atmosphere, and the more confident the actor, the more enjoyable the
activity will be, and the atmosphere created will be a pleasant and relaxed one,

which will have a positive effect on those present in the room.

Methodology

The first step, after proper sanitation, is testing the field. The actor must
bear in mind that he is entering someone's private space. The hospital ward is
the equivalent of the patient's home. In some cases, it is possible that people
on the ward may not be fit for work for various reasons. The person entering
should knock quietly on the door and open it quietly to avoid waking the child
if they are asleep. Confirming with the parent or child before remaining in the
room provides them with the final decision and the option to refuse. My habit
is to ask just before introductions, if we haven't met yet, if I'm intruding or if
the parent wants me to come back later or on another day.

Once an agreement has been reached, introductions follow, and the
identification of mutual points, interests, academic level and other details that
can help the coordinator determine what activities can be addressed in this
case. At this stage the child or parent may feel the need to recount various
stories or tell things about themselves. In this case, it is important for the actor
to practice active listening and observation. In this way, a connection can be

established between the two sides and the chances of the activities being
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compatible with the patient increase. The parent can also be involved in the
activities if they wish to do so.

In cases where a lack of interest is observed, although the actor has
been asked to stay in the room, it is necessary to lighten the atmosphere. Short
ice-breaking games can be attempted, with as many free sounds or movements
as possible, which may even seem absurd, the aim being to get the people
involved to relax and stimulate their desire to play. This activity should not
last more than a few minutes. Once the child has more freedom, you can move
on to a theatre game compatible with the child's abilities, interests,
preferences, knowledge and age. These differ from case to case. Role-play,
imagination games, storytelling, puppet theatre, rhythm or musical exercises
can be done, depending on the coordinator's knowledge and skills.

Self-awareness is very important for the actor coordinator. The energy
with which they initiate the interaction with the patient and their carer sets the
tone for the theatrical activity from the very beginning. The actor needs to be
very aware of their motivation and of the different ways to stimulate their
positive energy. These vary from person to person, some examples might
include: listening to a piece of music, spending a few minutes in a quiet space,
a short conversation with a colleague, playing an instrument, breathing
exercises, relaxing physical exercises, a short walk, etc.

The coordinating actor's positive energy has the gift of stimulating
enthusiasm and encouraging the child patient to get involved in the suggested
game. The actor's ability to observe will also help them to recognize their own
limits. Taking breaks is extremely important for a healthy mental balance and

re-energization.
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At the same time, ,,The artist in hospital surely needs to develop skills
of ‘reading’ pain indicators in order to understand how pain behaviour is
processed and act on it with sensitivity and discreetness. Assessing pain by
facial expression in a TCH (Theatre for Children in Hospital) context serves
to understand how the child feels during performance.”

Typically, to avoid causing the child excessive fatigue, the activity
duration should not exceed 30 minutes, but can be adapted as necessary.
Sometimes it may be appropriate to shorten the activity due to various medical
interventions, fatigue or physical illness. Ideally, the end of the session should
include a short conclusion and a thank you to the child for their willingness
and openness to new experiences.

At the end of the activity, recognizing the child's availability and
involvement can give the child a sense of fulfilment and help to satisfy their
need to be seen, respected and appreciated. Here the artist can mention some
of the child's qualities or improvements that they have noticed during the

course of play and say goodbye in a polite way, wishing them good health.

Conclusions
Just as a theatrical performance is a pretext for conveying a message, theatre
in the paediatric oncology ward is a pretext for giving child patients and their
parents the opportunity to exercise control over how they spend their time,
eliminating helplessness and creating a dynamic space for expression and a

relaxed, detached and creative atmosphere.

3 Persephone Sextou, Theatre for Children in Hospital, The gift of Compassion, Intellect,
Bristol, 2016, p. 77.
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The actor who plays theatre games in the hospital is not a qualified
therapist, but by creating adapted, personalized theatre games, he can create a
space in which the child patient can once again use his imagination, creativity
and spontaneity, qualities that are necessary for any child and adolescent to

maintain a healthy mental balance.
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The Effects of the COVID-19 Pandemic on the Body
Perception of the Actor in Theatre Performance

Marius-Alexandru TEODORESCU®

Abstract: The COVID-19 pandemic has radically changed our perception of
our own bodies and, implicitly, of the bodies of those around us. One’s body becomes
a potential source of disease and needs to be protected, permanently isolated from the
others and hidden behind different kinds of personal protection equipment. The aim
of this study is to review the impact of the COVID-19 pandemic on our interactions
with others and to outline the ways in which theatre can fight changes in body
perception and social interaction. Another person’s body is perceived as a source of
danger which needs to be pushed as far away as possible and must be put under
intense scrutiny. In this context, theatre becomes an instrument that contributes to the
healing of these ruptures, forcing spectators to have a kind of kinestezic empathy with
the actor. Moreover, unlike other public spaces, theatre forces us to engage with those
around us and with those on stage. Theatre forces us to watch and connect with the
bodies on stage that act independently from our fears, outside of our own corporality.
Through this and some other means, theatre can determine its spectators to reconsider
and reconstruct their relationships with their own bodies and with the bodies of those
around.

Keywords: body, theatre, pandemic, healing, empathy.

We started our literature research for this paper on the idea that our
relationship with our corporality, with the body of those around and even the
proxemics of the interaction between individuals in daily life are distorted by the
social distancing and social isolation measures that were imposed during the COVID-

* PhD Candidate at the Theatre and Film Faculty of ,,Babes-Bolyai” University in Cluj-
Napoca.
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19 pandemic (March 2020 — present day). Moreover, these distorted relationships
between ourselves and our bodies and between our body and the world around cand
be partially or completely mended by participating at theatre performances. These
changes follow the unmediated presence of the spectator and actor during the
performance, through the kinaesthetic empathy that develops between the audience
and the performers, but also between audience members and other audience members.

The pandemic creates a lot of changes in the ways we interact with the world.
For example, during the emergency states and the lockdowns from all over the world,
we could observe ,.the dematerialization of experience and the rise of digital
interactions over a computer screen (Zoom meetings and videoconferencing as
teaching platforms)”!. This general tendency has subliminally instilled in us the idea
that the presence of another human being is a potential danger. Remo Garmigna

identifies two different types of threat that people can perceive:

., (i) fear elicited by a “real” thereat, such as the occurrence
of a pandemic as the “black death”; (ii) or, conversely,
when society is gripped with fear due to unknown reason or
circumstances, in which case fear itself creates the threat.
The latter is an interesting circuit where fear creates threats
in a vicious circle that feeds itself. "

Another persons’ body becomes for us a type (ii) threat, despite the fact the
find ourselves in the context of a type (i) crisis. We were offered methods and
instruments with which we could cope with the real danger posed by the other’s body,
such as personal protection equipment, vaccines, social distancing and incentives to
interact with others outdoors rather than indoors. In spite of this, the bodies of those
around us are seen as a possible source of disease, so a possible danger, as something

'TYHURST, 1.S. — ,, The role of transition states — including disasters — in mental illness”,
in Symposium on Preventive and Social Psychiatry, 15-17 April 1957, Washington D.C.,
1958, pp. 149-167, apud. GRAMIGNA, Remo — ,, Proxemics and “neo-proxemics”: The
new meaning of space in the time of COVID-19 pandemic”, Post filosofie Review, number
13, year XIII, Italy, 2020, p. 104

2 GRAMIGNA, Remo — ,,Proxemics and “neo-proxemics”: The new meaning of space in
the time of COVID-19 pandemic”, Post filosofie Review, number 13, year XIII, Italy, 2020,
p- 106
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that needs to be avoided. It is a thought process that is reinforced with every social
interaction we have with someone. Online interaction with others brings with itself
another major change, this time with regard to the purpose of the interaction. We are
paying more attention to ourselves when we are videoconferencing because we
always see ourselves in the corner of the screen. Our interactions with those around
were always centred around our need to validate our own image, it is just that now
this situation is more emphasized. This is why we can observe, for example, a rise in
negative perceptions we have on ourselves or negative body images, especially with
regard to our faces’.

Another key aspect of the way we experience interacting with others during
the COVID-19 pandemic is the use of face-masks. Masks have historically been
highly specific symbols and therefore are very resistant to perception changes.
»Masks serve the purpose of and are used for the isolation (self-isolation) of the
wearer from the external social and cultural environment.”* Even though we use
masks to protect ourselves against the viral threat, so exclusively in order to isolate
ourselves from the physical world, this symbolic and cultural charge around masks
cannot be eluded. We perceive that we are isolating ourselves from those around us
and that they are themselves isolated from us.

Beyond the multitude of studies that point towards the change in our
relationships with our own bodies and between our body and those around us, we
cand all speak empirically about this experience. During the last year and half, many
of us have found themselves watching a movie or an online theatre performance or
even a music video in which a character, for example, walks into a crowded bar. Then,
our first though was that it was extremely irresponsible of those people to be staying
so close to one another indoors, to not be wearing face-masks and apparently to have
no intention of disinfecting their hands.

Maybe, on the other hand, we have seen another video in which we saw a
character kissing another character on the lips on the first date and it seemed all of

3 RICE, Shauna; GARBER, Emmy; KOUROSH, Arianne — ,, 4 Pandemic of Dysmorphia:
«Zoomingy into the Perception of Our Appearance”, New York, Journal of Facial Plastic
Surgery & Aesthetic Medicine, 2020.

4 OGIBENIN, B. — ,, Mask in the light of semiotics”, in Semiotica, number 13, 1975, pp. 1-9,
apud. GRAMIGNA, Remo — ,,Proxemics and “neo-proxemics”’: The new meaning of space
in the time of COVID-19 pandemic”, Post filosofie review, number 13, year XIII, Italy,
2020, p. 113
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sudden strange to see someone expose himself like that, out of the blue, to the virus.
And we forget, even for a moment, that many of these movies in which people shake
one another’s hands without the slightest hesitation, in which people crowd together
and party, in which they walk about the streets and walk into malls without face-
masks were filmed three, five or even thirty-five years ago. We seem to be forgetting
that this is how our lives looked just a little while ago.

If we are twenty-four years old, the almost twenty months that have passed
since the beginning of the pandemic amount to 6,94% of the whole of our lives; if we
are thirty-eight years old, those same twenty months amount for 4,38% of our life;
and we are sixty years old, the COVID-19 pandemic has occupied only 2,77% of our
existence. And despite the fact that the epidemiological context will continue to be
unstable in the foreseeable future, we have to note what little time compared to our
lifetimes is needed to completely alter our perception with regard to our bodies and
the bodies of those around us. This fact is more worrisome and harsher given that
proxemics and proprioception are aspects of our development that form very early
during our lives and they are routed through very stable neural pathways.

Facing this challenge, theatre can be seen as a way of exposing ourselves to
the body of those around, as a way to create co-presence and empathy, even as a way
of fighting this change n perception. First of all, we want to discuss the differences
between theatre and other means of cultural manifestation, from this post-pandemic
point of view. Both movies and visual arts put audience members if front of bodies,
of corporality and corporealities. Does theatre have any king of advantage in this act
of kinestezic empathy in the face of these other arts?

Kinaesthesia, no matter whether it emerges in theatre, in visual arts or in daily
life, is a process through which, as Stanton Garner explains, an individual perceives
his own movements ,,as a result of the sensations generated by one’s muscles, joints,
tendons, and the vestibular and other systems involved in balance and orientation™’
In this context, kinestezic empathy is the experience though which and individual
perceives the movements of another person by observing the muscular tension,
body’s position, type of movement, the intensity and speed of the movement; and
internalizes that movement as if it was his/her own. It is an autonomous process,

studied especially by neuroscience since the 1980s. At the beginning of the 1990s,

5> GARNER, Stanton B. Jr. — Kinesthetic Spectatorship in the Theatre, London, Palgrave
McMillan, 2018, p. 2.
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vast neural networks have been discovered which create ,,inlying simulations” of
other people’s actions. Although some researchers deny the purpose of these neural
networks, the majority of the scientific community agrees that, when we observe
another human’s movements, the same regions activate in our brains as if we
ourselves would be enacting that movement. Thus, we experience within ourselves
the actions of those around, even if we are not doing them ourselves. It is a process
which takes place at different intensities, regardless of the way in which we perceive
the action performed by another man/woman, even if it is only narrated to us.

Studies on primate show that there are three types of mirror neurons:

,Strictly convergent mirror neurons discharge when a
monkey is performing a specific goal-directed action and
also when it observes another monkey or a human
performing the same action, while broadly convergent
mirror neurons discharge not only for the same action but
also for non-identical actions that accomplish the same
goal—in monkey experiments, for example, grasping
something with one’s hand or with one’s mouth or using
different grips.31 Another category of mirror neurons
termed canonical neurons respond when the monkey sees an
object associated with a specific action (grasping, for

instance) even if that action is not being carried out.”®

We can therefore infer that we are experiencing varied types of kinestezic
empathy in our daily lives. Almost in every second of our existence we are living a
mirroring, internal simulations of different actions, in one way of another. When we
see a painting or a sculpture which depicts a person that is moving, our strictly
convergent mirror neurons activate, and we experience that movement inside of us.
Sometimes, the purpose of the movement can be explicit, and we internalize the
movement even more efficiently, or the purpose can be implicit, in which case we
make subconscious assumptions about the objectives of the movement based on the
way the action is being carried out. We run in a certain way when fleeing from
something deadly, when we run in order to catch something or when we are jogging,
and our body is capable of deducting the purpose of an action, even if only in broad

6 Idem., p. 154.
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terms, depending on the degree of detail depicted in the visual art piece. The same is
true in the case of photography, amending that the degree of detail captured by
photography is greater. However, the painter, unlike the photographer, has the ability
to emphasize certain aspects of the body’s movement in order to highlight the purpose
or the way an action is being carried out, which cand lead to an increase in kinestezic
empathy.

Cinematography brings with itself a greater presence of the context of an
action in the art piece. The objective of each represented action will be much show in
greater detail than in the case of visual arts, where we have a static image. That is
why we believe that we have greater engagement of broadly convergent mirror
neurons in cinema. The limitation of cinematography in the face of kinestezic
empathy can be traced back to the very means that allows it to create context for
action: video montage. Through montage, we are only shown a little part of the actor’s
body or only a segment of the execution of an action. Often, we cannot see where the
action starts or ends, which limits kinestezic empathy and leads to a much more
cognitive view of the actor’s action. We understand what the actor does and this
makes us process the action through kinestezic empathy, but we do not mirror that
action within ourselves in an unmediated way.

Theatre, on the other hand, is based on the unmediated contact between actor
and spectator. Jeezy Grotowski observes that distance is factor that influences the
degree of emotional engagement of the audience with regard to the performance and
its content’. Grotowski states that the distance up to which the audience will
internalize the actions of the actors on stage is of just nine meters. We believe,
following his research, that differences in the degree to which an audience member
empathizes with an actor are partly owed to perception. When we go beyond the 9-
meter line that Grotowski mentions, we begin to gradually lose a series of kinestezic
and haptic stimuli. We cannot perceive the exact rthythm and depth of the actor’s
breathing, then it is difficult for us to make (subconscious) assumptions with regard
to the way his/her heart beats and to the amount of energy he/she is investing in that
specific action. Moreover, it becomes difficult for us to see how and actor breathes,
because the exact type of breath that one uses offers plenty of information about our
emotions, our personal history and our relationship with the environment of with

7 GROTOWSKI, Jerzy — ,, Teatru si Ritual”, trans. Vasile Moga, pref. George Banu,
Bucharest, Editura Nemira, 2014, passin.
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another character. These things, of course, are discussed in detail in the majority of
the treaties about acting, from Artaud® and Stanislavski’, up Grotowski'® or
Perdekamp!!.

The greater the distance from the stage, the lower the acuity of visual
perception and, implicitly, of haptic perception. Nevertheless, we can infer details
about muscular tension from the rhythm and tempo of the action, but we no longer
talk about a kinestezic stimuli that directly engages the spectator. We cannot observe
the glimmer of swat on the skin. We have no clues with regard to the actor’s skin
temperature and exact colour. All these micro-stimuli are normally recognized by the
audience member’s nervous system and integrated in the inlying simulations created
by the mirror neuron network. All these stimuli contribute to creating a correct image
of the way the actor in engaged in his/her activities on stage.

We can, thus, observe what a big difference in empathy levels is brought on
solely by comparing the perception of a spectator sitting in the first ten rows
compared to the perception of a spectator sitting on a balcony seat. The differences
become even greater when we discuss different arts, such as theatre and film or visual
arts. The spectator’s experience in relation to the subject’s action which is portrayed
on stage is always mediated in non-performance art. They are always guided by the
interpretation of aesthetics chosen by the artist, but also by the material chosen for
the work of art.

In movies we cannot perceive many of these stimuli, because they are either
cut out because of the montage, either dimmed out by digital editing techniques.
Movie montage rarely allows us to see the whole of the actor, to see the tonus of the
skin and the tension behind the gesture. Painting largely depends on the degree of
detail the painter chooses to represent, as does sculpture. Moreover, they are
disadvantaged by the fact that they can only offer the illusion of movement, they
cannot truly recreate it. All these different aspects convince us that theatre and

8 ARTAUD, Antonin, Teatrul si dublul siu, trans. Voichita Sasu and Diana Tihu-Suciu,
post. lon Vartic, ed. Marian Papahagi, Cluj-Napoca, Editura Echinox, 1997, passin.

® STANISLAVSKI, Konstantin Sergheevici, Munca actorului cu sine insusi, vol. 1,2, trans.
Raluca Radulescu, Bucharest, Editura Nemira, 2013, passin.

10 See GROTOWSKI, op. cit., but also KUNIMEGA, Jennifer - The Theatre of Grotowski,
London, Metuhen, 1985

1 https://pem-acting.cony/ - visited the 29 of October 2021.
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performing arts are the best means through which we can generate kinestezic empathy
between the actor and the work of art.

The other factor directly influencing the degree of empathy between the
spectator and the actor is the familiarity the spectator has with the stage action, just
as Lindsay Cummings shows:

., Studies also suggest that mirror neurons may discriminate
in favour of familiar experience. Foster cites a study of
dancers watching other dancers perform ballet and
capoeira. The results showed that «those trained in the form
they were watching had a significantly greater neural
activity,» leading her to argue that empathy (as defined by
mirror neural imaging) is «a pan-human, but highly
individualized phenomenon, produced through the
individually and culturally specific acts of each

perceiver.»?

However, the familiarity between the audience and the staged activities is
problematic in theatre. Theatre, especially in the post-modern era we live in,
habituates us with the theatrical sign, with the non-quotidian sign. The un-familiar
gesture or the action that seems inappropriate for a certain situation generates interest
and attention towards that action. Therefore, the unfamiliar gesture actually greatens
kinestezic empathy within the show.

Here we have another difference in relation to movies where, especially in
mainstream movies, not necessarily in art movies, we see either realistic actions or
super-human actions in a realistic context. The difference between theatre and visual
arts arises at the level of the convention, because in theatre we have a much more
direct and less coded convention than in visual arts. Theatre always expresses actions
using the actors who have tasks on stage, so strictly using the human element. Theatre
is limited by the concrete possibilities that arise on stage. Through the greater freedom
of expression and the higher degree of encodement, visual arts often force us to break
away from a familiar gesture and adopt a purely cognitive attitude towards action.

12 CUMMINGS, Lindsay — ,, Empathy as Dialogue in Theatre and Performance”, London,
Palgrave McMillan, 2016, p. 23
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Theatre forces us to remember that the action is carried out by living people, with real
bodies, so people with which we can and must emphasize.

Stanton Garner talks about the way in which theatre creates a common
intentionality between actors and audience members:

. Each recognizes the other’s sensorimotor intention by
incorporating it into his or her own movements, co-
inhabiting the movements they generate together. In such
instances, the unitary notion of intentionality—where
intentional activity is a function of the autonomous
subject—can be replaced by the more expansive term
interintentionality, the shared recognition and enactment of
actions. This mutual inherence of your actions in mine when
we encounter each other, and vice versa, is felt even when
— or especially when — neither of us knows what the other
will do. 3

This is one of the characteristics of theatre seen as a common experience
lived by the actor and spectator. Especially in social or political theatre, we encounter
a truthful connection between the artistic team and the audience. The artists present
an idea, a thesis through the performance, using narrative means, a series of actions
and stage tasks. The spectators do not know what they are going to see, even when
they know plenty of information with regard to the play. The spectator comes to the
show to witness what is going to be shown to him. The actor, on the other hand, lets
himself be exposed to the audience. He shows himself in order to be judged and
understood by those who witness his actions. He does not know how the audience
will react, if they will be bored or shocked.

The big difference and other means of artistic expression in which we get
into contact with other people’s corporality is the fact that in theatre we have living
human beings on both sides of the communication. We speak here of the mutual
relations between the bodies of those present in the theatrical communication, which
is a similar characteristic of theatre to real-life relations. We can see that, just as

13 GARNER, Stanton, op. Cit., p. 125.
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Lindsay Cummings supports, empathy (not only kinestezic empathy) generated in
theatre in dialogic:

., To be effective in understanding others, empathy should be
equally dynamic. 1 am calling this type of responsive
engagement “dialogic empathy.” Dialogic empathy does
not “arrive” at understanding, but rather consists of a
constant and open-ended engagement, responding and
reacting to the other as actors respond to fellow actors and
audience, audience members respond to actors, and stage
managers and other crew respond to subtle (and sometimes
not-so-subtle) shifts in pace and performance both on stage
and in the house. Few models of empathy, particularly those
that have influenced our discourse in the theatre, account
for this kind of dynamism.”**

Thus, the way we empathize in theatre is not one-way. It is, in fact, an open
connection, in which all participants who create the performance live together an
experience. From this perspective, the theatre performance is no longer a semiotic
speech presented to spectators who understand its contents and assimilate or reject
them. The theatre performance becomes a shared experience, to which spectators,
actors, directors and technical staff contribute.

Theatre practitioners from around the world are aware of how much a show
changes from evening to evening, from stage to stage. They know that the true test of
the show is the premiere night, because it is not relevant how a show functions
independently from the audience, just from the standpoint of the relations between
actors on stage with other actors, with the music, the lighting, with the set, costumes
and props. What is relevant is how this whole construct works within the unmediated
connection with the spectator. This empirical conclusion lived by every theatre
practitioner is rooted in a complex process specific to theatre and performing arts,
which is dialogic empathy. Through this, theatre becomes more than a means of
communicating a specific content. Theatre becomes a communicational act in the
non-intellectual way, in the purely human way.

14 CUMMINGS, Lindsay, op. Cit., p. 6.
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Psychology and neuroscience alike teach us that everything we are and
everything we have ever learned is exclusively based on our interactions with the
world around. We learn to walk only by holding on to objects around us. We learn
about social norms, about attachment, about the most basic of human values through
simple interactions with those around, when we receive negative or positive
feedbacks from those whom we trust or those who have authority. We hold the power
to change these behaviour constructs, as is stated by cognitive-behaviourist theory,
but also by other psychological theories, such as trauma theory and attachment theory.
Despite this, our interaction with the world and the direct consequences that follow
these interactions are what create our sense of identity and our mental construct of
the world around.

Here lies the beauty of kinestezic empathy and dialogic empathy. If we are
»changed” when we interact with the world around because of the neural processes
that we experience, it means that we will undergo the same change when the same
neural pathways are activate by mirror neurons. The way in which we relate to us and
the world around is modified by the fact that we simulate inside of our minds the
actions that we see unfolding before our eyes. We go through a process of learning
when we are spectators at the theatre, because we are living experiences that are not
familiar to us:

., The other can «leady the empathizer to places to which he
or she may not have access, thus proposing limits to our
empathetic capacities. Stein views these limits not as a
failure of empathy, but rather as an opportunity for the
empathizer to recognize the need for an expanded
worldview. She also views empathy as more than a means
of gathering information and knowledge about others. This
information, she argues, may give us cause to reflect on our
own behaviour, knowledge (or lack thereof), and
orientation to the world. She calls the process of perceiving

ourselves through others «reiterative empathyy.”*

This fact is profoundly relevant to the discussion about corporality in the
pandemic and post-pandemic era. We have a distorted relationship, almost traumatic,

1S CUMMINGS, Lindsay, op. cit., p. 13
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both with our body, and with the bodies of those around, as we have pointed out in
the first half of this article. We go to the theatre and we see actors interacting with
other actors, ignoring social distancing, acting directly on the other actor’s body and
leaving the other bodies change his/her own. This forces us internalize this
interaction, a kind of relation that we were once used to. Kinestezic empathy forces
us to relive this kind of interaction and re-habituate ourselves to it. Experiencing a
theatrical act is synonymous with re-educating ourselves with regard to our own
bodies.

It is not relevant for this discussion that the actions we see on stage are, in
fact, only simulations of actions. If we go back to the three types of mirror neurons,
we will see that pretend actions ca generate empathy through broadly-convergent and
canonical neurons. What is relevant is for us to understand the purpose of each action
performed on stage, not for that action to be enacted truthfully. Theatre becomes,
therefore, a type of game in our re-education, a means of learning how to react to
given situation without exposing ourselves to the real risks associated with the given
situation. It is a type of learning that is characteristic for all mammals, thus it is highly
effective. Theatre has this educational role which closely follows our natural way of
learning about the world. Maybe this is exactly why theatre and staging or storytelling
are found in almost all cultures and maybe that is why theatre survives in this world
where it seems it no longer fits. According to Garner Stanton, neuroscience confirms
these empirical conclusions of theatre practitioners:

,,As neuroscientist Vittorio Gallese observes, for myriad
reasons we feel the need to protect ourselves from our motor
and emotional identifications with others; the action we
observe could actually hurt us or the internalization of
certain actions might put our own identity boundaries at
risk. One of the reasons that theatre offers such powerful
mimetic experiences, Gallese speculates, is that it offers a
safe environment where our inhibitory mechanisms are not
automatically called into play. «[W]e are free to let our
simulations go», he writes, «without having to bother to be
prepared to counteract what is happening on stage». '

16 GARNER, Stanton, op. Cit., p. 155.
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There is a fundamental difference between the way in which we relate to
dialogic empathy in our daily lives and in theatre. We go to watch a theatre
performance with the intent of receiving. In life, we interact with others but we have
different aims in the same time. Interacting with others is centred on achieving our
basic needs. In theatre, interacting with the other is centred on communicating, which
automatically makes us more receptive. In theatre we are witnesses, people who by
definition have no personal stake in the situation. Therefore, we have a better chance
to allow ourselves to emphasize, to allow ourselves to be changed, because we have
fewer reasons to resist this change. Possibly, this is what cultural management and
the whole of the creative industries sector must rely on to become more and more
relevant in the lives of people today. Maybe this way we cand stand tall in the face of
this pandemic that has threatened our whole industry.

Leaving aside for a moment the fact that theatre allows us to explore our
relationship with our body and the bodies of others, there are a few other key aspects
with which theatre can help in the context of the COVID-19 pandemic. We were
writing at the beginning of this article about face-asks and the fact that they remain a
symbol of socio-cultural isolation of the subject. We feel free behind the mask, free
to have facial expressions that we would have never allowed ourselves to have if it
were not for the mask out of politeness. We feel free to not be constantly observed by
those around. In the same time, we perceive other further away emotionally from
ourselves and we perceive the interactions with them as much more unnatural. As
study from August 2021, which tested the ability of people to recognise other people’s
facial expression whilst waring or not wearing face-masks, described the following:

,, Perceivers were able to recognize happiness and sadness
in dynamic emotion expressions independent of (surgical)
face masks. However, perceived emotion intensity and
interpersonal closeness were reduced for masked faces.
Facial mimicry, the perceiver’s imitation of the expresser’s
emotional display, was reduced or absent in response to
happy but preserved for sad mask-covered expressions.”*’

7 KASTENDIECK, T, ZILLMER, S, HESS, U. — ,, (Un)mask yourself! Effects of face
masks on facial mimicry and emotion perception during the COVID-19 pandemic.”, Cogn
Emot,
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On stage, we see actors without masks. (We cried about not using masks in
theatre anymore before the pandemic.) We see them smile, frown of show the
strangest of facial expressions and we their stage partners answering with their own
expressions, only to have the cycle start again from the beginning. This emotional
exchange and this expression of emotion, which for us was not so long ago just a
means of understanding what we see on stage, becomes today almost pedagogical. It
is a much more powerful element, with far greater impact than seeing people have
emotional reaction in daily life because of two reasons.

The first is that on stage emotions tend to be more powerful than in the
majority of daily situations. Theatre does not generally deal with the commonplace,
but with the exceptional. Theatre shows us emotional struggle, not surface emotions,
the greatest heights of sorrow and joy, not with minute traces of happiness or sadness.
The second reason is that the actor not only tries to live certain emotions (or to
simulate them), but has the explicit intention of showing them. Expressions of
emotion on stage are way more powerful and visible than in daily life, and this thing
is fundamental when we are completely desensitized from the point of view of
emotional perception, when we are more cut out from our own emotions and from
those of our fellow humans than before.

Last but not least, we would like to discuss about proxemics. Given the social
distancing norms imposed in most countries around the world, Rome Garmigna states
that ,,the COVID-19 pandemic has radically altered the way in which humankind
relates to space.”'® Edward T. Hall"® theorizes that each human reacts to the 