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STUDIA UNIVERSITATIS BABES-BOLYAI, DRAMATICA, LI, 2, 2007

TAVOLSAGBOL EGYSEG
— ERTEKEZES A MODSZERROL —

VISKY ANDRAS

ABSTRACT. This study entitled ,Unity out of Distance. A Syuth Method” approches the
notion of the theatrical theory, analizing the posiof the dramatic theoretician. In his 1954
lecture on the 175th anniversary of the MannheintioNal Theater, Hans-Georg Gadamer
connects, as he puts it, the “essence of theaitk"the “essence of celebration” viewing them
both in the mirror of the other. The essence ddttleq(of the theatre which the European middle
classes created from the heritage of Greek theatletransformed into a distinct and often
unique celebration) is “the play produced in otddoe viewed, and the agreement which serves
as its basis, namely that the spectator goes tthegglay, creating unity out of distance.” To
participate to a performance means to be first vehodislocated and then transformed. In the
subsection “The Temporality of Aesthetic Phenomén@adamer describes in Truth and
Method the theoretic attitude with the terms ofifigethere” and “participation”: “He who has
been there at something knows entirely how it digthas been.” The syntagm “knows entirely”
in fact questions conceptual apprehension, thoughimthe spirit of an extreme theoretic
skepticism, but in order to keep the problem iniomotThe performance suspends and makes us
“forget” our knowledge or preconceptions that hatdback from participation, and transforms
“contemplation” into “a true manner of participatio “...the ability of the theoretic attitude
means even to us as well that with regard to sanggtire are able to forget our aims... Theory is
true participation, it is not action but sufferar{pathos); in fact, it means that the spectacle
captivates, takes hold of us. The religious baakgpiaof the Greek concept of mind was recently
explained by this.” Consequently, who is the [drécht¢heoretician? The word leads us back to
the Greek theoros who is a “participant in theifaktdelegation. The partakers in the festival
delegation do not have any qualification or rolaraffom being present at the event. The theoros
is in the true sense of the word a viewer whoesdtat the ceremonial act and from this comes
his sacredly legal distinction, for example, higafability.”

A mannheimi Nemzeti Szinhaz fennallasanak szazmétideik évforduldja
alkalmabdl, 1954-ben tartott deldasaban Hans-Georg Gadamer a szinhazi,
miképpen mondja, ,lényeget’” az Unnep, ismét, ,l&del” kapcsolja 6ssze,
egymas tukrében szemlélve mindkettA szinhazi lényeg — azé a szinhazé,
amelyet a gorégok szinhazi orokségékiindulva alakitott a vallasitol kulon allé
Unnepé, olykor kifejezetten 6nmaga Unneplésévaiagai polgarsag —, a szinhaz
Iényege ,a megtekintés céljara létrehozott jatélz alapjaul szolgalé egyezség —
vagyis az, hogy a ndzmegnézi a jatékot — a tavolsagbdl hoz létre e@tséd
tavolsagbdl létrehozott egység megteremtésénekagiaenonja az elmozdulas, a
kimozditas, a kdzeledés arra a helyre, ahol éi+jatsz06i részvétel megvaldsithato,
véghez vihel. A szinhazi jatéknak azdedast néz — jatszd szaméra kozosseé valo,
a jaték folyaman kdzosnek felismert és elfogadeélien hasonloé a karaktere az
Unnephez, amelynek ,megvan a maga sajatiteigége”, és ezt részint a ,visszétér
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jellegével”, részint meg a résztvidv kozos egydttlétbe valé ,atemelésével”
realizalja. A kultikus tUnnep lényegét, érvel Gadamem ,magikus varazslata
fell érthetjik meg”, hiszen ,az lnnepek eredersdma is eleven Iényege az
alkotas, a felemelkedés egy atvaltozott |étezéSbe.”

A szinész és a nézszerepe az éhdasban nem vizsgalhatdo egymastol
elvalasztott, elkilonitett modon. A szinész szansarmialtsdganal, nézhelyénél,
onmaga ,kimozditottsaganal” fogva a tiéaz ebadas ,jatszéja”, amennyiben a
néz alkotja meg, viszi véghez, ,cselekszi meg” a sztngzamara az Gdasnak
tekintett jatékot. A néz szamara szitualtsaganal, 6édmlyénél, 6nmaga
.Kimozditottsadganal” fogva a szinész azbaelas reprezentativ létrehozdja,
.megcselekdje”. Ebben a viszonyrendszerben a jelert Igvivatdsos” néének —

a teoretikusnak vagy kritikusnak — nincs kitlinteszerepe a reprezentacio veghez
vitelében. Szerepe csak a ,véghez vitt" jaték udifferencialédik, ahogyan a
nézké altalaban, a nem Kkilonkbzott-Iét 6nalld cselekvéssé valik, amely
nyilvdnos médon, a szinhazi reprezentacié intézmedmszerén belll sajatosan
artikulalodik. Unnepi éladasaban Gadamer osszekapcsolja az unnep résztvev
.megunneplését’ az tnnep tudhato, ismeftegalmaval, azt allitva, hogy a kétt

— a fogalmi, illetve cseleksvéghezviv megismerési forma — egymasbol
taplalkozik, egymast feltételezi, egymastol elsttadtbtlan modon: ,Aki jaratos
egy bizonyos vallasi tiszteletadas rendszeresesratiéd gyakorlasaban, vagyis
abban, amit kultusznak nevezink, az az Unnep fagalms tisztaban van.” A
keresztény kultusz esetében a misealdozatban igiedj a kijelentés értelmét: a
.Szent” meghagyasra hivatkozo, egy alapité aldde#tiet engedelmesen és odaado
maédon elismétél szertartast az atvaltozas, a ,valami U;j", ,mértietgil nagyobb”,

de a résztvelk kozé j6\ teofanikus megjelenése tartja életben. Az atvattoz
vagy megvaltozas, a trans-substantia, tehat aas#sba vetett anyagon tadli
létrejotte nem marad meg sajat anyagaban, vagyvattazast celebralé személy
privilégiumaként. A ,mérhetetlenlll nagyobb” atté@ritér hierarchikus viszonyait,
€s az atvaltozas raharul minden egyes jelénéévA formabdl létrejott transz-
forma valamennyi résztvévkozos tapasztalatava valik, és éppen az atvaltozas
aktusa teszi lehé&té az intézményrendszerben felhalmozott, idegefforealhatd

és eltlintethét anyagként |étéz hierarchidk — szinész—rgzszinész—szinész;
szerd—elbadod; drama—éhdas; hivatasos ngézmezei néd; szinész-rendézstb. —
Lpillanatnyi” eltiintetését. Az esemény ,pillanatsgga” nem a tartamra, hanem a
megtortére, végbemefre utal, arra az eseményre, amikor jatszok ésHknéz
Onmagukat nem elvesztve belépnek agadhs kozvetlenségébe. Az esemény
repetitiv médon ,utdnozza” az alapit6 tettet, deigazi utdnzas mindig atalakitast
jelent”. Az alapit6 tettet nem all modunkbarbbeén vagy térben a vellink éppen
létrejov6 eloadast megék6, mashol led ,els6” eseménynek tekinteni (ez a
kultikus reprezentacié sajatja), hanem a legaltdahb értelemben atimikotas

! Hans-G. Gadamer: ,A szinhaz mint iinnep”$zinha995/11. 41. o.
4
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veliink valo, élink sohasem flggetlen vagy kulon all6 léte felisgtsének és
elismerésének. Az ,gazi utanzasrol” Gadamer iggzéke ,Az utanzas atalakitott
létezés, amely természetesen még visszautal amilagl dtalakult, de egyszersmind
mégis Uj, mert olyan felfokozott lelésegeket jelenit meg, amelyeket addig soha sem
fedeztiink fel? A néz ebben az értelemben szemészemlébds néd, aki a
reprezentacio jatékaban egyszerre ismer 6nmagaa @smagan kivilire mint hozza
tartozéra. Gadamdgazsag és modszefmi miive Az esztétikum ddbeliségecimet
viselh alfejezetében a teoretikus magatartast a naldefggimaval, illeleg a
részvétellel irja le. ,Aki ott volt valaminél, az gészében tudja, hogy
tulajdonképpen hogy volt”Az ,egészében tudni” szészerkezet éppen a fogalmi
megragadast problematizalja, hozzatéve, hogy nem \a&fgletes teoretikus
szkepszis, hanem a problematika mozgasban taré@gebien. A végbe mén
szinhazi dladas felfliggeszti, ,feledteti” a részvételt megakpoizé tudast vagy
elozetes célkiizéseket, a ,szemlélést” a ,részvétel egyik val6ddbdjava”
valtoztatva: ,a teoretikus viselkedés képessége andty szamunkra is azt jelenti,
hogy egy dologgal szemben el tudjuk felejteni sagifainkat. (...) A thedria a
valédi részvétel, nem cselekvés, hanem elszen\pdéwos], tudniillik azt jelenti,
hogy a latvany magéval ragad, megfog benninket. ukibbi idbben ezzel
magyaraztak a gorég észfogalom vallasi hatterét.”

Ki tehat a [szinhazi] teoretikus?

A sz6 a goOrdg thebroszhoz vezet vissza, ez pedig més, mint ,az
Unnepi kildottség résztvéje. Az Unnepi kuldottség résztu@mek nincs mas
mingésitése és funkcidja azon kivil, hogy jelen vanndbklagnal. A thedrosz a sz6
valodi értelmében vett néz aki ott van az Unnepi aktusnal, és @bkred
szakraljogi megkulonboztetése, példaul sérthetsdign.”

Exkurzus 1.

A teoretikus tekintet

A thedre6 (szemlél, megszemlél, tapasztal, megtsgipsge két szobol
tevodik 0ssze:

+ themoai: elhelyezi szemét, tekintetét egy targyorereven néz,

bamul, megbamul valamit;

* (h)orad: lat, észrevesz a szemével, és vilagosagkiitimbozteti a

dolgokat; nem csak néz [optomai], hanem I4t is.

2 Gadamer: i.m. 43. o.

% Hans-G. Gadamerigazsag és mddszeGondolat, Budapest, 1984. 1al02. o. Ha kilon nem
jelezzik, idézeteink eldba fejezetlsl valok.

4 Képletes értelme is lehet. Két példa; a) HamleGégrud ketise a Ill/4-ben, amelyet szimmetrikusan
megketz a ,szellemé vald” Polonius és Hamlet atyjanallespe, két kiilonbdz latast ir le: a Hamlet
atyjanak szellemét latd hercegét és a csal Wéznem latd Gertrudét. Minthogy Gertrud ,nem, lateg
sem hallhatja a Szellem hangjat, nem értheti szandlyet, a szinhazi konvenciot véve alapul, Hgehle
egyltt a nézis meghall és megért. A szinhazi sédés értelmében a riéa ,résztved” és ,elszenved’
tekintet megajandékozottja. ,HAMLET Tapot se innerig tikrombe nem nézsz, / Mely megmutatja

5



VISKY ANDRAS

A teoretikus nézés hagyomanyos gordg értelembertsaleké nézést”
gyakorlo jelenlet személyre all, a résztwgvsit elszenved tekintet tulajdonosara.
Antik, kég antik szdvegosszeflggésekben a kozvetlen érzelelés leirdsara is
hasznaljak, & azt is jelentheti, hogy valaki ,atél valamit” (g&ul Janos apostolnal).

Ha a kozépkori ,ures sir” szinhazi toposzat vesyzigket a helyet,
térformat, ahonnan az eurépai hivatasos szinja@aasga Ujraindulasat, tehat a
tragikus tekintet Gjra val6 megnyerését eredezéstiamely ké&bb a templomtér
legbel$bb (legszentebb) helyévé Valt; ha az ,Ures sinhé&iio kés antik szovegeket
vesszik, az evangéliumi leirasokban a leghangsilhyogelenetekben a theoéred
igét fogjuk megtalalni:

« ,hogy megnézzék a sift’a szévegosszefiiggésben a ,keresés” is
benne van, egészen pontosan a ,megfeszitett keteaksmar nincsen
ott, megfeszitettként nem talalhaté meg, hanemit@nfadottként. Az
atvaltozas, megvaltozas aktusa formalja, valt@ztitia kerdéstekintetet
résztvev, ,teoretikus” latassda, olyanna, amely ,,egészébejat hogy
tulajdonképpen hogy volt”

« odatekintvén, latak, hogy askel van hengeritv&” a széveghely az
epifanikus beavatkozas karakterét hangsulyozzgetmisznalattal, de
mivel epifanikus, az odairanyulé tekintet elevezesgve, atvaltoz(tat)o
résztvevjévé valik;

« és lehajolvan, lata, hogy a legdd.”; ,lata két angyalt a leirasban
Iépésél Iépésre megtalaljuk a megvilagositd, a végbemisizautasitott
botranyos eseményt az 6itbnbe, a mindig tortéibe, tehat
Unnepformaként megismételtieeé athelyed tekintet niikodését. A
megértés ajandékaban részéstanitvany véghezviszi a cselekveést,
megcselekszi az irast (behajdlt bemegy az Ures sirba, szamba veszi,
,atéli” az alapitd eseményt), majd: ,Jat és hisia¥d. Ezt a pillanatot a
JfUtds” eldzi meg, a két tanitvany egymassal versenyezve oaaiuhoz:

szived bensejét. KIRALYNE Mit akarsz velem? Csaknrakarsz megolni? [..] KIRALYNE Kinek
beszéled ezt? HAMLET Nem latsz te semmit? KIRALYSEmmit; pedig joI mindent, ami ott van.
HAMLET Nem is hallottal semmi? KIRALYNE Semmit érKétisnk szavan kivill. HAMLET No, nézz
oda! / Nézd...” (Arany Janos forditdsa) A jeleneti@ertrud elharita a megkulonboétdhtast, ,mely
megmutatja szived bensejét’, fél, hogy halalat pkaz felismerés (,csak nem akarsz megdini?”, evvel
pedig attételesen Polonius halalat okozza, lelepfehallgatézasat. b) Hangsulyos a latas koréitétep
konfliktus Lear és Kent kdzétt az 1/1-ben, amelyszgrsmind aHamlehez hasonléan nemzedéki
konfliktus, nyelvi kizokkentség forméjat is OItLEAR El szemeim él! KENT L&ss jobban, Lear; engedd,
hogy én legyek / Szemed vilaga.” (Vérosmarty Mitfalgitasa)

® Lasd erl az itt kdvetke# masodik exkurzusunkat.

6 Mt 28,1

” Gadamer: i.m. 101. o.
8 Mk 16,4

Jn 20, [5] 6, 12, 14
03n 20,8
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legy6zik a tavolsagot, és az alapité eseménnyel taljgsegbe kerlilnek,
Lheorossza” valnak, a sz6 legvalddibb értelmélive.

A theodria a néiként valé jelenlét leirasara is hasznélatos (linnepi
jatékokon; vo.: theatron); passivumban: latnividésanyossag, tnnepi jaték:

« ,a sokasag, amely erre a latvanyrailgydssze®: a széveghely a
golgotai misztériumjatékot irja le mint a tragiks®ginhaz értelmében
vett kikerllhetetlen, minden n&=e-résztvere raharuld, nyomot
hagy6 eseményt.

A theatron ebben a k&santik szévegkornyezetben pejorativ értielm
Ennek magyarazatat nem pusztan Tertullianus eggéamd is j6I nyomon
kdvethed, a rigurozus etika talajan kimunkalt szinhazellsggben talaljuk, hanem a
szerepbk valdésdgos ,halélra szantsaganak” az elutasitas#bkés antik szinhaz
elvesziti tragikus latdsat, minélfogva alagvetbukat szeg meg, a szekepl
személyek az 8adas kellékeivé valnak. Egy példa a sok kozul:

e ,az Isten minket, az apostolokat, utolsokul altitahintegy halalra
szantakul: mert latvanyossaga lettiink a vilagnaj;, @ngyaloknak,
mint embereknek® az apostolok szinészekké lesznek a megvaltas
kozmikus szinhazaban, angyalok és emberekéseéege éitt;
szinészek, de ,halalra szant” modon, akik adkéd jatsszak végig
szereplket, de csak az alapit6 halal, helyeaiteditozat tudatosan
vallalt valésagos elismétlésével, ,betdltéséveljetdthetik ki az ,0j
kultuszt”. Ennek nyilvanvalé parhuzama Dionliszosz Rentheusz
.-agonja”. Pentheusznak meg kell halnia, széttépikaftkhanstk,
ugyanugy, ahogy Dioniiszoszt széttépték. Am mig Zeelsnem
ismert fia feltamad, Pentheusznak meg kell hakhiaem csak nége,
elszenvedje is az eseménynek. Az ,utolsok”, a ,halalra saéhta
nézk latasanak megvaltozasaért kell valésagos hadéiuk.

Exkurzus 2.

Az odaadéas mint katarzis vagy Artaud misézik, Blarministrat*

A Kkatarzisrél kezdeményezett beszélgetés-sorozah &lvonadsanak
leggyakrabban éfordulé szava a naiv és szdrmazékai. Mi sziksédedaatikus
hatashoz, hangzik a kérdés, egy biztos, igy a xzalaaivitds. A naivitds a
beleélésre valo hajlanddsag feltétele is, a fogasitdégé, elementaritas és naivitas

1)1k 23,48

121 Kor 4,9
Ujszévetségi szomutatd szoténgos Kiadd, Budapest, 1998.; Bauer, WaltkrGreek-English
Lexicon of the NewTestament and Other Early Christig@rature. The University of Chicago
Press, Chicago and London, 1979.; Varga Zsigmoridr.J,Ujszévetségi gorégmagyar szotar.
Kalvin Janos Kiad6, Budapest, 1996.

14 Az imi és (nem) rendezrm. kényviinksl (Koinénia, Kolozsvar, 2002. 15967. 0.) atvett irasunk
hozzaszélas Hajonapldaltal kezdeményezett katarzis-vitahoz. (A hivatismkat lasd ott.)
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parban éallnak egyméssal, a szinhadsiaddsnak olymodon kell hatnia, hogy a
nézdtéren maganyosan leskdb néd visszanyerje sziizességét, majd pedig, még
ugyanazon éhdas alatt, el is veszitse és megtermékenyiljckorAbbi szazadok
meglew naivitasa, olvassuk, biztonsagosaiikétésbe hozta a katarzist, egyézég

€s naivitas, ez a kulturalis-pszichikus talaj, a 2#zad embere leszakitand@lear
sokezeréves folyamatrél, mert, de ez mar masutt aaita masodik felvonasaban,
bolcsebbek latszunk lenniéeleinknél. A Bauhaus, egy példa, ellentétben a @ddil
rokokéval, manierizmussal, elfajzott, a panelt kidatjuk a szemétre, a tdbbinek helye
van ismereteink tarhazaban, vagy, szerényebbdaongaban. A gotika, a rokoké vagy
a manierizmus, gondolhatjuk, nyilvan pacifista egesek nyoman sziletett
konkordatumok alapjan adtédk at a helylket valamsnalh, igy, még egy példa,
bérhazaink klasszikus homlokzatok mogott korberaicid korfolyoséi sem nem
elfajzasok, sem nemdéameények, & a Bauhaus semd&ménye 6nnon elfajzasanak,
noha ez az elsllyen eset a iivészettorténetben, legyen békesség kdztiink mindenko
Vannak ugyan szelid kisérletek arra, hogy a bestaSign elhatalmasodé naivitas, a
fogalomrol beszéliink, elé gat vettessék, mindhigéaiil” az apokaliptikus beszédmaod
Uli diadalat, amikor a gérogok des; szépségre és élvezetre épllt tébbszintes vilagat
rémaiak vildguralmat és élveteg epigonizmusat eligndd hintudatra épid,
onkinzo, és -sanyargaté, foldi boldogsag-ellenekulijura valtotta fol, jottek és
bevezették a kereszténységet, olvassuk.

Igen, a bdlcsesség, kezdjik ezzel, valéban. ,Neduogrt: mi az oka,
hogy a régi napok jobbak voltak ezeknél? — mert bétosessédl szarmazik az
ilyen kérdés.” Ezt is, meglelisten homalyos sejtéseink szerint, az i. e. 3.
szazadban irtak le, de bodlcs Salamonnak tulajdomitihagyoméany, aki pedig
Krisztus ebtt kbzel ezer évvel uralkodott.

Lehetséges-e még egyaltalan a katarzis, teszi fedz@noki kérdést
Aiszkhiilosz, amikor hiriil veszi, hogy a siker maahamn elpimaszult Szophoklész a
szinészek szamat katil haromra, a karét pedig tizenketil tizendtre emeltette?
Aiszkhilosz eitt is vannak kérdések nyilvan, és ezek is a szadhkészamanak
novelésével hozhatok 6sszefiiggésbe, na és pesgaral. Hol van méar az a j6 adag
naivitds, amely Aiszkhilosz szinhazanak katarzisakellett, morog visszafelé
Szophoklész, szinészeket valogatva. Euripidésailey mgyenesen legyinthetiink, a
metrumok lazasdga, a nagyvonallan kezelt forma etiépzelhetetlenné teszi a
tokéletesség mintapéldajaként szamon tartott Améidgmtasat, Antigoné csak egy van,
hol jarunk mar az Eden faitdl, lehetséges-e mégledgn a szinhaz?

Nem, nem, ne is legyen, mondja Platén. Alantaseketlik Cicero a
pantomimntivészekél, jéllehet mi, szoénokok, az altaluk hasznalt hagon
eszkozokkel élink, csakhogy egészen mas célok selééédekében. Atticust
viszont arra kéri egyik levelében, meséljen neknimusok szinhazban mondott
mulatsagos tréfairdl. Es akkor ne keriiljik meg se&eténység ligyét sem, hiszen
Tertullianus irja a legfulmindnsabb szinhazrombstéveget, dDe spectaculist
benne a hires mondattal: ,ami latvanyossagul sgagadmi sem talalhat tetszésre
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Isten ebtt”, érvei mindazonaltal nem sokban kilonbdznekadéibl, aki szerint

a mimetikai technai voltaképpen balvanyozas, émvdlba szigorlan bevezeti a
platonizmust, ,Szent Szokratész, konyorogj érettlinketi a keresztet Erasmus,
Ugy tizennyolc szazaddal Platon utan. Tertulliaaksegyébirant Lukacs Gyorgy is
gyanutlanul (de job, ha az mondjuliként az ifjukori A tragédia metafizikaja
ismeretében: ideoldgikus hevilettel, majdhogynerfadad) bedl, amikor Az
esztétikum sajatossagamasodik kotetében ,a katarzis elvetésének” Gsiim A
latvanyossagokrolszolé irat cirkuszi jatékokat leird XVI. fejezetéA kozos
téboly egy hangon morajlik fél... stb., stb.” IttAmmintha bevezették volna a
kereszténységet, de Tertullianus szinhazi irat@ézadlvasasakor azt a kérilményt
mégsem hagyhatjuk figyelmen kivil, hog¥a spectaculia keresztényllddzések
Lviragkoraban” sziletett, érveit tehat sokkal inkabiloz6fiaiaknak kellene
tekinteni, mivel szekge a keresztény hitet is filozéfidnak tekinti.

Ugyan hol van ekkor mér az éeleihez mérten joval szkeptikusabb,
irbniatél sem mentes Euripidész szinhaza is akar?

Nagyjabdl azért megtudhatjuk, ha a szinhazi ikcemkius stafétabotjat
majdhogynem kozvetlentll atw@vAugustinus leirasaiba pillantunk bele. A
ConfessionesHarmadik konyvének a hangutését Elragadtak a szinjatékok
(spectacula theatrica), melyek tele voltak nyomagasn képeivel... Hogy van az,
hogy az ember bankddni akar, amikor olyan gyassasajikus eseményeket néz
végig, miket elszenvedni mégsem volna hajlandéMert minél kevésbé
gyogyulunk ki magunk az ilyen szenvedés#kli — a Hatodik kdnyv igazéan
rendesen megirt Alypius-tbrténete egésziti ki, 2d&zbeble, katarzis Ugyben, a
végkifejletet. Aki jart mar a Colosseumban, kénnyelki szemei elé idézheti a
torténteket: ,Mikor megpillantotta a vért, megittdett az undoksagtél, nem
fordult el Ble, hanem odaszegezte pillantasat, magaba szivigtemést és mar
nem is tudott réla, gyonyorkodott dibs vérengzésben és vérszomj részegitette
meg.” Augustinus Iépten-nyomon visszétészinhazellenessége Kkésantik
jelenség, és amennyiben, Henri-Irénée Marrou (Saimustin et la fin de la
culture antique) szerint mondjuk, levalasztjuk amtilxvitas befejeddésének
kulturdlis kontextusatol, nem is igen van shibeszélni, legfennebb a 20. szazad
emberének édes foglalatossaga, az 6nsajnalat ggyéb

Erdemes-e a létéza veliink tortéé szinhazat zardjelbe téve értelmezni a
katarzist mint valamiéliink tavol let, vagyottat, de elérhetetlent?

Jo aton jarunk-e, ha a szinh&mrész kishiien és a mazochizmus gyanujat
is mozgasba hozva, a filnfivész ebtt érzett kisebbségi komplexuséat a szinhaz
.allapottyara” (a szinhdzban nehezebb, olvassulgkajptikus felhangokkal
visszavetiti? Es itt, legyen vilagossagpetap, nem a Titanic-szentimentalizmusra
gondolunk, az emlegetett nagyszabadigélsekre, amit ismét csak a naivitas
fogalmanak szamlajara irunk, jollehet a katarziszéHiggéseit a hazugsagon
alapulé manipulacioval igencsak problematikusnakula Az persze el még
fontos kérdés, hogy kozdsségi fenomén-e, vagyamidagner leoltotta a nét&ren a
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lampét, maganut, amde lehet-e egyaltalan kérdéy, &gy Csehov-éhdason atélt
katarzisnak vagy a Csehov-tragikumbol fakad6 ekstak van-e koze a
katarzishoz? Ha pedig van koze, olvassuk, akkee hiérmiféle relevanciaval az a
folvetés, hogy ti. ez a katarzis egyenesen, kd@setiélkil az a katarzis-e?

Es ha most egy pillanatra ellépiink Csehovtol Aisibzig és folidézziik
az Oltalomkeregk felhasznélasaval készilt Danaidak (Silviu Pureasffadasa)
elementaris hatasat (és tegyuk hozza, nem a naiagkgyllekezetében néztik
végig a produkciot), akkor nem a szinhazi 1éngebeszélink-e, amitimtudat és
dnkinzas nélkul nevezhetiink akar katarzisnak isaZ£kit zavar, gként ebadas
alatt, hogy ennek vagy annak a stilusvilagnak &zd, legjobb ha, amiképpen
Jan Kott teszi, az eurdpai szinjatszas Jan Kotthez iz6dé és Shakespeare-rel
kapcsolatos modern fordulatdnak a végét maga Jdinjéenti be deisen (vo.
Shakespeare, az orok kortars [Santa Monica, 19%tihak jelét adva, hogy
ivarérett szinhazi embert még, horribile dictuoazimodernnel sem lehet tartosan
riogatni, $t, latotté mar ezt is és azt is, az operettre sem feneketit t Artaud
lendiiletesen misézik, Derrida szerényen minidegfennebb a szentbeszédet kbzos
megegyezéssel és j6 érzékkel elhagyjak, és mag&zertartasra szoritkoznak a
transzszubstanciacio reményében. Pilinszky disakigdlint. Es persze azt irja nekiink
Parizsbdl, 1971 augusztusdban, hogy Wilsonhoz eménnég Grotowski is
dogmatikusnak hat; egyszerre lddtettnek és ugyanakkor fokuszképtelennek”;
Wilson ,igazsagte§’ szinhazat pedig az ahitdom-biintudat harmassal irja le
(visszaveszi bele a tragikus vétség problémajgyanakkor végre megint artatlan,
ifa, nem naiv, hiszen érett, érettségével hosskil utan ebszor nevezhét
'zsenidlisnak'. Az artatlansagrél a tovabbiakbam rejtink tobb sz6t, kedviink
ellenére, mindazondltal Ujraolvasasra ajanljuk iabtezilag megoldatlanul maradt
Elsképekets azUrbi et orbi, a testi szenvedébrcimi opusokat, lehéteg ebben
a sorrendben. Azt viszont megemlitjik, hogy méaséétizeddel Pilinszky
Grotowskira vonatkoz6 mondata utan Jan Kott a k@#ket irja: Grotowski
'szegény szinhaza' évek 6ta nem létezik méar. Hambn#sze meghalt, a tobbiek
szinészek, munkatérsak, tanitvanyokvalamennyien szétszorddtak a vilagban.
Akar a porszemek. A jurtan tl mar csak a zoldvait. Fehér lovak legelésznek
rajta, olyan az egész, mint egy Gaugain-kép. S a#antt hizodik a néptelen préri.
Grotowski jurtajdhoz éjjel odajonnek a prérifarkdasoélben, amikor legésebben
ttiz a nap, hallani a csdfiigyokat is.

Ugyan mire emlékeztet bennlinket, mindent 0sszevéxea bekezdés?
Megmondjuk:A vihar epilogusara. Ezért is irtuk ide, in memoriam, émitetve
egyszersmind arra is, hogy az eurdpai szinhdz moftedulatat az 1962-ben
alapitott Laboratérium Szinhdzhoz, valamint az 1962 megjelenKortarsunk
Shakespearbez koti az eurdpai szinjatszdésvonulata, Jan Kott tehat 6nmagarol
is ir, amikor Grotowskirdl, és akkor jon Anatolip®ziljev, itt is van, aki az egészet
a garancia-szinhaz szintagmajaval irja le és gdzéteesédl beszél, a szinhazi
hagyomany folyamatossaganak a szellemében, neldiskepjohet Vasziljev.
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A szinhazat diszkontinuusként felfogd szinhazt@tiéoi attitid az
ideoldgiak harca szinterének tekinti a szinpadstd(IBrecht; postamester, mondja
réla lonesco), a ritus elhajlasanak jobb esetbekeleti kereszténység szakiroi
viszont az arisztotelészi mimesis kdzvetlen foBgaként latjak az imitatio Christit
(lasd példaul Teodor Baconsky: Réasul patriarhifr §gyhdzatyak nevetése] dim
konyvét), a katarzist pedig nem a pogany multbadekdejétmult varazslatnak,
hanem a teremtetlen isteni fény latasanak és @ebehld részesulés forméjanak.
André Scrima igy ir eét: ,Mas nyelvi zénakban a 'kozmosz' és a 'mundzigtén
erésen kobddik a katarzis gondolatahoz, a fény okozta megtiéghoz: a fény
hozza ki a sotétségh a kaoszbdl a teremtést. A 'mundus’ ellentéténanundus’,
azaz a 'tisztatalan', a sotét. A sz0 és a belétépeszd szférajaban vagyunk. Az
ebben a paragrafusban bennlinket vef&ty a kezdetekig és a vildg végezetein
tulra terjed.” Ebtte pedig a 10. szazadi, ,a fény geométerének” zetvéd\lhazen
ibn Haythamtél idéz, aki ezt mondja: ,addig terpedilag, ameddig a fény terjed”.

A katarzis-beszélgetés harmadik felvonasaban aacgésda térékenység
egylttallasardl olvasunk a szinhazbaalasban, eét az eksztatikus pillanatrdl;
kdssik most ehhez, az eksztazishoz, a tragikuanpiibt, a naivitdst immar
véglegesen széimve a katarzis kdzeléb

Amiképpen a katarzist, Ugy az eksztazist sem hamgjjiagon a hagyomany.
A jelentések mozgasba hozasa pozitiv tblteksztazissal jar, Alypius esetével
ellentétben. Eksztaszisz (gor.), illletg charad (héb.): azok a pillanatok, amikor
isteni természét csoda torténik, jelentés jon létre, értelem varami ugyan
elmozdul, mert folyamatosan megujitandd, mint avetgig—, amiképpen ezt a
chéarad irja le, a ,rémilést és nagy soOtétségetvédtenil a szovetségkotést
megebzo6 pillanatokban (1Mdéz 15,12), kélsb pedig 1zsék ,igen nagy rémuléssel”
tortérs ,elrémiilését”, igy Karoli Gaspar, ugyanaz a szbraham és 1zsak, apa és
fia, félelem és reszketés (eksztaszisz, tromose),ed mar igy dsszevonva a
Filippiekhez irt levélben szerepel (2,12), és haKiarkegaard-rti cimében,
nagyvonallan egyesitve a héber és gorog ,torténddet ami benniinket most
valamivel kozelebldll érdekel, az az hogy az eksztaszisz a feltamagjaslan az
Ures sirhoz latogatdé harom asszonyt is hatalmalodi, kegyfebl az Ulresség,
masfebl pedig az angyalok hozzajuk intézett szavai midtesség, torékenység,
csoda, eksztazis. Félelem és almélkodas, irja Kanthna elfutnak onnan az
asszonyok, & a szoveg szerint mintegy elmenekilnek, orilnekéések, Méaria
Magdaléna, Maria (a Jakab anyja) és Salomé. Agiduezen jelenetét, a Visitatio
Sepulchrit tartja a szinhaztérténet az eurépai&sizas Ujrakezdése pillanatanak,
ott van benne minden, semmi sem veszett el, nditggkishitiek — hit helyett
mondhatunk kdzvetlenséget is, Kierkegaard-taBljiink és almélkodjunk inkabb,
a régiek elmultak és veliink vannak, imé ujja lettdan.

Helyben vagyunk, csak a hely mozog folyvast, nguri&l féljink és
almélkodjunk, tartsunk Iépést a haromkiralyok fatdslytaté haromasszonyokkal.
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Applikacio

Példazat a kulonallé thedroszrol

A teoretikus latas, tehat a valédi émivolt a nés dnmagat az éadassal
szemben vissza nem tartd teljesitményét feltételdziteljesitmény — Gadamer
szbhasznalata szerint ,pozitiv teliesitmény” —aleag feladasara tett kisérlet, amely
az odajarulasban, vagy, korabbi példankat tekimtz@dafutasban realizalédik. Ebben
a cselekvésben — amelynek maganak is, arisztatélfstemben, kivalonak, teljesnek,
bizonyos nagysaggal rendelkezselekvésnek kell lennie — a valtozasra valo éészs
nyilvanul meg, a teoretikus oldalarél. Nem egyédtatez, mint annak a kinyilvanitasa,
hogy az odajé¥ kész feladni sajat kilonallasat, folfliggesztenteffenségét” az
eseménnyel szemben. Lassuk a példazatot:

A kiraly fianak menyegie.

Hasonlatos a mennyeknek orszaga a kiralyhoz,z6Kid@nak menyedit szerze.

Es elkiildé szolgait, hogy meghivjak azokat, a kikenyegére hivatalosak
valanak; de nem akarnak valajeii

Ismét kiilde mas szolgakat, mondvan:

Mondjatok meg a hivatalosoknak: imé, ebédemet eligisem, tulkaim és
hizlalt allataim levagva vannak, és kész mindeteleel a menyedie.

De azok nem té@dvén vele, elmenének, az egyik a maga szantoféldgr
masik a maga kereskedésébe; a tobbiek pedig megfo@z 6 szolgait,
bantalmazék és megoléket.

Meghallvan pedig ezt a kiraly, megharaguvék, ésldiien hadait, azokat
a gyilkosokat elveszté, és azoknak varosait fo&get

Akkor monda a szolgainak:

A menyegd ugyan készen van, de a hivatalosok nem valanakoknél
Menjetek azért a keresztltakra, €s a kiket csaka#ll hivjatok be a menyedjze.

Es kimenvén azok a szolgak az Gtakra, Bggk mind a kiket csak talaltak
vala, jOkat és gonoszokat egyarant. Es megtelé&ryaysd vendégekkel.

Bemenvén pedig a kiraly, hogy megtekintse a vernidggdata ott egy
embert, a kinek nem vala menyégruhaja. Es monda néki: Baratom, mi médon
jottél ide, holott nincsen menysgjzuhad?

Az pedig hallgata.

Akkor monda a kirdly a szolgaknak: Kotozzétek mdghait €s kezeit, és
vigyétek és vessétek a kil sotétségre; ott Iészen sirds és fogcsikorgatas.

Mert sokan vannak a hivatalosok, de kevesen aztakiesk!®

A példazat egy olyan thedrosz eseteként foghatdafel,ott van”, de a
kilonéllasat latvanyosan demonstralja. Odajott,dniege a tavolsagot. A menyez
amire meghivast kapott, ,a kiraly fiaé”, tehat d@ye megismételhetetlen
eseményként allitjia elénk a példazat az Unnepatgissagot. ,Kész minden”, szdl
a meghivo lGzenet, de még hatra van az ,linnep meglésenek” az eseménye,

BMmt 22, 2-14
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ami nélkidl mindaz, ami késznek mutatja magat, sitanas alatt semmivé valik,
szertefoszlik, értelmetlenné lesz. Ez ugyan elkextigtlentl megtorténik,
mindazondltal a megvaltoztatd valtozdsnak kell e@gbnnie, ami alél nem
vonhatja ki magat a the6rosz sem. Az Unnep itt d8@dmenyedgz az egész
Lvarost’, a példazat szimbolikgja értelmében a kogzh érind legnyilvdnosabb
tett: ez adja a szituacié kulondsen telitett, fadott karakterét. Ha ugyanis a
menyegd nélkil foszlik semmivé az Unnepi latvanyossag, oakk ,vég$”
esemeény végitéletté alakul, mefysik a kilénbség a ,kikssotétseg” (kdosz) és a
menyegai sziget (kozmosz) kdzott.

A viharban a menyeg@t szertartas utan — ,Mar Unneplnknek vége.”
(Babits Mihaly); ,A jaték véget ért.” (Mészoly De®s— nevezi Prospero a sajat
szinhazat ,semmi szdtt latomasnak”: ,Szinészeim tiindérek voltak és H#&
foszoltak Gjra, konny koddé... / Es mint e semngibsztt latomas: / A felbi-
kamzsas tornyok, biiszke varak, / Szent templomo, reppant Glébusz is, /
Tenger népével koddé foszlik egyszer — / Akar adllénszinhdzam — elvész: /
SzilAnkja sem marad. Egész valénk / Csak alom sepsekis életiink / Egy dlom
korondzza meg. Fiam, / Zilalt vagyok ma...” A semeakkora kozelsége a
menyegét koveten hatalmaba keriti Prosper6t, am a pontosan véghtera
megtortént dladas visszaharul red maga sem kerll a létrejétt ,0j forma”
hatalyan, illetve hatasan kivilre: Ferdinand ésahtiia allnak étte, megmutatjak
magukat neki mint a ,minden kész”, tehat Ujra metgeedhet Unnep ismét
foltarult valosdgos lehéségét. Shakespeare egyszerre beszéketj egy Uj hang
sz6lal meg benniik és altaluk: ,Nyugtasd meg szived koddé foszl6 tengernyi
nép, a megsemmisiilroppant Glébusz (beleértve a Globe szinhazat épe k-
amelyet a szituacibban Prospero ©6nmagéra vonatkadtisorban, a sajat
eltinésére, hirtelen, tulajdonképpen varatlanul folidkmeemmivé valasara —
mellett és ditt Ferdinand és Miranda megszllalasa a szinhazaldl kilépés
gesztusaként is értelmeztieebben az értelemben pedig métgdezi Prospero
kilépését a szinhazbdl, a sziget elhagyasat, hiszeszinhadz, az Unnepi
latvanyossag, a menyeageélja nem énmagaban van, hanem az atformalé tGnnepi
események nélkil a pusztuld, gordg értelemben igesstvarost célozza meg: ,Ki
koényoriultem masokon, / Hadd lassam Ujra varosom!”

A példazat thedrosza ott van, de dnmagat vissiatgrbzicidja tehat
leginkadbb a voyeuréhez hasonlit: visszatartja, léfiiti testét; utdnozza az aktust,
de a visszatartasban elharitja magatél az atformédézist, tehat a ,magunkon-
kiviil-létet”, amely annak a leltstége, hogy ,teljesen ott legyiink valamin&l’A

16 Shakespeares vihar IV/1
17 Gadamer: i.m. 102. 0. GadameiPhaidrost hozza fel példaként, ahol Platon a szerelemhez
hasonlitia az, esetlinkben, Géznmagat vissza nem tartd6 odaadast: ,Mert ha enjsa
szerencsétlenség volna &gongés, akkor igaza volna; de épp legnagyobb fgkvérjongésisl
(maniabdl) — de persze isteni adomanyként rankdéssgiongéstsl — szarmaznak. [...] Ennyi és
még tbbb szép eredményét tudnam felsorolni azekt@njové szentériletnek; tehat ne féljink
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menyegdi ruha az a jelmez, amely kidlgelét adja a thedrosz ott-létre irdnyulo
elszantsaganak, annak, hogy, amiképpen a toblawdité sem tartja vissza magat,
kész feladni a kilénallas tulajdonképpen hatalnziigdjat. Sérthetetlenségét nem
az intézményi-hatalmi reprezentaciéban, hanem raliegi” vonatkozdsban ismeri

fel, ez pedig nem azeldjoga, hanem a mindenkori Masiké, aki ott van vele.

A kiraly kisérletet tesz a fenntartott tavolsag szmtetésére: megszdlitia a
vendéget: ,Baratom, mi modon j6ttél ide, holottasien menyedi ruhad?” A kérdés
— amelyet ha nem szamoneéek, hanem megszolitdsnak, beszélgetésnek fogunk fe
a theodrosz kimozditasara tett kisérlet, amely gdohképpeni esemény, a menyiegz
halogatasa, & elhalasztasa feltételével johet csak létre. (Adgmat mint a
jovatehetetlen halogatasanak, késleltetésének, ekegy visszatartasanak is
értelmezhét) Az esemény nem keddhet el anélkil, hogy az ott-éwe valna
egyszersmind résztvéve is — amibl nem az kdvetkezik, hogy azéebas nem
jatszhaté el, hanem sokkal inkabb az, hogy ,hidldavaddon, ,hitetlenll” jatsszak el.
Mindez nem vonatkozhat a ,kiralyi menyégz’, amely nem ismételkeimeg, tehat
alapitd, ennél fogva pedig végsutols6 eseményként all 6elink. A theodrosz
megszolitasa is erre utal — ,barat”: (h)etairosiaki, akinek a megszolité nem ismeri
a nevét —, amennyiben egyszerre nevezi meg attltmekilonallasat (,nem tudom a
neved”) és felfiiggeszthekilonallasat: baratom; ez fordithatd bajtarsomigstit

A menyeg#i ruha a részvételre valé készbégs elszantsag felmutatott,
.meglobogtatott”, nyilvanossa tett jele, figyelemneélté azonban, hogy ennek
hianyaban még kinalkozik esély a részvételre: adbgstés. Amelyet a vendég
hallgataséaval elharit, visszautasit. Kulonallaséateégleges, beszélgetésen kivili.
A vendég, noha bent latszik lenni, val6jaban kit va ,kil$ sotétségben”, ahol a
beszélgetés helyett a ,fogak csikorgatasa” van.irAlk itélete tehat a theérosz
kilonallasanak a megvalésitasa, bhitése, végsé és véglegessé tétele.

»+Akkor monda a kiraly a szolgaknak” — kik ezek algak? Szbveg szerint
(diakonosz) az a személy, aki masok javan, jélémmkalkodik, de ez lehet
angyal is, az a ,személy” tehat aki az Unnepi Idyedsag utan dinhik,
szertefoszlik, az Ujabb Unnepi eseményig felisntetlemné, lathatatlanna valik.
Amennyiben a szinészre vonatkoztatjuk a példazatmtla szerepjét, akkor azt
latjuk, hogy az dnmagat visszatartdé thedroszt &ezebdé menyegéd ,veti ki
magabol”, kovetkezésképpen a thedrosz nem az egethéhanem 6nmagardl,
onndn kivilmaradasarol adhat csak hirt.

téle, és ne zavarjon meg semmiféle olyan beszéd,yaa®dal ijesztget, hogy az elragadtatott
helyett inkabb jézan embert kell baratul valasztaaiilyet beszél csak akkor vigye el a ggelmi
palmat, ha allithsa tAmogatasara azt is kimutaggy a szerelmet nem javara kildik a szerek

és kedvesének az istenek.” Platgalogatott nivei. Eurépa Kényvkiadd, 1983. 519. 521. o.

18 Jézus pontosan igy szélitjia meg a kiilonallasétarnydsan demonstralé Jadast is. Vo.: Mt 26,50.
19 Nagy Szent Gergely allegorikusan ,a sziv ruhazétadrtelmezi a menyegzruhat, és meg is nevezi
azt: a hit, a tudas stb. szeretet nélkiuli gyakarld&.: Simonetti, Manlio szerkAncient Christian

Commentary. New TestamentliterVarsity Press, Downers Grove, lllinois, 20026. o.
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A példazat elmondasa 6nmagaban is dramatikus siitua ,kirdly fia”
mondja el a példazatot azoknak, akik, a példazgiifgjlete szerint, a beszélgetést
végletesen elutasitjak: ,Ekkor a farizeusok elmenvianacsot tartanak, hogy
széval ejtsékét térbe.™ Szoéval brbe ejteni, nem széba Aallni; széba hozni;
megszoélitani; megbeszélni: a tavolsag fenntartaga arz Unnepi latvanyossag
megsziintetésére tett kisérlet.

Andras Visky (1957) is an associate professor agire and Television
Faculty of ,Babes-Bolyai” University of Cluj. He las a Doctor of Liberal Arts
degree at the University of Theater and Film Budapauthor of books on theater
and literature: ,Hamlet elindul” [Hamlet Sets Offffargu Mures — Chicago: 1996;
,imi és (nem) rendezni” [To Write and (Not) DirdcCluj: 2002; ,A kiildnboz6ség
vidékén” [The Land of Difference]. Budapest, 20Bditor an co-editor: ,Kolozsvar
magyar szinhaza” [The Hungarian Theatre of ClujithwLajos Kantor and J6zsef
Katd. Cluj: 1992; A hely szelleme [The Spirit of Placah anthology of contemporary
Hungarian drama.Cluj: 1992. Szinhaz és ritus [Tieeand Ritual], studies in the theatre
of Aron Tamési. Sfantu Gheorge: 1997. Andras Misky awarded playwright as
well, his plays are running in Hungarian, Romanard American theaters and
were published in five books, including: Julia [i&)) Budapest: 2003; A szokés
[The Escape], three plays. Cluj, 2006. Tiramisurfifinisu], two plays. Cluj, 2006.
Juliet, play. Carol Stream, IL 2007. Member of B@manian Writers Union, UNITER
(The Romanian Theatre Association), AICT/IATC (hternational Association of
Theatre Critics), Hungarian Ficion Writers UnionZ&pirok Tarsasaga], Hungarian
Playwrights Round Table [Dramairok Kerekasztalagséciation of Hungarian
Dramaturge [Magyar Dramaturgok Céhe].
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“THE LEAP, NOT THE STEP”
PART TWO: COMPARATIVE RECEPTION OF A PRODUCTION OF
HEINER MULLER’S QUARTETT IN NEW ZEALAND AND EUROPE

BRONWYN TWEDDLE

ABSTRACT. In the first part of this essay, in the previcgsue of Studia, | explained how my
production of Heiner Muller's Quartett was creat@wing upon inspiration and concepts from
key contemporary theatre practitioners. This secpad of the discussion examines the
performance of the work, in two aspects — firdthg contribution of the audience — how their
expectations and experiences impact upon the ngethey find in the piece; and secondly, how
the physical parameters of venues for the perfocmaffect the audiences ‘reading’ of the work.

The second imaginative ‘leap’: the Performancethagrocesses of Reception

The audience must decode the ‘rules’ of any fieti@tage world, especially
one which is non-realistic in its construction. e the key questions for a director is
how hard the audience are willing to work to intetghe stage world, and also how
willing they are to have their expectations of tteatre experience stretched. Audience
member’'s commentary on my production of Quartetiedshugely according to both
the physical parameters of the performance [tipaitia relationship to the actors] and
to the level their exposure to this kind of textl/an performance style [their ‘pre-
knowledge]. This production [as explained in thdiemissue] is very physical, and
abstract in its gestural language. The actors hkeae mental ‘tracks’ to create their
layered performance, but no meaning is immediaielyr. Physical action may inform
the audience’s understanding of the playwright'sdsdout the spectators must draw
the ambiguous ‘tracks’ together to interpret thati@puntal relationship between
Miiller’s text and the physical ‘score’.

AUDIENCE EXPECTATIONS

Since the emergence of reader response/recepéorytht has been posited
that the ‘meaning’ of any particular theatre perfance is unigue to each audience
member, depending on their personal associatidmsatiie theorist Marvin Carlson
claims the openness of stage performance credfesyehic polyphony’ where the
spectator chooses their own points of focus, thmeatiog ‘an unique and individual
“synchronic” reading as the play moved forward kiaaically’[Carlson 1990:99].

However, the audience’s meaning-making influencethan performance
goes further than this. The actor's experiencerofnaividual performance, and
thus the shape this performance takes, is alsondepé on audience members’
responses. Which ‘micro-tracks’ [discussed in faof this essay] the actors focus
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on during a show on a particular night may make utginchanges to their
performance, but one ‘micro-track’ which only enmesgduring a performance
season is the intuitive modification of the actiorresponse to their reading of the
audience’s responses. As theatre director Anne Begplains: “Quantum physics
teaches us that the act of observation altershimg bbserved. To observe is to
disturb. ‘To observe’ is not a passive verb. Asireador | have learnt that the
quality of my observation and attention can deteentihe outcome of a process. Under
the right circumstances the audience’s observatiorattention can significantly affect
the quality of an actor's performance. Actors aespond to an audience’s powers of
observation. It is the contact/response cycleeah#art of live performance that makes
being there so extraordinary. ... The reception Ipgtde. Listening to the listening,
the actor makes adjustments in the speed of aaremy the intensity of the first line
spoken or the length of a pause. An actor learnsnvib hold back and when to
open up based on the agility of the audience. Tinieace is engaged in a
collaboration of silence which makes possible theemded intercourse of
performance” [Bogart 2001: 72-73]

One aspect which affects the quality and kind afience listening is their
expectations regarding the extent to which theyeekthe elements of a theatrical
performance to be ‘unified’. Spectators differ lilow much they expect the
physicality of a performance to support the meaninghe playtext. Must everything
— sound, light, costume, set design etc. — undersbhe themes/argument of the text?
How many elements need to be in agreement to gpecific message across? Often
it is effective to ‘play against’ the obvious meaqgpi or to use the elements of
performance to contradict, question and subvertakieand each other.

More traditional processes of creation build inglesyof ‘obsolescence’ — a
Gesamtkunstwerk ideal, an idea first applied inimtizeatre context, operates on
the assumption that all elements must work togetihéhne stage world to get the
unified message across, with overwhelming impadteiVapplied to ‘straight’ theatre,
the Gesamtkunstwerk end of the spectrum requieesghb performers’ physical action
agrees with the text which they are speakifigpis is what is meant, in conservative
approaches, by ‘serving’ the playwright or ‘servitite text.

Many contemporary practitioners, such as the Gerowmamposer/director
Heiner Goebbels, are against the hierarchies oftridditional theatre and the
Wagnerian Gesamtkunstwerk ideal, where being sulesgrto the text therefore
means that all aspects of the theatre experieresubservient to the actor. In
Goebbels’ work, no one element of theatre domin&egbbels finds it simplistic
to have everything organised under the hierarchjheftext/content, as, he states,
our attention is richer than that. We don’t neednplify one message in multiple

! In some productions, which take this idea litgratis can become extremely banal — one ofterkspefa
‘double percussion’ — where the performer does Wit are speaking about i.e. mime taking a photo
when talking about taking a photo.
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ways — it is better to create signals which are igndus, where elements of
performance may create a counterpoint to each.dtinéis work each element has
its moment of focus in the perception of the audger-or example, in his work
Eraritjaritiaka, a small light moving across thedit becomes a ‘performer’ in its
own right. Rather than a hierarchy of elementshwhe actor, as the ‘carrier’ of
the text, at the pinnacle, Goebbels seeks a batsfrelements. However this is not
a simultaneous balance of all elements being ptésethe performance at once.
Everything can’t be active at the same time [asospd to all being ‘support’ at the
same time as in a Gesamtkunstwerk approach], utstiarring’ role of each
element must be step-by-step. This philosophyglsrin a shifting of the theatrical
format. Goebbels allows no single element [suchthes actor] to dominate a
performance — in his work music, light and setrast‘illustrations’ of an idea, but
an integral, structural part of it.

In Goebbels’ work it is the independence of thanelats, the counterpoints
and ambiguities, which lead to a ‘readerly’ [op@elformance for the audience to
interpret In another example of the ‘readerly’ perfance text, he claims that the
audience feels more invited when it has a spacg th@ construct themselves
imaginatively, rather than a physical one mirrorihg view of the protagonist in the
centre of the piece. He also states: “In a way wee al interested in making
connections; when, for example, you see somebodgksm and they make a
movement at the same time which doesn’t belong hatwhey are saying, we
immediately try to make a connection between tivseelements and this keeps us
awake. Not like in the traditional theatre wherergthing is doubled up.” [Goebbels
1985] — which supports the way | have created ktysipal score for the Quartett text.

Where Goebbels’ technique of utilising theatridehgents in counterpoint
becomes patrticularly relevant to my discussion o&i@ett, is where we ask: “How
much counterpoint can an audience take?” Goebls#is f@r a balance between
focal points. His work differs from my experimentdirecting Quartett in two key
ways. Firstly, Goebbels’ works are created by hifraed his collaborators from
scratch and the texts he uses in performance anglays but non-theatrical texts;
whereas | am using a set playscript by Heiner Mifiecondly, Goebbels’ asks for
a balance of elements so that not all elementaciiee at one time. Heiner Miiller,
whose work Goebbels has often used as texts fgorbiductions, and with whom
he has collaborated on several occasjoasks for a sensory overload. As Kalb

2 The following Goebbels’ werks were based on Mitéets:Verkommenes Uf¢Despoiled Sholdn 1984;
Die HamletmaschinfHamletmachinpandDie Befreiung des Promethefi$e Freeing of Promethdue
1985;Der Mann im Fahrstuh[The Man in the Elevatpin 1987;Wolokolamsker Chaussee | —ifV1989;
Shadow/Landscape with Argonauts 1990; Romische Hundg¢Roman Dodsin 1995. Ou bien le
débarquement désastrei®n the Hapless Landihffom 1993 uses Milllerslerakles Zbut translated into
French. In 1987 Goebbels collaborated with Heinéllévl and designer Erich Wonder on the ‘Action’
MaelstromsiidpdiSouth Pole Maelstronin Schwarz auf WeigBlack on Whitg from 1996, a recording
of Miller's voice, reading a text by Edgar Allene?@ part of the performance.
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explains: “Miiller developed a widely influentialetry of ‘democratic theater’ in
which actors, directors, and designers were exthéoteeave open as many interpretive
possibilities as possible and not make decisiomsitaimeaning for spectators — his
preferred path to open-endedness being a ‘delwgthetic in which spectators were
‘packed up with so much that they don't know wisatarry first.” [Kalb 1996: 71]

The ‘democratic principle’, from the audience’s gperctive, is that they are
co-creators of the meaning of the work — they $eMwat is meaningful for them.
Alternatively, they can choose to let the ‘delugesh over them, without a conscious
attempt to ‘select’ a focus to create their megnémd therefore absorb the texts and
the stage images in a visceral way. Miller's ‘delagsthetic’ is the combination of
what were two seemingly disparate ideas — the G&sastwerk ideal of using all the
theatrical elements at once, but not to underst@esame meaning; and Goebbel's
intention to create ambiguity and counterpoint, tithout his balance. Miller's
‘deluge’ is all elements utilised to create ambdigand counterpoint.

While I do not incorporate all elements of the thieal mode to the extent that
Goebbels does [my production is unashamedly actarskd] | do hope that we set up
the ‘deluge’ aesthetic that working on Muller piggoses, through both my refusal to
subordinate the physical action to the text; arti wiy conscious attempt to challenge
any mass-reception of a clear ‘reading’ of the must in relation to the play. If there
is any ‘implied spectator’ for this production ouitett, it is one who is willing to
work hard to construct an interpretation. Howelbgpe that this understanding is not
purely intellectual, but made of associations, @gnsesponses and visual patterns.
There is no literal ‘meaning’ of the physical scos® the audience has freer
interpretive range. The actors may have found tbein pattern/interpretation of
specific moments, but it is not essential for thdi@nce to ‘receive’ that.

A key question therefore is: how strong can thetresh between physical
action and text be before spectators find it all ddficult and ‘switch off’. It is not
uncommon to see music and physical action in copoket, but consistent and
sustained physical action in counterpoint to detes¢, as in my production of
Quartett, is more difficult for many audience mensb® accept. Some audience
members find it difficult to listen to the texttiie visual track, the physical ‘score’
is of equal power to the text, and their relatiapshs not instantly apparent. It
creates a ‘disturbance’ of their listening if wéimty want a unification of text and
action and it isn't present. Some enjoy the puzzatene are irritated by it. If they
are too disturbed they cannot listen — and as Bquanted out above, the quality
of their listening affects the adjustments the aotakes in performance.

My earlier productions using this physical scoriteghnique were of
‘classic’ playtexts which had ‘heightened’, nonumafistic tendencies. In these
productions, the audience’s listening process wasesvhat simpler, because they
had a linear plot and defined characters on whadbasse their interpretation of the
movement. Miller's matrix of role-play levels in @tett increases the amount of
audience-decoding necessary: in addition to cigdlhiair own logic for the physical
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score, spectators must also determine, moment tonemip the layer of role-play
i.e. ‘who’ is speaking, and ‘to whom'. The potenfiar ‘disturbance’ is higher.

Yet the performance can also be enjoyed by jutindethe text and the
visuals wash over you. As the Texan director RoWéison once said, you can just
“listen to the pictures”. Phenomenologists havéigired semioticians’ focus on
‘meaning’ to the exclusion of the experience, d@lifeg. The actors’ simultaneous
‘tracks’ allow them to access both ways of thinkiagd hopefully the complexity
of the performance we have constructed also allmtis responses in the audience.
Our version of the ‘deluge aesthetic’ in Quartstctually only made up of two
elements: text and movement. Other elements [liggit, props and costume] are
kept relatively simple. But as these two elemenes @ery strong ‘meaning-
carriers’, the potential for ‘disturbance’ is greraaind if audience members are not
willing to enter into the convention of the perfante, their ability to ‘listen’ and
the actors ability to ‘listen to their listening impaired.

This effectiveness of this ‘listening to the listagi is of course affected by the
cultural context of the performance — what do aumBemembers expect from a theatre
experience? Do they require ‘unity’ of messagearerthey open to ambiguity, which
they must decode themselves? The reception istedify what the theatrical ‘norm’
is in a city, but also on the type of theatre-gdeas attend a performance.

CULTURAL CONTEXT

While the ‘spaces’ defined the audience’s readinth@ action in this way,
the composition of the audience impacted on whethey could accept the
performance convention of contrapuntal text and enmant. Many New Zealand
theatre audiences can be conservative in this degawhich perhaps has its
foundation in the country’s history of borrowingsorh the British tradition of
theatre — where the text is sacred. Therefore raadiences feel most comfortable
with the hierarchical structure where all elemenitgport the actor's spoken text.

The result of this is that although | believe mgdurction is in agreement with
Muller's theatre philosophy, | have been accusedNeyv Zealand audiences of
‘neglecting’ the text. Because Miller's texts are raulti-layered and rich, many
assume that a production of his work must therefav®ur the text. Despite its
embodiment of the ‘deluge aesthetic’ spectatorémcloe physical score is too
distracting from the text. | personally disagreéwihis — though | am fighting a hard
battle in New Zealand to assert this — one carthes®ody so that one listens to the
text in a whole different way. The spectator mustunderstand every word — Mdller's
deluge of textual images makes this impossible agyWly process, of creating the
physical score independent of the text, intentlgrealuses a confusion in the spectator.
He or she must put effort into finding a meaningtfi@ movements , but for that effort
he/she has a richer experience of seeing anditigtelss Miller himself said: “When |
read a text, a poetic text, | don’'t want to underdtit straight away. | want to absorb it
somehow, but more as a sensory activity, than esneeptual one. And there is a
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tradition of rationalism which prevents, for examphe sensory perception of texts.
Only when one can perceive a text sensorially,oremnlater also understand it. This is
a reason why | am increasingly interested in thketbdoecause there is nothing to
understand. A body is incomprehensible”

As Mdller claims, the body can be ‘comprehendedsseially, and bypass
the intellect. In the case of Quartett, this metlwag an explicit sexuality must be
seen. Many spectators found the embodiment of $igkira my production to be
too much — but this follows the intention of thepl[and therefore puts the text
first, which is what many of them are asking fo@he of the literary models
Muller took for this play is the Marquis de Sadand this is demonstrated by the
pornographic content of the play: the sexual exaes$ the aristocrats, as a means
to pass the time; the role-play as memory devicerdter to recall their previous
life as outside the social mores and moral law;tthisting of religious teachings
towards evil ends — all these are trademarks &atke’s writing. As Jonathon Kalb
explains in The Theater of Heiner Miller, while Bgip sexuality in present in
other plays by Miiller's, in Quartett it is the falational metaphor. Even if
spectators reject the bodily-ness of our productibay have arrived at the centre
of the play — Miiller shows a perverted world wheielence and exploitation
replace real relationships. As one theatre critidNellington expressed, even if
you don’t find it “intuitively engaging” it does early demonstrate “how
indulgence becomes inevitably tedious” [Smythe 2006

This reception is an extreme case of being affetigdhe horizon of
expectations of the spectators. The premiere oft@iaccurred in BATS theatre,
Wellington. BATS is a small professional theatrdhene new and experimental
productions are presented. Those who buy a tiakeafshow at BATS expect a
very different kind of performance than you woulddfin the other theatres in the
city, Even though audiences at BATS are more opeunexpected presentation
styles, there was a great divergence of opinionsitaihe production. Interestingly,
their responses were not so much about the perfarenstyle, but rather personal
responses to the content of the text — even wherryvéo provoke a sensorial
response, New Zealand audiences really listengavitrds. Many people in happy
relationships [couples in love] did not like theeg, as it shows the darker,
manipulative side of human relationships. Many &tiains found the twisting of
the religion difficult to cope with. On the othearid, a hearing-impaired spectator
found it absolutely fantastic because the visuadlege was so rich for him. He is

3 My translation from Linzer and Ullrich 1993: 20hd& original text is: “Wenn ich einen Text, einen
poetischen Text, lese, dann will ich den zunécladtmicht verstehen. Ich will ihn irgendwie aufnelme
aber mehr als eine sinnliche Téatigkeit denn alg diegriffliche. Und es gibt so eine Tradition von
Rationalismus, die verhindert zum Beispiel die Isthe Wahrnehmung von Texten. Erst wenn man
einen Text sinnlich wahrnehmen kann, kann man [iéites auch verstehen. Das Verstehen ist aber ein
Prozess und kann nicht eine erste Anndherung Begwegen interessiert mich auch zunehmend das
Ballett, weil es nichts zu verstehen gibt. Ein Kgirst unverstandlich.”
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a BATS regular, and always requests a copy of thigtsto read along with by
torchlight during the show. | encouraged him td watch and read it later. He did
and left the theatre very enthusiastic about hngo-occur literary encounter
with Mller. People tended to either love the piecdate it — which | consider to
be a success. No-one left the theatre indifferemthlich means that | hit a nerve.
Even those who hated the production thought it \waisrageous’ compared to the
usual fare on Wellington stage.

Allen Hall Theatre, where we played a season inddim [on the South
Island of New Zealand], belongs to Otago Univerditye context of a performance in
a venue where theatre students are used to timggpisiformance, and are more up-to-
date with contemporary techniques than the aveteggdre-goer, meant that that these
students were very open to the performance stytkjiked the ‘radical’ aspects of it.
The Quartett season was presented in the framepamtkof an interdisciplinary
conference on issues of ‘Space’. Several of thderas were also responsive to
what is an uncommon form of both text and perforoeastyle for New Zealand. In
contrast, those representatives of the major psafieal theatre in town did not like
our production at all. However this is not surprggsi Their repertoire is much more
standard fare — predominantly light comedies with bdd Shakespeare . They
didn't have a reference point for how to assessri@tiabecause their theatrical
values are so different. In fact, despite the fhat Miller's play is considered to
be a ‘classic’ in Germany, his work is rarely penfied in New Zealand at all, and
certainly not on the mainstream stages. One fematbence member, who has
been an active feminist since the 1970s, rejedtedptay outright because she
found the ‘rape’ of the niece to be inexcusdbinother female spectator did not
like the performance at all, but found that shel@¢aot stop thinking about it —
which, like the love-it-or-hate-it mentality, | takas a measure of success. If the
‘meaning’ was simple, she would not have had tafauit out for so long. The text
and performance style were obviously challenging,ifo a productive way.

Of course the impact of the ‘deluge aesthetic’ &émel reception of the
disparity between the physical score and the iertore complicated, when we

4 Personally, | dispute that it is a rape at all. iktgrpretation of the ‘seduction’ is that the mietesperately
wantsto act on her sexual urges. Her resistance ishgifepr of the societal consequences. In the
original novel on which the play is based, as imistbpher Hampton's play and film adaptation of it,
Merteuil makes it clear to her niece that aam have lovers. The trick is simply that you must use
blackmail appropriately so that your lovers canenésll. On hearing this the niece’s qualms disappear —
and she eagerly continues her sexual educationaymont. She only ‘defended’ herself, so that she
would not be held ‘responsible’ should someone Hershe has lost her virginity. She said what she
expected Merteuil would want to hear regardingetkigected societal role of young girls as protectbrs
their chastity. Once she learns from an expertvihat onesaysis not what one necessariges she is
free to explore her sexuality. It is an interestitifference that | have noted when discussing theat
performances between generations of feminists, thieatolder generation often assumes that young
women are being ‘exploited’ when younger feminggte them as making conscious choices to use their
sexuality to themselves exploit the patriarchaliaggions of the system!
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performed in Serbia and Romania in November 209&a audience was listening
to a text that is in a foreign language. For thasdience members with limited
English, it was an advantage that the performamae so visually dominant, but
even for those with excellent English comprehenstba text is very difficult. |
would not expect a native-English-speaker to undeds Miiller's dense text
thoroughly on first hearing, so | was astoundethatwillingness of Serbian and
Romanian spectators to work at understanding &g prhis willingness to make
an effort to understand is just what | wish the N&smaland spectators would have!
One spectator in Belgrade found that there waslgitop much text, but even he
remembered certain lines — for example: “It's rfwdttl am feeling anything for
you. It is my skin that remembers” [Miller 1984710 that had affected him.
Interestingly, despite the fact that we as perfasnveere very our conscious that
we were performing a play which is partially setanbunker after World War
Three in a city which has been through a war thérasen recent history, no-one
form the audience referred to this. Perhaps this ecause the bunker was less
obvious in the touring version of the play.

In general the productions appears to have conessaevell to Romanian
audience members. A journalist in Timisoara fountiécessary’ to see a play with
such overt sexuality on the stage, as he belieegsaRians are too silent when it
comes to sexuality and personal relationships.eattle student in Cluj-Napoca said
that it was something new for her, as she saidtligatheatre there is a more classical,
verbal theatre than what we presented. Interegtirgile was more open to the
performance than New Zealand spectators, desgitéath that there classical, verbal
theatre is also privileged. This reference to tassical styles came out in a comment
from another spectator, who described the movestgatas ‘baroque ballet'.

Another segment of the audience in Cluj-Napocactefethe production.
Many of these were the German spectators, or at fgmectators who had seen a
great deal of theatre in Germany, who were tharaf@erman theatre conference,
in the context of which we were performing. The aopof venue constraints will
be discussed below, but a large part of this wadotavith the theatre knowledge
that these spectators brought to the performandaleVWwur approach is quite
radical for New Zealand, German theatre is much emekperimental and
confronting. If one has seen the provocative prtidos of Frank Castorf or
Christoph Schlingensief, our performance is quate¢ by comparison — and has a
much smaller budget! There is no surprise thediit seem to be disappointing.

THE IMPACT OF VENUE SPATIAL ARRANGEMENTS

In addition to the theatrical conventions that engtically colour an audience
members’ ‘pre-knowledge’, the actor-spectator€lig to the listening' cycle is of
course also mediated by the physical space ofd@ermance. Especially in Quartett,
where the play’s structure contains long perioderwin actor speaks directly to the
audience rather than connecting with the otherr atte performers really need to feel
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the audience are working with them. The architectfrperformance venues impacts
hugely upon this relationship. It also naturallpamnts upon how the audience ‘read’ the
‘space’ — in the very specific case of Quartett ynaaw either the ancien regime
environment, or the bunker, but not necessarilly biohultaneously as Miiller intended.

BATS theatre in Wellington, New Zealand, where wstfstaged Quartett,
is an intimate ‘black box’ theatre, where the ande in raked seating, shares the
same space as the performers. The solid black eraléde a sense of enclosure and
the sound travels smoothly in both directions. Hotors can hear and see the
audience’s responses easily. In contrast, the Aflalh theatre space, used for the
Dunedin season, is a reversed proscenium archpséthat is, the audience sit on
what used to be the stage, again in raked sediirntgthey are clearly separated
from the performers, who work on the floor of tleenfier auditorium. There is a
large potential performance space for the actoith, avhigh ceiling. Our attempts
to enclose the Allen Hall space with ‘blacks’ [stagurtains] failed to give the
claustrophobic sense the play needs, as they laeksolidity that suggests a
‘bunker’ environment. But the most dramatic impaifcthis space on the actors was
the acoustics. Sound seemed to bounce in only ioeetidn: from the actors, over
the heads of the audience and into the ceilingrigettie proscenium arch. The
performers could hear no responses from the auelj@md combined with the need
to work physically harder to ‘fill' the larger spacthey felt that they were
operating in the ‘void’ that is constantly beindereed to in the text.

In phenomenological terms, this had the effectiving the actors a real
‘lived experience’ analogous to the content of pley — a failure to really connect
with other human beings present — but this peroaptias agonising for them.
One astute observer commented that the audienéeresiifa similar experience.
As the only entrance/exit to Allen Hall is behir tperformance space, spectators
cannot leave without totally disrupting the perfame. Thus both — actors, who
are cut off from hearing or seeing those they dagipg to; and any audience
members not enjoying the performance — were trappgdther in a Beckettian
situation. The actors feel doomed to go throughntlegions of ‘the game’ and the
audience is compelled to remain until ‘the gamedsnPerhaps the space
unintentionally contributed to a Miller-esque joaxperience of the tediousness of
passing the time until death in a bunker!

Ironically, of the two New Zealand venues, the teaest physically like a
bunker, most effectively created this aspect ofrf@$pace’ mentally. A challenge

® In retrospect, it is clear to me that the circamses created by this scoring process also pedsife content
of Miiller's play. The isolation the actor feelstire initial scoring process creates an empathy thith
“Dialogunféhigkeit” [inability to engage in dialogliof Muller's characters. The battle to remembgt and
moves before they enter the body memory mirrorshiaeacters’ frustration at the lack of control rare
fantasy they wish to enact, because their nemesii play along. Valmont and Merteuil rarely ‘coutie
with each other at a level not masked by role-plelyat was a shock to the actors in this venue kats t
they had overcome the earlier obstacles, onlydoierter a new, overwhelming, one.

25



BRONWYN TWEDDLE

for producers of this play is to evoke the two @dsi MUller requires simultaneously in
the minds of the audience. Our understanding o$itheltaneity, in this production, is
that while the mental world of the characters’ ‘gaim a luxurious palace, the physical
‘reality’ is a bunker. For the BATS season, whicddha fully-realised design, our
intention was to suggest treasures looted fromsiraled palace in the bunker.
The ‘treasures’ were an antique mirror and a chigerde which not all the globes
functioned. Other objects were contemporary: sinsplgirs; a milk bottle which is
‘endowed’ as being a wine glass; and period cossumieich were tattered and
stained, and worn over contemporary clothing. Tightihng design was a ‘real-
time’ sequence suggesting chinks of sunlight contimgugh holes in the bunker
walls. Despite our attempts to present both tirgode simultaneously, we failed
in this objective. Many BATS audience members rigdantigues metonymically
— envisaging the whole fictional ‘world’ as a suonmis palace, rather than seeing
the black walls as blank walls of a bunker.

For the actors, the direct encounter with theiriemment was kept ‘live’
and unpredictable in the BATS season with Martyrbé&ts’ lighting design
(which unfortunately couldn’t be recreated for fagrperformances). Except for
very few hand-operated cues, the lights were dmeart As mentioned above, the
design consisted of slowly moving, strong shaftfighft dissecting the space, as if
coming through holes in the bunker walls. Smaliatéons in the actors’ timing in
any one performance meant that it was not predictabere a shaft of light would be
on any given line of text. This kept the actore§amt’ and playful — and in a small
way, this unpredictability disrupted the hierarcifiyheatrical elements where the actor
is on top, as Heiner Goebbel's advocates. Ratherttie light following the actor, the
lighting became a protagonist in its own right, #mel performers had to interact with
the light as with another player, responding to Isct@anges in the light's nightly
‘performance’. Actors had to choose in the momdmthver to move into light or seek
out the shadow. These choices dramatically affettedpectator’s ‘reading’ of the
character’s intentions in that moment. This is mEsson why audience responses |
will quote in this essay are by necessity anecdathker than empirically validated.
While no two performance of a theatre productiome do the very nature of its
‘liveness’ are the same, in Quartett the actorsraemtionally cast into an extreme
awareness of the unpredictability of their professi

While this interactive lighting design was paredl#or tour performances
[and depending on the space, sometimes omittedebfitian example of a
production element ‘performing’ unpredictably whigmained throughout was the
use of real red wine for the ritual murder/suici@lbe wine would pool on the floor
and slowly creep across the stage throughout tied fipeeches. Its journey was
determined not only by how it was poured that night also by whether or not the
floor of the performance space was level! Many encé members commented on
being fascinated by its almost imperceptible pregria the final moments of the
play. The use of real wine, in the intimate spasesperformed in, also added a
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more visceral experience to the ending of the pRagther than just seeing and
hearing the poisoning, the audience could also Isimeheir encounter with the
onstage world occurring within their own bodily seg’

In Belgrade, where we performed at the Rex CultQetre, there was a
similar situation to the Allen Hall theatre. Agathe entrance and exit was behind the
performance space, so the sense of ‘entrapmenitrect The Rex Centre also had
strange acoustics, the difference this time béiag rather than sound disappearing, it
bounced around with a great deal of echo. Thisicdytcreated a sense of emptiness
but gave the ‘bunker’ space an aural sense ofjbuinch larger than the Allen Hall
space, despite the fact that the performance dgatfavas smaller.

In Timisoara, the performance space was rathardift again. We performed
in a non-theatre space, in a room in the Centrituéal German. Our lighting was
domestic lighting fixtures as can be found in aeynmar room. We had a basic
sound system on which we could play the three reduinusical tracks, which the
performers operated themselves during the showthendnly mirrors we had were
the small ones we brought with us. However, thisk laf theatrical support
elements was made up for by the fact that the andienembers were extremely
close, so they had a real ability to focus on timyances of the actors’
performances. A confrontation with the world of flay was inevitable, because
the very physical action was occurring right atirtieet — there was no hiding for
the audience, so they could not be passive. Thasealgo nowhere to hide for the
actors — the meta-theatrical moments when theykspdaactly to the audience
were very direct. Audience members were very canscof their voyeuristic role,
peering in at these two trapped actors. This emtesgp was of a different kind that
in Allen Hall or the Rex Centre. Rather than botidiance and performers being
trapped but isolated from each other — here theae wapped but unavoidably in
contact. Very subtle sounds could be heard by bioks and they made direct, and
at times very close, eye contact. Rather thanrfgehat they were trapped in a
‘void’ as in Dunedin, here there was a very closmbfeedback loop. The actors
could play with the status of the actor-audiendati@ship — speaking from below
spectators, looking up at them from the floor; oweéring above them as the
audience sat while the actors had freedom to mdves was perhaps a reason for

® In contrast to the spaces discussed here, theimptne wine in the June 2007 performanc®oértett
at the INFANT Festival in Novi Sad had an altogetfiferent outcome. There were two reasons far thi
— a change of male actor in the role of Valmont thedspace we performed in. Firstly, the new actor,
Patrick Davies has a great deal more hair on hdy Bwan the original actor, Brian Hotter. This liae
effect that he ‘mopped up’ or absorbed a large gtigm of the wine on the floor, so it didn't jo@y
across the floor at all! The audience thereforerdit perceive it as a ‘performer’ in the same way.
Secondly, as we were performing in the vast Himerlstage of the Serbian National Theatre, the
audience was physically further from the perforneearea, so fewer of them were able to smell the.win
The one advantage of this performance space howeagthat the lit performance space seemed to floa
like an island in the vast darkness that surrouritdedeach side and above, which gave a whole new
meaning to the isolation of the characters’ world.
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the focus in audience feedback on the personalae$hips presented in the work.

A major source of critique from German spectator€iuj-Napoca was that
the performance was too ‘one-sided’, too focusedhensexual relationship to the
exclusion of other aspects. This had a certain amtmido with the performance
situation in Cluj. Once again the actors and sp@stavere quite close, though in this
case it was in a more standard small studio thetevever in this version of the
performance we had no stage lighting, which méeattvwe could not create the sense of
light coming in through holes in the bunker wadls,in the original lighting design. In
fact we didn’'t even have stage lighting, as thistiligy equipment was on tour with the
company of the Teatrul National, in whose Sala Bwfiowe played, who were
performing in Bucharest. Using ‘workers’ alone géwe stage a quite ‘flat’ appearance,
and the aspects of the spontaneous interaction thatHight therefore could not be
utilised. We had a very lovely and helpful techamcivorking with us, but he could only
operate the working lights from behind the stagéh\Whis very difficult text, it was
impossible for him to know when the performance &rading without being able to see
what we were doing. His only cue to listen for Wed we stopped speaking. Through no
fault of his own, during the first long pause frepeaking that we had, he thought we
must be finished and turned off the lights. Aftemttwe were concerned that whenever
we paused he might have the same response. Thig tiatwe shortened a number of
the pauses and therefore the rhythm of our perfocenavas somewhat disturbed. This
was to the detriment of the ‘flow’ of the chorequmg and vocal rhythmic patterns.

On the positive side, as an opera company is nesioe the Teatrul
National, we were able to borrow furniture for gperformance which was more
appropriate in terms of its French style than arhere else we had played in
Europe. In fact we re-worked the movement begimrand ending the play in
order to use the lovely Louis IV-style couch weriduas a means of expressing
Merteuil's distance from Valmont's death. The radder, which we also found in the
props store, that Valmont perched upon high abwesthge during Merteuil’'s opening
monologue, gave a more precise expression of teglay — she’s pretending to talk
to an imaginary Valmont, and he’s pretending ta€grthe game later, but he is really
watching the whole time, and his observation becopet of the ritual. In other
venues he entered from amongst the audienaehich also gives a sense of meta-
theatre, but in a very different way.

In addition to the meta-theatrical aspects, thattlwal concepts utilised in
both the creation and the performance of Quartettesphenomenological aims: of
engagement in a ‘lived’ experience where a key phitthe playing is the actors’
consciousness of struggles both already overcomehigarsal and as an outcome of
different performances spaces. Most of all, | hibja¢ the audience also has a ‘lived’
experience, in their active, sensorial engageméhttiae production of meaning.

” In two 2007 seasons of the performance Valmorwredtirom behind the large mirror in which Merteuil
had been playing to her own reflection as ‘Valmavitich gives another meaning again.
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The overall aim of this process is to engage bathtors and receivers in auch
an engagement with the complexity of Muller's mldiiered text, by setting up
seemingly contradictory mental and physical actidhigller, himself a great paradox,
hints at exactly this kind of simultaneous but dininally opposed physical action and
mental response, when he quips: “Even dying wdatagh” [Holmberg 2001: 65]
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ABSTRACT. The study centers on some basic paradoxes thatliertie drama texts of a well-
known author of Romanian origin, Mateisdiec, such as the coexistence of the poetic and the
parodic discourse. The dramatic work ofniec is also seen as an ongoing textual performance
very much aware of its historical and ideologicahtext. Thus, the theatrical process of his
writing for the stage transforms the prior moderaissurd and the empty loquacity of inter texts
and of utopian theatre fantasies into a much moreediate drama, which is both acutely
political and full of a pervasive subjectivity.

The imaginary of Romanian writers such as Caragibdara, Urmuz and
lonesco has probably nourished Mategrigc'’s inclination for the absurd, as well as
for that type of farce that does not lack a tragicent. His career as a playwright turns
out to be nowadays really spectacular, his playsgbstaged, in recent years, in
different theatres in France, Germany, Austrialafith, Italy, Turkey, Belgium, The
Netherlands, The United States or Canada. He hesmeea favorite of theatre
festivals such as the one in ,Avignon” or the ,BenmBiennale”, and in 1994 The
Society of Dramatic Authors and Composers of Franearded him The Great Prize.

What are the particular aspects of his playwritingerms of the theatricality
of his imaginary and of drama structure, that iddaecount for his international
success? A play that proves really representativhi§ poignant dramatic style@id
Clown Wantedone of the French versions of which is entitlad ifBourira jamais.
Claiming the famous ascendancy of the so-calleatref the absurd from the 60’s,
Old Clown Wantedbelongs to a hybrid dramatic species, the tragatbeurd farce, in
which the categories of tragic, comic, dramatiguatl and grotesque interfere in a
synthesis that proves fertile from an aesthetiapof view. Beckett (to whom
Visniec dedicates, in fact, a plajhe Last Godotmaking a literary figure out of
him), lonesco, Pinter, Genet, Arrabal and Mrozalt, o less Pirandello, all of
them seem to symbolically watch over the dramasicalirse of Matei \énhiec.

Nevertheless, the violence specific of the emotiolimate of the tragic farce
is not for only once overcome. With Mateiskiiec, this happens by re-establishing the
classical balance of analytical drama (situatedhin celebrated tradition of Ibsen,
Chekhov or Strindberg), whose tension of idea®is attenuated. Consequently, his
theatrical discourse reaches the imponderabledgmiof a fairy play. ,The world of
my plays lies on the border between the grotesgdgaetry (...)” — is one of the main
artistic confessions of the Romanian playwrightgusalso well-known in his native
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country as an important postmodern poet and nowalithe 80's). Introduced in a
subversive way in the area of the absurd and ataihme time associated with a subtle
lyricism, the fairy element mingles, in gfiec’s plays, as in Kafka'’s fiction, with the
grotesque (for instance, @lown Wantedin the witchcraft scene in which balloons are
continuously emerging from a box resembling a odffi

Clown Wantedtan be with good reason considered a sample fofrpetive
writing® that is symptomatic for the post-absurd dramatufipe striking avant-garde
tones that still pervade the theatre of the 6Q@sfiltered through a sweetened lyrical
irony. Moreover, the absurd tragicomedy is recotateto traditional drama through
the selection of the themes and the emotional tseve both being timeless and
situated beyond any specific literary fashion. frhgic guilt of Viniec'’s clowns (such
as Nicolld, Filippo, Peppino) — anonymous, inteplaeeable individuals, therefore
anti-heroes — is no other than the ontologicat g@self, as it is for Kafka's Joseph K.,
for DuUrrenmatt’'s Alfredo Traps or for lonesco’'s Béger. The three clowns of
Visniec's — as well as other characters of his, ssctBmbi and Bruno, Godot and
Madox — represent at the same time ,the whole Warld ,nobody”: ,Everybody can
be Peppino. There are thousands of Peppinos. Allwbrld can be Peppino” —
exclaims one of the three old clowns who have coneempete for a new job.

The theme of the mortifying cessation, of a certsispension in non-
action or in the state of an eternal waiting — saema fundamental existential
attitude, both alienating and consolatory —, ad a&the theme of the proximity of
death (waiting, indefinitely prolonged, becomesthparansform the play into a
Beckett-like palimpsest. The place where the tlsteens arrive, one by one, is, as
in End-Game, an impersonal building, deserted @ggsha pure fantasy of the
characters), lacking any windows, therefore deprigé any communication with
the outside reality, a coffin-like building. On tlther hand, time also remains
uncertain (it is five, or six, or seven o’clock)s An plays such ashe Door or But
What Shall We Do With the Cellothe clowns are now waiting in front of a
mysterious door, whose simple appearance increghs@isanguish. The door in
Visniec’s play belongs to the same category of terrilphibiting objects of
interdiction along with the Kafkian gate of Law, with lonesco’s fantasy-like
wall, that the author of The Bald Soprano invokesis diary. The textual gaps or
traps which appear every now and then in the diglogf these painful histrionic
figures allow us to hear, from beyond the fatidiorl an annoying ticking, continuous
like a bad omen. The sentences that Jean-Micheht®abses to describe the
relationship of Beckett's characters with their ogpeech could as well portray the
voided and alienated self of ¢iiec’s clowns. An almost dream-like substitute of

! The meaning that performance analyst and the®eggy Phelan conveys to the dynamic concept of

performative writing is revealing, | think, for iec’s texts: ,Performative writing is solicitoukatfect even
while it is nervous and tentative about the cormecps of that solicitation. Alternately bold and/,co
manipulative and unconscious, this writing poiahlto itself and to the «scenes» that motivat&ée Peggy
PhelanMourning Sex: Performing Public Memoriésndon and New York, Routledge, 1997, pp. 11-12.
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real self is, for the anti heroes ofskiec, issued through the impersonal textual voice
of Nobody and Nothing: ,If | am only as long asaysto myself «l think», and this
inner soliloquy has to be repeated endlessly, bimecthe ghost of my speech. My
words thus generate images that attempt to cowénigolack of being”.

Whether teasing one another, suddenly becomingigthilwith a touching
ingenuity, or mocking at one another, full of erand bitter sarcasm, or hugging one
another in tears, at peace with their ridiculotis, flne decrepit artists of the stage are in
fact challenging one another with an empty perforceaof pure discourse. Untimely,
they participate in a competition with death, wisienultaneously prolonging for
themselves an eternal present, an infernal onepttihe absurd verbal prolixity. The
histrionic pose of mere verbosity and the marienatipect taken on, in a grotesque
manner, by the textual and ,textualist” charactersind of the paradoxical mixture of
cruelty, tenderness and childish behavior thatteée found with the comic heroes of
Caragiale, the greatest classic Romanian playwrig¥ith Visniec’'s characters,
however, the habit of indulging themselves, in batkruel and a pure way, in an
infantile attitude towards life gains an increairgiloomy note. The would-be ,child”,

a frequently type of character withsgdiec, is practicing this time, in a Don Quixotic
way, a desperate and conscious self-delusion: ¢lfdie, well, it's over, art dies as
well. It's over, everything disappears. That's wisay we should sell ourselves at a
good price, for gold”, suggests, with ridiculougherisiasm, Nicolld. Taking refuge in
their acting parts, \¥hiec’s clowns only mime the vital energy they ohed, and find

in their so-called artistic calling the supremecigse”, before Destiny itself, that they
should be granted a delay for one more day. Evakinglusory glory from the past,
Nicolld, Filippo and Peppino (Peppo) play eachhai, one by one, in front of the
other two, a buffoonery scene. Their painful praffgirtuosity can be read as parables
of death, which becomes the real Godot aghiéc’s play. The last clown to perform,
Peppino, simulates a heart attack, and his crustifiogtion makes the other two
furious, as they have first taken pains to save Borprisingly enough, Peppo will
finally breathe no more, dying under the angry ghinig blows of his mates. The most
talented of them has consequently been ,hired”dattd and the survivors, murderers
against their will, understand now each other #dilerThey enter, naturally and
smoothly, the room beyond the fatidic door, sarffaccessible, and hide their victim in
there, against another corpse of a clown, dresgbdive same hired suit and guarded
by the well-known patched suitcase. When the tveovies, now murderers, leave,
behind them remains the empty hall — a somber siageiting for death. But the hall
will not be deserted for a long time. We can eagilgss that here will arrive, sometime
soon, a poor old clown — another Nicoll6, or Fiippr Peppino —, waiting for his turn...

2 Jean-Michel Rabat®&eckett's Ghosts and Fluxigris ,Journal of Melanie Klein and Object Relations
An International Journal Devoted to the Understagdif Object Relations”, volume 15, number 3,
september 1997, p. 488.
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By canceling the conclusive end and by resortirtheacomical (or, here: both
tragic and comical) anti-climax, Yiiec chooses to employ a false plot, one that is
rather circular or sinusoidal, as we can frequemntiget in the tragic farces of
Durrenmatt, Frisch, lonesco and Beckett. A reptesier oeuvre for its genr€lown
Wanted- one of the most frequently staged texts byiéc, along with such plays as
Horses at the Window, The Last Godot, Three Niglils Madox, Gufi's Land,
Decomposed Theatrer Man as a Garbage Can can be ranked as a masterpiece of
post dramatic tragic comedy, in the important priti of some celebrated plays like
The Bald SopranandThe Chairs by Eugéne lonesciyaiting for Godatby Samuel
Beckett, ofThe Birthday Partyy Harold Pinter. Speaking for an innovating peett
mystery and derision at the same timeniéc’s plays claim without doubt, on the one
hand, the ascendancy of the theatre of the absdlekd, the clown-like creatures that
Jnhabit” his plays share with Harold Pinter’'s ah@roes, for instance, the same
wretched and pathetic condition, as well as thedumgiscious feeling of the futility of
each gesture of human communication. On the otled,kniec’'s clowns have in
common with lonesco’s characters the conscienandadlienating ontological guilt.
Besides its modernist absurd implications, the ifgysg verbosity mocked and highly
exposed by \éhiec becomes a definite sign of any totalitariaspiat, such as in the
subversive political plays, e.g. The Spectator Sexdd to Death, or in the openly
political drama texts, such as the psychodramaticdistanced, epical theatricality of
How To Explain the History of Communism to Mentatients.

The pathological inclination towards evil — as tm to be found with some
figures of the dubious underworld of Jean Genelse seems to haunt pathetic and
pitiful individuals such as Macabeus and ParasthiVisniec's playThe Pit in the
Ceiling. Whereas the tragic of loneliness and that oftidwescendent and existential
void reminds of Samuel Beckett, whomsMec recognizes as his master. However,
even the Beckettian type of tragic, that most pévlgrimpregnates \niec's theatre,
is far from being taken over in an epigonical marime the Romanian playwright.
Transformed into grotesque marionettes by theirdédife (fear of themselves and of
the others), the clowns of dfiiec are caught in a false dialogue, a false kihd o
maieutics in fact, by continuously pronouncing befone another a succession of
sophisms and of alogical statements —i.e. a nafjstomedy of language.

Eugéne lonesco confessed that in his celebrated Betheé Soprano he
intended to achieve a tragedy of language, whichldvbreak the limits of our
.bourgeois” affectivity and make the human beingyai@ his metaphysical
perspective on life. Instead, Mateisdiec seems to aim at a pure and non-inhibited
aesthetic game, as a contemporary supporter of foartart's sake” doctrine.
Visniec handles his characters as if from a distamithout apparent emotional
involvement, in an almost impersonal manner. Thixdases the atmosphere of
ludicrous gratuitousness of his texts, which becexercises of verbal virtuosity.
Symptomatic in this sense are some replies bettveedeath-sentenced Artur and
his executioner, in the play entitled Artur, then@iot:
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.Executioner: You have cursed me! You have abusedwith awful words! You
have dragged me into the mud. All these will beetakato account and weighed. Even the
weighing machine will be broken...

Artur (Perfidious): Do the rules say that you h&wveut off my head with the axe?

Executioner (White as a sheet): Which axe? Wha? axe

Artur (Tearing out the axe from executioner's backjis one, which you have
brought with you.”

Quite frequently, as is the case in Artur, the Ganboth the conflict and the
epic texture seem pure consequences of the extipraitie of the characters. The
almost chaotic exchanges of replies create orrathmilate a dramatic tension. For
instance, the tragic-comical situation in which finetagonist Artur, who is sentenced
to death, terrorizes and victimizes his own exeoti is not at all a logical dramatic
necessity, but merely the surprising effect ofrtdelirious replies, pronounced in spite
of each other. Finally, Artur gets what he has dated — the whole mediaeval ritual
of a pompous execution, with a red carpet, a druminempets, public... The
Governor himself will hold an encomiastic speecHiciged to the haughty convict:
.He wanted to die with dignity, and, look! he obied everything he had hoped for.
(...) This man is a hero. (...) He is our only a®nhe is Messiah, the last great
vanquished of the sky”. And, nevertheless, in gpitdie public recognition of Artur’s
great personality, his head will implacably fatingersaulting ,.as in the old-fashioned,
bad horror movies”. Artur, the Convict, subtitle@squerade, is a tragic farce that can
be read as a sort &xit the King(Le roi se meurtpf Visniec’s. As in lonesco’s
dramatic masterpiece, the horror of death cannekbecized through the sophisticated
ritual that is being staged. The luxury and thewremial sobriety that surround death
are actually meant to emphasize its inevitability.

Pockets Full of Breada one-act play, is another masquerade of the
incontinent verbosity of two anonymous interlocstofhe Old Man with a
Walking Stick and The Old Man with a Hat. The refee of their pseudo-
dialogue has probably been forgotten, so that #msion towards a possible
meaning remains artificial, as it is stirred by there farce of their verbosity:

»1The Man with a Hat: They are sadistic!

The Man with a Walking Stick: Absolutely.

The Man with a Hat: Sadistic and lousy bastards.

The Man with a Walking Stick: Scoundrels.

The Man with a Hat: Absolutely.

The Man with a Walking Stick: This is unacceptal#laything but this.
The Man with a Hat: Of course it's unacceptable.”

While the two throw pieces of bread to a dog ttet fallen in a well, from
another level of the universe an unseen hand hafswv$ them, in their turn, some
bread. In the extra-textual sequence entitled Versiomeocontinued, which the

% See, for the double encoding of the atmosphetteeqdlay, Letizia Dannery, in ,La Marseillaise”, fiars
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author proposes to a would-be reader or stagetdirdbe play ends with a parody
of a mystic-archetypal vision, in which all the oos levels are communicating in
awe-inspiring prayers: ,, The celestial light flooois the vertical all the floors of the
universe. The beginning of some church music spriqgwith great majesty”.

Quite often, the protagonists ofgvliec’s plays do not belong to a clearly
defined species, having at the same time anthropuiviey zoomorphic and
mechanical features (like the unicellular beingsher animal-rain in Decomposed
Theatre). According to the opinion of the mercifwead-throwers imhe Pocket
Full of Bread it is not at all certain that the mysterious twea from the bottom of
the well is really a dog after all. The two men ewaply the possibility that the
inhabitant of the deserted well might have commditiiicide. Otherwise, the
interlocutors dispute, in a grotesque-humorous regnthe possibility that the
animals could, in their turn, commit suicide, felimg man’s example. In the play
entitled, in the well-known manner of PirandelBut, Mom, They are Recounting
in the Second Act What Happened in the First,Qhe main protagonist of the
meta theatrical scenario is a strange pit thatlo#ls human and animal capacities:
it sings, has changing moods, is either tendermaagtrnal, or aggressive and full
of carnivorous impulses.

On the contrary, imhe Pit in the Ceilingtext that gives the title of one
volume of plays published by Matei ¢iec in Romani3, the pit that opens in the
ceiling of a cellar inhabited by two tramps canrbetaphorically interpreted as
void of transcendence. Deprived of any transcemdlenieaning, the paltry
destinies of \4niec's anti-heroes gain a specific lyricism of tegistential
uselessness and despair. Paraschiv and Macabeusiathramps in The Pit in the
Ceiling, go blind and deaf by turns, afterwardsythese their human abilities,
being finally shot by The Well-Equipped Soldier.eTkend of the play, as in a
postmodern parody of the macabre gothic sensatsmmakomehow recalling the
dark poetry of Sarah Kane’s plays, is intendedrtalppce a negative katharsis: over
the two corpses stained with blood, an increasingiyerful melody raises,
Lriumphing over the human species”.

The Beckett-like theme of the mortifying waiting (plays such a€lown
Wantedand The Doo) reappears iBut What Shall We Do with the Celld?ere,
the motif of music as a prelude, both sublime arategque, of death, takes on a
negative connotation. Taking refuge from an apqatadgl rain in a waiting room,
The Man with the Paper, The Old Man with a Walk8tgck and TheLady with the
Veil will murder The Man with the Cello, being exa&sated by the lofty harmonies
created by the musical instrument. Absorbed by diilist muse, the musician
probably lacks the real need to communicate with fellow beings, and their

1996, p. 21: ,Un réalisme décalé”, that is to béarstood in ,toute sa dimension métaphorique”.

“ See Matei \niec, Teatru. Rianjenul in ram, vol. |, Bucureti, Editura Cartea Romaneast996 (2 edition,
2007);Teatru. Groapa din tavarol. Il, Bucureti, Editura Cartea Romaneast996 (2 edition, 2007).
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revenge becomes unavoidable. They will throw hito ithe dark rainy night.
Because of his proud and Bovary-like, unrealistieaths, the protagonist of
Traveller in the Rain will also be murdered by aamommunity of people, who
prefer to preserve their unpretentious and commedhexistence.

Significant as far as a whole metaphysics of thateny is concerned, the
dramatic oeuvre of Matei Wiiec goes beyond the revolutionary mockery of it
drama, to be found with lonesco, as well as beReukett's mixture of the tragic and
the absurd. Instead, iiec chooses the somehow gratuitous comic of fkaating
postmodern verbosity, combined with a paradoxicacabre fantasy, in the
ascendancy of Urmuz (a strange forerunner of buthstrrealistic and the absurdist
trends, from \niec's native country). But nonetheless, as heoespl performative
pretexts beyond post absurd gratuity, the playwfigally engages, step by step, in a
theatrical writing that proves both poetic and jjdl”. A turning point in his
playwriting is the famous, todaody of a Woman as a Battlefield in the Bosnian
War, where the so-called postmodern micro politicsleftity finds a much too proper
,Stage”, a militantly ideological one: the body afraped woman, Dorra, a sort of
methonimy for the terrifying field of ethnic watbe Balkans. The less textualist and
crowded with parabolic meanings his plays getntbee alive, politically involved and
full of immediacy his theatre imaginary becomes.

Writer and drama theory scholar, Laura Pavel isl@OPAssociate
Professor at the Faculty of Theatre and TelevisibyBabes-Bolyai” University
Cluj, where she teaches theatre history and perémoe theory. Author of the
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Skeptic] 2002;Fictiunesi teatralitate [Fiction and Theatricality2003;Dumitru
Tepeneagi canonul literaturii alternative [Dumitrlisepeneag and the Canon of
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~Synergies Roumanie”, ,Journal for the Study of B&ins and Ideologies”, ,Studia
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PARADISUL SUBTERAN AL ANILOR 60

MIRUNA RUNCAN

ABSTRACT. This article uses a complex commentary to a rebeonk dedicated to the
underground theatrical movement of the sixtiesp(®&ta J. Bottoms, Playing Underground. A
Critical History of the 1960s Off-Off-Broadway Mawent, The University of Michigan Press,
Ann Arbor, 2006) as foundation for a comparative@repch. The Romanian and American
theatrical aesthetics and the experimental apstage synchronizations are subjects of a close
investigation in terms of playwriting and stageediing, even if the distances and the social-
political differences seem to make such a miikar-Venture - more or less / unpractical. The
landscape the comparatistic essay offers — in tafnslays, repertoire, theatrical styles or
audiences — is nearly hallucinating, but speaks alout a strangely common need of the
“freedom of expression” definition, in both artsigolitical fields.

Welcome to the sixties!

Pe aici, pe la noi, aura de mister, eliberareangimita si artisticitate boerha
anilor saizeci, In loc % scad si si se istoricizeze cuviinciossa cum s-a intimplat
oriunde Tn lume, parei alteas@ mitologic, dizolval in micasuet de amintiri a celor
batrini, darsi in ,formele care plutesc”afa mand, fara ta@, nici citate propriu-zise,
nici clisee de-a dreptul. Cum studiile istorice solide gunne, iar traducerilgi maisi,
folclorul minortine loc de cunagere, anoningi colectiv, ga cum zice la manualul de
clasa a patra. De cele mai multe grigsta e aproape o lege natiifl materie de
teatru romanesc) asupra dramaturgilor — timyduini, nu conteaz - actorilor,
regizorilorsi spectacolelor lor din argaizeci, fie ei din Bucugdi, fie ei din provincie,
se geaz praful gros al unei nemeritate it cimentat de ploile vreunei arhive
aruncate la gunoi, care pune astfel capacul defpeste absee.

Sigur, orice compat ntre New Yorkulsi Bucurstii anilor saizeci pare o
glumi, poate chiar gor sinista. Si totusi, de ce nu? Suntem la teatru! E o anume
frenezie postbelicgata & de Tn pirg, exact intre 1956 (moment politiestetic crucial,
fie si numai dag& ne gindim la Budapestsi la apogeul vidtorii de vijitoare
americane)ki 1970. Si asta pretutindeni, in Europa de vest, de est,dgaaolo de
Atlantic...Cum & nu dai friu liber fanteziei comparatistice? aCireme diferetele
dintre aicisi acolo sunt atit de drastice, cum se facesitatéi par 4 ne lege atitea? at
0 perspectiy aventuroasde lectuli pentru o carte absolut exciepak’.

Dedicat lui Michael Smith, dramaturg, regizor, cronicaamatic dar - Tn
primul rind — @lauza de incredere intr-oakatorie in timp prefati cu capcangi
hatisuri umbroase, cartea lui Stephen J. Bottoms e rotispe capitole compacte

! Stephen J. Bottoms, Playing Underground. A Critididtory of the 1960s Off-Off-Broadway
Movement, The Universiy of Michigan Press, Ann Ar2006
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si dinamice, n trei ,etape”, ordonate mai dedgrai® contextul cauzadi efectiv
decit pe o periodizare strictPe de-o parte, avem de-a face cu etapa strarge ca
acopet tulburatul deceniu postbelic, in care miigestetice sunt abia siite, dar
tensiunile politicesi sociale Tmping Th bunmasuri citre ruptura evidegtdintre
traditionalul divertisment teatral proditor de profit (burghez, consumistic,
.,mainstream”, cum vng sa-i spunei, simbolizat de Broadway)si...teatrul
Lcontinuturilor”, direaionat texto-centristatre ,ceea ce trebuie spus” de urgen

O deja consisteattradiie litera de sorginte post-ibseni@nmpinge n
preludiul anilor saizeci d@tre off-, altfel spus dre independentizarea unor
dramaturgi, actori regizori - mai mult sau mai gia tineri — in raport cu industria
de divertisment oficializat Numai @ off-Broadway (foarte aseinitor - dar
pastrind propatiile - cu eforturile concurearale facute Naionalului de companiile
particulare bucurgene, in special de Compania Bulandra-Maximiliaprst n
anii 1930) nu e decit un Broadway mai modest,ge mai ptini si cu rgete mai
putin consistente; ba chiar, in scurt timp, se doytede platforni solida de lansare
a scriitorilor, actorilorsi regizorilor spre...firgte, Broadway. Exceptind Living
Theatre, care emigreaspre Europa ducind ,evazionismuBuspsiho-dinamicsi
oniric, ramas piA tn 1963marginal, are o absortle de celebritate european
cooperativelssi francizele off- (cu rebelul Edward Albee in frahtsunt evident
intr-o perpeta pendulare flux-reflux, lanind, ga cum lleana Berlogea remarca cu
mai bine de doudecenii in urri¥’, mereu innoitele mode de consum ale centrului.

E, Tn mod evident, nu numai o probkede reaie socio-politi@ si artistici, Ci
si una de topos, de ,loc” al ganii teatrale in ansamblul ei, de cucerire, prin
descentralizarea vaijt a altor dimensiuni de comunicare cu publicul, oiguros
vorbind, cu publicurile posibile. Fiindcevident, unul dintre eroii nenugirgi cartii lui
Bottoms e New Yorkul insy ca metropal a confluerelor, aspirdilor si ,posibilelor
revoluii” — teatralesi nu numai. Externalizareg opoztia faa de estetica de fondant
a industriilor ,showbiz” produce, ddgum sestie, a doua pulsiune, off-off-ul, afii
loc providemial, Greenwich Village, o suburbie boem-univeréitdeja stabilizat din
anii 1920, in& mai oferea Tn 1960 sguaeftine de inchiriai de locuire.

Nimic de felul acesta, ca topos gaca fenomen teatral, nu ar putea fi similar
in Bucuretii saizeciti, unde artele sunt centraligtideologic observate, coordonate,
cenzurate. Cel mult, via cafenelelosi restaurantelor ascunse din centrul capitalei,
unde boema literay plastié si teatrah Tsi dezbate, mai mult sau mai tpuliber,
esteticile, viga cotidiad, antipatiile si simpatiile, fira ca blindul -si in fond
supravegheatul — lor hedonistnteanspat in produse alternative, cu atit matipue
rezistem ori de opozie. (Un asemenea tip de rezis#éopoziie s-a intimplat, spre
exemplu, in Polonia ori Cehia, acolo unde existtadiie a cafenelei literare, a
lecturilor clubistice ori a cabaretului politicdi totusi...vom reveni asupra acestui
subiect. Fiindg ,primavara” - scuri - se anuta, deja, mai ales prin pgenomentului.

2 lleana Berlogedl eatrul american de azCluj, Editura Dacia, 1978
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Independent de cele trei seni aparent temporale alérdi, cea dedicdt
coagutrii echipelor celor mai reprezentative, cea dedigatncipiilor si esteticii
emergente in momentul de virf 1963-1368ea dedicdi disoluiei si efectelor de
dupi 1970, Playing Undergorund lansgazuneori de-a dreptul polemic in raport
cu bibliografia deja clasicizat— citeva paliere caracteristice pentru dezbaterea
critica (ba chiar auto-criti) a fenomenului off-off. Interesant esteaceste paliere
problematice, uri@rite consecvent in sincronie, sunt de cele mai enulti
rezultatele reflexive ale interviurilor prelungi pare autorul le-a gimut de la unii
dintre supraviguitorii miscarii, autori, critici, actori ori regizori, ori toatla un loc.

Un palier fundamental este cel referitor la terdeeki temeiurile literar-
actoricati ale off-off-ului. Un altul este legat de rapoitel (imposibil de categorizat
strict) dintre amatorismul nayostitsi ,profesionismul” academigi/sau sindicalizat;
jocul lor dialectic Tn sinul colectivelor-comufiitor artistice d masura liberdtii de
atitudinesi expresie a unei intregi epoci. Un al treilea grationstant este acela al
implicarii miscarii off-off-Broadway in contextul politic, socigl estetic al vremii: un
interval temporal Tn care refuzul autatiit cavalcada pentru drepturi civilezboiul
din Vietnam, sga-zisa revoltie sexual cu consecitele sale directe-indirecte
(feminism, ,gay culture”, ,LSD culture” etc.) se jabetesc complexi inseparabil cu
expansiunea culturii begitpop, cu asimilarea esteticii lui Bregita tezelor vizionare
ale lui Artaud, cu primele izvoare ale antropolotgatrale dasi cu idolatrizarea, tipic
america#, lui Grotowskisi a... ,teatrului rac”.

in fine, un al patrulea palier, deosebit de impurta zice, este acela de recitire a
fiecirei dezvolliri specifice, fie ea literdr actoriceast; regizoral ori muzicaf (nu
trebuie uitat & momentul de cotitdr de muli membri ai mjcarii refuzat vehement, este
dat de migrga in off-, si ulterior pe Broadway a prodiiei lui Tom O’Horgan cu Hair,
care e numai virful de aisberg — comercial, ar @eenbrii fiitiei - al muzicalurilor off-
off) in raport cu comuritile constituite de publicuri specifice: de pe fiecatrad, din
fiecare pia, din jurul fiecrei congreggi religioase constituite, Tn care vreuna dintre
cafenelele sau companiile independesiideisfisura activitatea curent

Farmecul exploziv (si iluzoriu) al libertatii

.| remember you well/ln a Chelsea hotel...” um cintec al lui Cohen, scris
tocmai la sfigitul acelor ani. E un cintec despre...Janice Jgmdintru care maestrul tuturor
tristetilor si-a cerut la un moment dat scuze public, dar pemad-a retras niciodate pe
piaa, nici din compilgile ,best of’. Instinctiv, urmarea dialogafretrospectiv) a acestui
inceput de melodie-poem imi pare a fi ,Freedonuss §another word for nothing left to
loose”. Fiind@, in materie de teatrdrac, mult adulatul Grotowski vine la New York s
vinda catehism unor stilpnici: off-off-Broadwayul aretivie serioase in a se institui pe sine
drept protocronic in raport cu tezele asceticedatprofund diferite dagi atit de straniu
aseninitoare n substaa lor, ale maestrului polonez; care e primit de Néwk cu
covorul rau si gratulat cu ample cronigi comentarii, inclusiv televizate

% De aici, probabilsi readia morognoas (akiturea cu drumul, déce s te uii la corul general de suspine) a
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Fiindca, ce fel de &acie € mai predici? La Caffe Cino, cafeneaua teatral
emblematig din Village, casi la coplaitoarea majoritate a spectacolelor grupusior
companiilor competitiv-concurente, La Mama Cafeestéfi ulterior La Mama Troupe,
ori Genesis, ori Judson Poets’ Theatre, ori Thg-Fbuse of the Ridiculous, cu atit
mai mult la Open Theatre, nu s-au vindutadrarte aproape de anii 1970, bilete.
Intrarea era, cel mult, restiicnat de consum& de un dolar, ori de o pseudo-
legitimaie de membru al clubului - de doi, trei sau patlad pe an. Decorurilgi
costumele erau, de cele mai multe ori, caideate de mii de actorii 1isi, din
deseuri casnice sau difimasite ale unor spérinstitutii dezafectate; iar extraordinarele
lighting-design erau adesea opera unuiaceluigi artist, care migra gratis de la o
companie la alta: miraculosul personaj de basmupeenJohnny Dodd. De prisos s
mai subliniez aici & onorariile scriitorilor, actorilosi muzicienilor se ofineau la
fiecare reprezentie prin plimbarea uneiahirii sau a unui cailet, ca la caniota
liturgica. Lupta singerodscu fiscul in scopul de a protejasearea faga de orice profit
potenial — pierdud in cele din urr— darsi cu taxele de licei ale prindriei si, mai
ales, cu sindicatele actorilor a durat un deceniu.

JAtita vreme cit a durat, aceastezistema dispreuitoare faa de convetiile
economice a fost una dintreiditurile cheie care au difergat off-off Broadway de alte
noi intreprinderi teatrale ale vremii.” (op. cit3p

Cu adetrat, dimensiunea asurdaa giriciei (fizice) militante, o &icie
ascetid, insi dincolo si dincoace de orice dogm( in scopul declagrii, prin
ardere de tot, a capatit de creaie individuak si colectiva, atunci cind ,nu mai ai
nimica de pierdut” - deciséi liber) e capital Tn off-off. Joe Cino, proprietaruyi
animatorul fird egal al Caffe Cino, se extenu&at apoi se sinucide pentru a nu
parasi acest model, iar figura sa emblematiuteste asupra memoriei colectige
astzi. O discuie serioas legati nu de singismul politic, ci dexdacina ultima,
morak mai degrab decit religioas, a acestei tragice comidiinca nu a fost cu
adevirat deschis Acest nod de nervi al atitudinii de opgeifaa de profit ar fi
putut fi demantelat #tar in momentul de uga gargai filozofico-sociak dedicat,
de ambele fti ale Atlanticului, celebirii , saizecisi optismului”. (,Saizeci si
optism” care, Stephen Bottoms ne atrage cu seatezdtetia, reprezint pentru
off-off momentul de tobogan, inceputul sifialui; totuna cu o...criz de legitimare,
mortak in fond). Din facate lumea teatralamericaf, casi cea framuzeass, au
rimas, la acest capitol, corigente.

cronicarului de 1&/illage Voicela a doua vizitamericaa a maestrului:\Jn spectacol de Grotowski afata

0 mag de oamenidzut: in adoraia propriei credine.(...) Aerul ei de pietate auto-celelarét.) se combicu

0 ambian elitisti foarte la mod, adesea chiar infatuatdin pricina @reia reprezentile de la New York
reusesc 8§ produa cea mai intoxicantdintre atitudini: spiritualitategic.” Wetzsteon, Ross, , Theatre: Two by
Grotowski”, Village Voicenov. 27, 1969, p.46, apud Bottofgying Undergroundp.9
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»Viziunea origina#, radical anticonsumista off-off Broadway — ca forihde
Jeatru liber” In orice sens posibil - s-a dovetitcele din urri imposibil de sugnut, Tn
principal fiinda practicienii ei au avut in cele din ufma se confrunta cu nevoia
supraviguire. In a doua justtate a anilor 1960, unele din teatrele off-off aezeit G-si pot
rezolva perpetuele crize financiagedificultatile legale pe calea gigarii granturilor de
finantaresi a legitimitatii institutionale. Finalul mycarii e, probabil, cel mai limpede marcat
de dizolvarea voluntara Open Theatre in 1973, tocmai pentru a fi evisittzgia in care
compania ar fi devenit o entitate dependeatd granturi, care se perpetukgae sine doar
de dragul de a se perpetua.” (op.cit., p. 3)

Lucrul absolut evident dagi cu adewrat novator, la primul palier al
dezbaterii lansate de Stephen J. Bottoms, estalfept, cel puin intre 1960si
1966, literatura dramatica off-off-Broadway are o imeasmportana’, indiferent
de tendiele esteticesi de circumstatele particulare in care s-a dezvoltat o
companie sau alta. In acest sens e de remarcatutta adintre dramaturgii
reprezentativi pentru (sauaoar originari din) off-off sunt simultagi actori, orisi
regizori, orisi plasticieni, orice combinge fiind aici posibii. Paul Foster, Sam
Shepard, Robert Patrick, Irene Marie Fornes, Jelaudgé van ltalie, Charles
Ludlum si atitia akii — multi dintre ei complet absé&ndin reflexia cultural
romaneast; de altfel — lucreaizin grupuri spontane, sunt ,comisiariari simpli
rezideni la o anume echi ori migrea intre companii, dind substari, in fond,
sangi de patrimonializare culturamiscarii Tnsesi.

Text vs. spectacol, underground vs. avangar da, artisti vs. public

Una dintre zonele in care Bottons (itilizeaz cu graie capacitatea de a
dinamita stereotipii este aceea, de decenii urdless, ¢i off-off-Broadway este
piatra de temelie a dividui dintre texto-centrismul tragtbnal de piti la momentul
1960 - la americani dar oriunde altundeva st marea revoltie a poeticilor regizorale
,=de autor”. Nu e vorbaiacaceast revoluie n-ar fi avut loc, nici & divortul n-ar fi fost,
in burd masui, unul de durat Plecind de la radiografia crifi@ deceniului off-off,
cartea propune o dezbatere atentidacinilor, a consecilor si, mai ales, a ciclicitii
(desarpe cargt maninci propria coadl a acestuidzboi singeros intre poetica imaginii
scenicesi poetica literaturii dramatice:

»,concepia cu privire la o nétsi binai separée dezvoltai intre lumea teatrului
bazat pe text - demodatburghez, mainstream -si o avangard radicaii dominat de
regizor e, ing, tratati drept adedr incontestabil in prea multe digdcritice referitoare la
aceast perioad. Cu toate astea, opdai dintre scriitorsi regizor, dintre texgi spectacol,
chiar dad e limpede in teorie, rareori se potkteesi in realitate. Open Theatre al lui
Joseph Chaikin, unul dintre colectivele cele méloee Th materie de dominamegizorad,

4 Un factor de coeres al miscirii — desi in mod discutabil cel mai semnificativ in ceeaptiveste
eclipsa ei ulteriodr— a fost locul central al scriiturii teatrale &port cu procesul de crégaAcest
factor o distinge in raport cu orientarea prepoaderegizoral a muncii la spectacol, care a
devenit noua ,mare idee” in rindul multor ce#teti teatrali din anii 1960.”, op. cit. pag. 4
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a lucrat totdeauna in mod nemijlocit cu dramatwigica Megan Terry, Jean-Claude van
Italie si Susan Yankowitz. Construind pe baza materialelpinute din procesele de atelier
al companiei, ac#i scriitori au creat texte pentru reprezeiil& publice, contribuind la ele
Tn acelai timp cu precizie lingvistig si structus dramaturgig.”(op cit. p. 44)

Desigur, anumite particulatit sunt aici tratate cu ,esprit de finesse”, cum e,
de exemplu, treptata ded@e a unora dintre regizorii emblematici ai siii
(O’'Horgan, Katoukas}i absorhia lor de étre mainaria managementului de cager
Ori hofarita mutaie produd de Ellen Stewart la La Mama (care, dlgp avansase de la
faza de cafenea la cea de #upece in faza de teatru de proiecte) prin retaien
prioritatilor catre noua geneti@ de regizori ai g zisei , a doua avangarde”, n
defavoarea proprigcoli de autori dramatici. La fel de nyaneste tratatsi dinamica
relgiilor dintre companiile insele, unele prefaiahreprezentative pentru emergesi
stilisticile comunidtii gay din Village (Caffe Cino, The Play House bétRidiculous),
altele avind strinse letri cu fanteziile ,Factory”, présate cu ,glumie de tabra”, ale
grupului din jurul lui Andy Warhol; altele urdrind un program literagi de interverie in
comunitate, cum e Judson’s Poets Theatre, creg@rith congregéei Judson,si
Genesis, din jurul congreiei St. Mark. Cum, de altfel, e traiatu rafinamenti
originalitate si chestiunea valorii intrinseci, de peste decemiipieselor #scutesi
reprezentate n off-off, de la one man/woman-showaunarile desfsurari de forte —
literare, muzicalesi spectacologice - care reunesc dansagodoruri de diletat,
formidabile instalai de lighting-design, decoruri dintre cele mai entice.

In orice caz, acest nod de energie al tje - teribil de diferii stilistic unii de
altii, ba chiar, unii dintre ei, cu evaiufoarte sinuoase de la piels pied — nu pare @
cum s-ar credgli cum, patial, deja s-a stereotipizat la nivelul istoriildic@le din anii
1970) deloc detat sau deranjat de presiunea experimentalist-iti@gisu accente pe
redescoperirea corpului sau pe estetica cruzirdudiene. In acest sens, anumite
spectacole sunt a@munit descrisai analizate in procesul lor de gefede structurarg
de evoltie, in spunsurile recefi si in cele ale criticii. Cartea demonstr@aztfel cu
pertinertd ca atitudinessi dirediile particulare ale esteticii underground nu gatici nu
trebuie confundate cu ,avangarda a dagiatn genere, cu propensiunea ,d’'auteur” a
valului regizoral care se va dazui plenar in New Yorkul anilor de dupa 1967-1970.

,In acelai timp, totui, tocmai criticii care Incurajeazctiv ideea unei noi avangarde ignor
vast mgcarea off-off-Broadway, din pricina accentului paecil pun pe o cvasi-artaud-dagi
antitextual revol& impotriva teatrului oficial. Aceasperspecti¥ nou agiruti - la vremea aceea — cu
privire la rolul de campion al avangardei, atitéea ce privte progresul politic cfi cel estetic, a
avut ca efect faptukiaespingerea dramaturgului a devenit pentru ungest radical, diguntrul si
din afara mjcarii: «ca obiect impotrivaatuia avangarda era capaltsi se defineasqe sine...teatrul
bazat pe text servea nu numai ca manbantru anti-textualismul avangardei,sigiin mod mai
general, ca opatie faa de institdiile culturii burgheze3:(...) Privind Tnapoi, ni se vairea dificil de
inteles de ce aceasipoziie fata de text era considefiaevoldionad.” (op. cit., p.9)

5 Harding, James MContours of the Theatrical Avan-Garde: Performaaoel Textuality Ann Arbor:
University of Michigan Press, 2000, p.9
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Altminteri, caracterul subversiv, op@anist, si energia debordait orienta
atit faa de recuperarea unor texte mai vechi sau mai nopalirimoniul americasi
universal (e, de exemplu, cazul cu programul deglwiurati dedicat recupérii
textelor dramatice ale Gertrudei Stein)scfiata de prospectarea experimeatalunor
forme, formulesi limbaje de expresie dintre cele mai diverse, ffineoff-off un soi de
model mereu copiat, dar imposibil de concurat sadublat, unic in felulasi, in raport
cu orice fel de mycare spectacologicindependefit de atunci incoace. Libertatea
degajai de acest fenomen — o libertate cara@ consumat pinla ultimele consecie
atit raiunea de a fi cigi spaiul liminar — ar avea ceva de spus chinastzi, in
contextul unei din ce in ce mai exasperante dizodvputerii de creg#e individuak in
amestecul acid-coroziv al formularisticilor biraira si turismului cultural.

--.Uunderground-ul poate oferi o alternatiopoziionisti.(...) Undergoundu-urile
culturale nu sunt, in mod notoriu, demne de Tnaeedin termeni de ideologig politica,
insi cealald fata a monedei eicele se eliberedazde fitarnicia politici si de dogmatismul
ideologic ca & poafi produce judewti din proprie voita. Miscarile underground,
independente, exploratosii inventive imin in cele din urihcomponentele criticg chiar
profetice ale culturii.”( Sukenick, Roland, Downdain: Life in the Underground, New
York: Beech Tree, 1987, p. 241, 249, apud Bott®#0886, p.12)

...Detreci zidul de betoane, de departe vezi albind....

Ce ar putea sena cu un minim abur de libertate intsi¢eatral bucurgteara
a anilor 1960, fie la centru, fie la margine? Apar@mic. Aici munca era in intregime
supravegheat darsi...salariad, iar reprezentarea unei piese rorgmmi, intr-un singur
teatru, intr-o singdrstagiune % zicem, 1i aducea autorului ei Th 1960 veniturilega
suma salariilor medii pe economie pe un an intrBga avei fantezia de a calcula
aproximativ, un blockbuster teatral al momentuhgn Sfintul Mitié Blajinul (Aurel
Baranga, 1965), sau...Celebrul 702 (Alexandru Minpd960), sau — ideologic dirijatele
comenzi de partid ca Oameni care tac (Alexandritifyd961) ori Marele fluviusi
adura apele (Dan archila, 1961) se jucau, simultan, in cite cigase teatre dirara.
Pastrind propdiile compargei, era vorba deanet, nu glura, in buzunarul autorilor lor,
in raport cu statutul economic ala@eanului ohjnuit...educat, caasnu mai vorbim de
prestigiul social oficializat, sau de cel pur bosay de ambele.

Sigur, aniisaizecf aduc cu ei o anume relaxare, litérar primul rind, dar

® Pentru toate refetiele din acest capitol a fost constiltatiza de date dedisaeatruluisi gestionat de CIMEC,
Institutul de memorie cultutal Datele care se afhici sunt rezultate din amplul program de infoinaat
STAR, inceput 1n 1981-1982incheiat, probabil din pricina lipsei de comurgcaoereri cu secretariatele
literare ale teatrelor, daf1991-1992. Din nefericire, ele sunt adesea deficifNu e vina coordonatorilgir
gestionarilor acestui program-bade date, ci a teatrelor care au prelucrafitgsau deloc datele; dar a
totalului dezinteres, mai ales financiar, cu cdosttratat ulterior programul déte finanatorulsi beneficiarul
nsui: Ministerul Culturii. Ca 8 dau doar citeva exemple, sunt teatre care ne@utgmici un fel de date la
nivelul repertoriilor dintre 1944i 1989, cum e, de exemplu, fostul Teatru Gfiylectualmente Odeon. Ori
teatre care nici nu exisin baza de date, ca de exemplu vechiul Teatr\dsitescu (in 1981 mutat abuziv la
Giurgiu) sau toate, absolut TOATE, teatrele pertpi si tineret ori de gpusi, inclusiv teatrullandarica.
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nu numai, In ceea ce prife comunicarea artisiciar chingile ideologice nu mai
string atit de dureros. Gte nunarul de traduceri (sigusi ele strict supravegheate),
atit in materie deadti, citsi in materie de piese de teatru; mai ciigulceva muzig,
oamenii mai pleacin dilatorii (dupa un atent puricat al serviciilor, dar tgigi mai vin

si pachete din simatate, se mai strecdain elesi carti straine proaspete. Tot ce vine
de afafi risG i produé@ nu doar modl, ci aresi un soi de componehtompensatorie,
de subcogtienti (dar mai degrabsuperficiad, daé nu chiar fal§) opoziie.

E si motivul pentru care, paradoxal, Brecht ajungsgena romaneasinsait
de o aut de receptare mai degeabliberator-formal, si nu atit in reverbetéle sale
ideologic-estetice, pentru care era adulat In eotidn aceleg stagiuni,si uneori pe
aceleai scene, ne sincroriim — ca de obicei si cu lan Kot (vezi Troilusi Cressida
al lui Esrig), dasi cu absurdul Iui lonesco: Chnega cheal este celebratamplu la
Teatrul Mic, Tn descendendirecsi a unor eseuri ionesciene, in coupé cu unelgeschi
ale lui Caragiale (spectacol de Valeriu Moisescae @ficut istorie, casi, in anul
urmitor, 1966, Rinocerii lui Giurchescu la Teatrul denigdie).

Scriitura teatral romaneascnu o duce irisla fel de bine, chiar dase scrie
si se joad abundent; aici la madeste comedioara bine adudin condei, semi-
bulevardiei, cu vagi pete de satisociali: ceva intre Mielul turbat al lui Baranga
Seful sectorului suflete al lui Mirodan. Everac smwertate la stilistica cu accente
critice, semi-documentirimprumutat de la unii profesiostii sovietici, vag altai cu
Miller, si face 4li pline cu,  zicem, Simple concidem (1965). Pe foarte drastigiicu
adevirat inconfundabilii Mazilu (Prgii sub clar de lul, Teatrul Bulandra, regia
Lucian Pintilie, 1962, etc....) sauiiBsu (lertarea, 1969) fine din scurt cenzura, care
stie ea ceva... (Sau, n al doilea caz, ii salvégleviziunea, cu seria - de neuitat pentru
unii, de nedegit, atirnindu-i de picioare, in cele din urnpentru autor - Taasi
Costel). In 1965, la Piatra Neaghmai apoi in diverse alte teatre, Nu sunt turritieE
al Ecaterinei Oproiu reveleazo structuli originad si produce un efect uluitor,
oarecum apropiat, mutatis mutandis, de cel alefidmlui Truffaut ori Rhomer
(autoarea era deja un cronicar de film de renutel, singular Tn epdg ar putea fi
piesele de tinete ale Irenei Marie Fornes ori ale lui Paul Fosisociat unor tendie
similare unora din textele dramatice ale off-ofi¢dnu i crede, recititi).

»Saizeci si optismul” aduce consacrarea unora dintre ,absu@nani”
(Leonida Teodorescu, losif Naghiu), dgr- probabil ca reflex al nou trezitului
naionalism ceasist, inG resimit ca benign — consacrara autorilor de fantezriso-
poetice locale, de extrnge durrenmattiai (llie Paunescu cu Maria 714 la Teatrul Mic,
Alexandru Popescu cu Croitorii cei mari din ValalsiagComedie, ori Paul Anghel cu
Saptamina patimilor la Ngonal, etc...) E, irissi momentul apatiei uneia dintre cele
mai paradoxale farse ale istoriei noastre teatwalterale-politice: un fost procuror
general comunist, din crtinani 1950, Alexandru Voitinovici (Al. Voitin), fee
stagiuni intregi de cadnchigi cu naionalist-fantezist-masonica sa diafde direge
protocronisi avnt-la-lettre) despreasculaii ardeleni, Procesul Horia! Retrospectiv,
isprava teatralpare de un morbid umor.
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Altfel spus, decalajul de mii de kilometri, plus mitl proaspt care separa
lumea in ,lagre”, pare § faca orice compange superfld, daé e s ne referim la
textul de teatrusi la regimul repertorial. Chiar dacdetergetii, aspiratoarele,
televizorulsi muzica rock-twist, cai fusta sac, tocurile cuii ,coada de cal” au
trecut, totyi, grantele. Ce fel de piese americane se jucau in anD29@ prima
vedere, destule. Sunt ani de galopante redtipdin interbelicul nu de tot uitat (se
monteaZ de mai multe ori, in destule teatre, O’'Neil, cow®n succes, ba chiar se
reia de citeva ori, in teatre diara, Oragul nostru al lui Thornton Wilder), se jaac
stagiuni intregi Oamen§i soareci a lui Steinbeck. Simultan, Artur Miller - cu
sigurana si din pricina simpatiilor sale de singa — e morttatnumeroase ori cu
Vrijitoarele din Salem, cu Vedere de pe pod, ba chiapi 1970, face cozi la
Teatrul Mic cu Dup cadere. La fel, Lillian Helman face furori cu Vulpil€am din
1964, 1964, ritmul traducerilor crescind ghor, intra in mare mod, cu doar
(sau...deja?) un deceniu difeterfata de tara de bgtina, Tennesee Williams,
caruia i se montedzde nenurirate orisi in tot felul de locuri Orfeu Tn infern, Var
si fum, Menajeria de stig] Un tramvai numit dorifi, citeva piese scurtg,
ulterior, Dulcea pase a tinergi. Ciulei il aduce pe scan intr-o inegalabi
montare, pe Saroyan, cu Clipe det¥i&i, destul de frecvent, mai ales in centrul
Bucurstiului, se joad comedii bulevardiere tipice pentru Broadway (Chmda e
albasts, de Hugh Herbert, 1967, face furori la Nottara)fihe, abia tumultuosul
1968 ni-l aduce pe Albee, cu Echilibru fragil, utntups 1970 de alte citeva
montri din Cui ii e fric de Virginia Wolf?, Zoo Stoy ori Totul in &dina.

Par@ nici o adiere a revoltei eliberatoare, a aaniciei undergorund nu
rewseste € tread dinspre off-off-ul din New York spre teatrele romegti, ori
macar spre cele bucutene. Reperetoriul e decalat cam in pas de un aegien
ramine @a, farda ca nimic din enormul patrimoniu literar al mardilma
underground & poat fi absorbit. Asta cel gin pind la Elisabeta | a lui Foster,
monta de Ciulei Tn 1974.Si ramagi, in fond, unica pigs de referima din
patrimoniul off-off, piri in 1989. Era America atit de departe? Nu s-ar zicé, cit
vreme, totgi, din zona Broadwaysi off-Broadway exist, totwi, citeva
substariale importuri repretoriale. Era prodig litera underground, in intregul
ei, atit de subversivincit nici traduétorii de frunte ai momentului (Catinca Ralea,
Mihnea Gheorghiu, Andra Boldur,Dorin Dron etc.)syau putut apropia de ea? In
parte, acesta ar putea fi Uispuns, care nu se justiitnsi decit in deceniul 1960-
1970, nwsi in cel urndtor, cind Teatrul Bulandra ajunge chiajsace la La Mama.

Explicgia ar fi una oarecum mai compieiar eatine de un anume consecvent
—si ulterior din ce Tn ce mai adincit — disconforhadiului teatral romanesc in raport cu
textul de teatru occidental nou (american, daruman, finda& acelai drastic decalaj se
petrecssi in ce 1l privatesi pe cel german, englez - cu exti@fui Pinter - scandinav, ori

” Robert Patrick se monteaprima dai, cu Copiii lui Kennedy abia fn 1980, Sam Shepard se moiiteaz
prima data, c€opilul ingropat in 1996!
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chiar rusesc) cu valenexperimentale, fie el implicat politic sau nu. &laici - @a cum
ne-ar fi comod & credem — exclusiv o probléntle cenzut. e si, Intr-o coplgitoare
masui, o problerd de mentalitatgi de practi@ spectacologic

Experimentulsi explorarea teatralromaneast nu s-au putut consuma
underground, dintr-o dublraiune: din pricina presiuni politic-ideologice, dgir
din pricina completei absena vreunei tradi anterioare a pogbnarii (si esteticii)
teatrale alternativ-opogbniste. Experimentuki explorarea in teatrul nostru se
desfisoai, inc din anii saizeci, paradoxal, in instiia teatrad, adia inauntrul
Lestablishmentului”. A experimenta, mai mult sauimatin avangardist, e ori
sarcirk de serviciu, ori lugt de gherii cu autoridtile, ori ambele. Ei motivul
pentru care la noi dialectica dintre avangardaipit@t regizoralesi undergound-ul
artistic-atitudinal, cu textul dramaturgic inclug tip off-off, nu §i face apatia,
propriu-zis, decit dup1997.

Funaia de ,margine”, off-off-ul (in cazul nostru consandu-se aproape
strict spectacologic, ngi dramatugic) se Tmpinge, de cele mai multe oriaccin
mai relaxai ani 1970, nu la margine de Bucstieci in diverse margini deara. Ba
pe la Piatra Neamba pe la Satu Mare, ba pe la Tirgu Mume unde, o vreme,
trece vreun regizor cu program... nonconformistpdRie aspirat de centri
patrimonializat ca atare. De aigi extraordinara rezisteh a modelului regizoral
L-auteur”, confundat cu modelul ingual teatrului serios. Neamine, astfel,
mostenire din zorii anilor 1960, o splenditbame de libertate, nicicind consutat
Sunt, 1n istoria cultura) casi in cea socidl, etape care pot fi arsg,altele pe care
doar ne inchipuim&le ardem, dar care ne fagumva, venic orfani.
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ABSTRACT. The objective of the present work is to undertine existence of Pirandello’s
theory regarding the role concept and its connectiith Moreno’s role theory and the
psychodrama. This is done by analyzing the roléhetharacter Henry IV — from Pirandello’s
homonymous play — in the light of Moreno’s defmitiof role. The main roles played by Henry
IV are the king, the mad, the sick and the playkese roles represent the social roles defined by
Moreno, which exist irrespective of circumstandese and the person who plays them. The
secondary roles of Henry IV are the psychodramet&s described by Moreno as emerging in
the interpersonal relationships under specificuarstances. The progress of the role from
unconsciousness to consciousness marks the pdyalfittaent of the character, his capacity of
understanding and using the role play as a wagaghing self knowledge and social integration.
The analysis of the dramatic roles with the helMofeno’s role theory is viewed as enhancing
the acting process, in which the audience’s cathascompanies the actor's catharsis,
strengthening not only the aesthetic aspect gilte but also the therapeutic one.

Existena unei teorii pirandelliene despre conceptul de iroudirea teoriei
moreniene a rolulyi implicit a psihodramei cu teoria rolului formuldg Pirandellgi cu
teatrul poate fi demonstigbrin analiza capodoperei Henric al IV-lea. Alegera obiect
de studiu a acestei capodopere arhicunostwehianalizate este motidat in afara
faptului & este un corolar al tematicii pirandelliene cu atpe jocul de rol (rol-playing)
— de faptul &, datoriti pregitirii profesionale a autorului prezentei lagy putem avea o
lectuid ,practici”, o sintez a tezelor prezentate realizgtin prisma actorului. O analiz
a partiturii Henric al IV-lea, din punctul de vedeal concegiei moreniene despre rol,
poate fi benefit atat pentru actor, cgitpentru regizor. Dag prin Tntelegerea funonarii
mecanismului de creare a rolului putem formula @moo, in ceea ce prige
interpretarea pieselor cu tematimeta-teatral prin analiza multiplelor roluri/#sti,
jucate/purtate deatre personajul Henric al IV-lea, putenisgindicii pentru crearea
situdiilor, adiunilor si relaiilor scenice necesare prezeitoperei pirandelliene.

Daa situgia social este determinatin opinia lui Moreno, de spa, timp,
persoaa si relaiile sale interpersonale, acgeaefinitie este valahil si in cazul
situgiilor scenice. Regizorul va avea obligesi creeze situéle scenice (mai precisis
specifice elementele ce compun giacenid), in ga fel ca ele &activeze n actor
rolurile existente in partitura interpreiaPentru a putea isletermina aceste sitila
scenice, avem nevoie de o arafirrinuntita a rolurilor jucate de personajul Henric al
IV-lea. Demersul nostru va incerca o sistematiaaaeestor roluri, conform defigi
moreniene a rolurilor.

Desi scrisi intr-o forma dramatié clasi@ — conceput cu o consecvedlogica
realist unica in corpusul literar pirandelliagi continand toate elementelgagodajului
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dramaturgic: expotie, complicarea secvgala a conflictului, climax, deznadnantsi
toai gama de elemente surgriz piesa Henric al IV-lea este expresia unei idei
socante, originale, care va sta la baza teatrulsurdblui si al celui postmodern,
respectiv va influgga domenii extra-literare. Futie jocului de rolsi implicit a
surplusului de realitate (care include realitategeria a individului) in procesul
cognitivsi Tn existea uma este deziiuta si exprimat ntr-o forma artistica, a Grui
limbaj polisemic specific — creator de mituri — pes si latura misti@ a experietei
umane. Lucrarea poate fi consideratclitorie ritualiGi a devenirii de sine, o form
artistica a teoriei rolului, o pledoarie pentru sacralitateaceptului de rol.

Tema realititii in piesa Henric al IV-lea de L. Pirandello

Prima terd major, in jurul céreiasi din care se vor e restul temelor,
este cea a perceperii redtiit Suprarealitii considerau & realitatea este divizain
douwa parti fundamentale: o realitate vizibjlbazai pe raiunesi verificabila prin
simturile noastresi o realitate interfi revelad prin vise. André Breton, care fusese
student la medicihin 1912, credea in rezghu viitoare a celor ddustiri, in apareta
asa de contradictorii, care sunt visutealitatea, credea intr-un fel de realitate alisol
denumiti de el suprarealism. In opinia lui Martin Esslimeglitatea” este ceea ce
credem g este, dar felegii stiu ca ceea ce credem trebuig e intotdeauna o
realitate mai degrabsubiectiv decat obiecti®, si ci, de fapt, orice realitate ,ultiff
aceltinut al ideilor eterne, pe care Platon a fondaficadli filosofiei idealiste, trebuie
prin defintie si raméara pentru totdeauna n afara atingeriidémiei umane.

Parte a realitii cotidiene, realitatea dramatjcnascuti din jocul figional in
situgii de tipul ,casi cum*, poart diferite denumiri in literatura de specialitatencar fi:
prezentul figonal la Courtneygi Cattanach, sau realitatea fantdistio formularea lui
Lahad. Conceptul a fost asemuit cu ce ar fidaal lui Stanislavski deatre Duggarsi
Graingersi cu spaiul potertial al lui Winnicott, fiind definit ,ca o forra a realiditii
special si siguid In care putem ncepé tacem experimente” de DuggsinGrainger.
Realitatea dramatiaeconcilia realitatea normalsi fictiunea: este o fantezie devénit
prezent. Implig o pornire de la realitatea didrgsi manifestarea vie a unei alternative Tn
Laici si acum®. In concluzie, realitatea pare a fi o geementai. Cazul extrem al acestui
proces de creare a redlit’, prin ceea ce crede mintea uniafacea ,convingere* —
belief in original — din teoria lui Albert Ellisgste nebunia. Aceasta reprezinki numai
cazul extrem. De partea cedladt spectrului se aflteatrul cu al & joc de rol manifest,
cu prezentarea deschis caracteruluias de iluzie, de iluzie n iluzie.

Jntre aceste extreme ale spectrului, intre nebsinjgcul actoricesc, se &frealitatea
cotidiari a «jocului de rol», Ipusile, ce joad caracterele create de ele, fiind gi@nte &
acestea sunt roluri, dar, cand sunt singure, dapabise lepede de roluri, asumangu-
caracterele proprii, reale, avandairséatutul de roluri secundare. Ele sunt iluzii aecee ele
insele §i doresc § fie, in fapt, roluri la fel de iluzorii ca cele asumate public, pentra sunt
compuse din dorie, anigiri de sinei lipsa de auto cunagere.“*

! Martin Esslin,A Hole Torn in a Paper Sky: Pirandello and Moderrafba in John Louis DiGaetani
Companion to Pirandello Studij@dew York, Greenwood Press, 1991, p. 264.
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In Henric al IV-lea putem vorbi despre o realitdtamatia, la randul ei,
divizatd. Este vorba, pe de o parte, de realitatea drainatidectivi“, respectiv de
realitatea Tn care se goii majoritatea personajelor (realitatea in care ségwami
agiunea dramatit; piesa teatrd), o realitate care necesitlin partea actorilor o
interpretare aproape naturalist pe de alt parte, o realitate dramati¢subiectiva®,
(»surplus reality”, ,inner reality”, meta-teatruly fantezie a personajului principal
Henric al IV-lea, care, fiind considerat alienagrmite o interpretare teatralizant
de prezentare din partea actorului.

Realitatea ,subiectii/ este o realitate virtualcare permite creatorulufis
sa-si rezolve conflictele, imposibil de rezolvat in caldrealititii obiective. Este o
realitate care-l ajétpe creatorul®@ si Tsi re-structureze via, in fungie de nevoile
si imagingia sa. Este cadrul securizant n care sentimefigdet gisi o forma de
exprimare scutit de cenzura moralsau juridi@. Laturile personalitii noastre,
care au fostainuite faa de atii si, adesea, fa de noi igine, pot fi eliberate via
rolurile psiho-dramatice. Rolul permitérglor nemarturisitesi intolerate & princa
glassi, Tn acelai timp, si se desfsoare Tn arena sigiia actului dramatic. Este o
realitate Tn care cel care a creat-o este demantggt]) si care este astfel craat
incat se subordoneain intregime doritelor protagonistului.

Realitatea ,obiecti®%' a lumii exterioare are o rigiditate forniatare nu
este gataisse subordoneze dotator individului. In Henric al IV-lea Pirandello
trece de ga numita realitatea duala suprareagtilor, fragmentand realitatea n
planuri multiple, fiecare cu spal si timpul siu. Piesa este, de fapt, o incercare de
a aprecia realitatea prin prisma multitudinilor glanuri ce o compun. La un
moment dat, protagonistul dement devine singuragaeX logica, autentid, din
piesi, In timp ce realitatea celorfalpresupune purtarea uneiagti. Fie prin
suspendare, tensiune sau implicare dirguublicul partici@ la pies, adiugand o
nowa laturd, un alt punct de vedere, la deja variata viziliiecare personaj joac
trei roluri majoresi fiecare rol folosgte propriul spau si timp. Cele trei nivele
prezente in pidstrec printr-un proces recurent de identificaresdire-identificare.
Prin micarea continide la identificare la alienagginapoi la identificare, devine
evident @ Pirandello preziritrealitatea ca un joc de oglinzi, care reflaah sps&u
si un timp inaccesibil spectatorului sau cititorul®entru Pirandello, c&t pentru
suprarealiti, adevirul rezich Tn prezentul psihologic capturat de limbaj. Pentru
Henric al IV-lea, realitatea nu este ceea ce dsiesesi, ci ceea ce ar fi putut fi
daa societatea nu l-ar figoilit sau daé ar fi putut purtasi el 0 masé. Societatea
insasi nu renuma niciodat la masé&, de frica de a nu fi capabilsi accepte
grotescul realittii. Henric al IV-lea este imobilizat, Tncremenit tmp pentru
vecie, In vreme ce via se schimbconstant in dosul semnifigai cuvintelor.

Incercarea terapeutia doctorului Genoni (Dionysos) de a-l ,readuce* pe
Henric al IV-lea in realitatea ,obiectiV este legat de folosirea artei ca supra-
realitate (ceea ce ne duce cu gandul la Dorian)GEdypropune ca prin animarea
tablourilor, respectiv prin reanimarea momentulavalcadeisi confruntarea lui
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Henric cu cele dadu realitati temporare, trecutuki prezentul, & creezesocul
necesar pentru reintegrarea lui In cotidian. Apered luminii electrice in
momentul culminant reprezintde fapt, metafora ilumimii protagonistului. Din
punct de vedere psihodramatic, putem vorbi de tahaglindirii prin care Henric
va fi obligat 4 se vad impreura cu Matilda di Toscana.

in psihodram se recurge la montajul dramatic al siieia,ca si cum* cu
scopul dobandirii deatre protagonist (pacient) a unei viziuni mai acerasupra
realititii, demersul terapeutic vizdnd tocmai ac&asbrectudi perceptid. Ca
rezultat, protagonistul se va alege cu o imaginside mai adecvatcu luarea la
cunatinta a emaiilor, atitudinilor, gandurilor, doritelor si aspiraiilor sale, pe
cand in Henric al IV-lea, montajul dramatic (resthta dramati) caufi si
adapteze, In cea mai maré@suia cu putina datele concrete ale reétit obiective
la realitatea subiectiv a protagonistului. Ddc intreprinderea terapeulic
psihodramatig isi propune confruntarea protagonistului cu realgatsiectii
bruti, dezarmandu-l de mecanismele deirae mobilizate tocmai pentru
anestezierea acestui impact, ingwvaerapeutig a dr. Genoni caatsi protejeze
pacientul de acele elemente ale régliimediate, care ar putea fi Tnasu@ si-i
invalideze saussi submineze constrtia delirang.

Personajul Henric al IV-lea — Marele Mascat

Primul lucru frapant 1l constituie personae dramali la inceputul piesei.
Lista personajelor incepe cu puncte de suspensigtel de numele unui personaj
istoric, Henric al IV-lea. Dacrestul personajelor au domume: unul real“si unul
meta-teatral, Henric al IV-lea nu are decat numedéa-teatral. Numeleis ,adevirat*
pare a nu avea nici o importann realitatea dramatiamneta-teatral asa cum nu au
nici o importami nici elementele care fac parte din ,realitatesectii” a celorlate
personaje, cum ar fi bricheta sau lumina electdceasi lipsi a numelui real* al
personajului este deja un act de tieeaPutem fitelege & cel care interpreteaz
personajul lui Henric al IV-lea poate fi oricarentié noi, la fel cum putem vedea, n
aceadst lipsa de denumire, desemnarea Marelui Creator (,Marelasdst”),
Demiurgului a @érui imagine teresir este insgi Artistul. La fel de adewrat este &
aceast omitere poate fi interpretagi ca desemnarea unei ,persona’, forirdg masca
sa, devenit personaj, caresii abandonediz — intr-o prind instana accidentalsi
involuntar, iar intr-o a doua deliberat — idenéitabriginal. Este Tn egél masui o
recunoatere de &tre autor a imposibilitii de a desemna, cu un singur nume, o entitate
atat de multifeetati cum este Sinele (Self). In terapia prin teatrimpk pas ficut in
cadrul uneisedine este de a identifica rolurile problematitede a le numi. Odat
,botezat" rolul devine mai real, mai g infricosator. In opinia lui Gerardus van der
Leeuwe exist un motiv intemeiat pentru care numele diviildr este ga de
important in teologie. Este prima fainin care o figut incepe & se arate. Este
fundamenta omului pentru a dobandi putere, este cuvantul enggi care il cheaim
pentru Thaintare. Este, daereti, 0 reluare a crediai in ,nomen est omen*, veche,
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probabil, de cand omenirea. Henric al IV-lea nu ateme, altul decat cel al
personajului din realitatea draméticlar jocul este condus de el, este singurul aare a
continut in raport cu sfetniciiag care deén un nume, dar alacor rol exisé numai in
masura in care servesc realitatea ,subiéCttav lui Henric, ei nu sunt decéat fantn
papusi, care nu &d rostul jocului de rol:

,LANDOLFO: Mangaie-te & nici noi nustim, dad-i vorba aa, cine suntem. El
Arioldo, el Ordulfo, eu Landolfo... Ne chednasa. Dar cine suntem? Nume de pe vremuri
[...] suntem ga, fira nimeni care & ne Insuflgeasd si sd ne dea&jucim o scel, cum &

zice? — este forma, dar ne liggeconinutul“?.

Rolul nu devine operant decéat daeste asumat de interpret, dasste
corgtient condus de meta-rol, dagspunde ceritei de a structura realitatea:

,LANDOLFO: Trebuie & jucam casi cum ar fi de adeirat totul. Nu pricepi?
HENRIC AL IV-LEA: Tocmai! casi cum ar fi de-adeirat! Pentru 8 numai aa
nu mai este o faiigealitatea!®.

Desi Henric al IV-lea nu are un nume ,real“, persohagste descris
amanuntit din punctul de vedere al altor dopersonaje (cel al marchizgicel al
lui Belcredi) avand astfel cea mai exhaustportretizare a unui personaj din
aceast piesi. Trasaturile de caracter se potrivesc cu ceea ce humigeferal ,fire
de artist®, dar la fel de bine putem recugtedn aceadtdescriere omul secolului
XX, ivit parca din Mitul lui Sisif. Descrierea se refeinsi la personajul din timpul
cavalcadei, adicla cel cu doézeci de ani mai ta@m decat cel din timpul realitii
»obiective“. Aflam, astfel, de caracteruisexaltat, dar o ,exaltare la rece”, o exaltare
in care se vedea care 1l ficea & simé nevoia de a da sentimentelor sale ,valoarea
unui act de itelegere®, adi& o motivaie logici. Este vorba de sentimentul contrariului
pirandellian, de aceea atitudine a umoristuluiinitgfde Pirandello, sau, dagrem, a
actorului al @rui meta-rol este mult prea puternic pentru a permicontopire total
cu personajul &1. ,Si cred @ asta i se intampla de fiecare dlafind avea vreun
impuls mai spontan. Pot spune chiar mai mult: sigur @ trebuie & fi suferit din
pricina asta. Avea uneori accese de furie, cumenpaate mai caraghioase, furie
contra lui Tnssi““, spune Belcredi. Acest sentiment, care se tradpgeampresia
lipsei de sinceritate, Tla€ea 4 improvizeze: ,exageragiipierdea msura; tocmai
de asta, caasse amgeasé, 2 nu se mai vatlpe el insg. Si celorlaki i se pirea
nestatornic, infumurasti ...da, de ce & n-o spunem, chiar ridicol cateoat
Aceast imposibilitate de ai exprima furia explié si necesitatea jocului de rol. Tn
termenii frustdrii optimale si internalizirii transformatoare, individul poate
experimenta un rol ca un ajutor Tn construireacttimii sinelui. De exemplu, cineva

2Ed.cit., p.197.
% 1dem p. 251.
*1dem p. 211.
5 Ibidem
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care are dificultate n g-exprima furia, in viga real, o poate face in spal
terapeutic securizant. Jocul rolurilor ,furioasevihe din ce in ce mai confortabil.
Viata 1i va oferi, acestui individ sittia provocatoare, in care va fi obligai s
continue §-si sfarme furia sauasinvee un nou rol prin care furia sa-§ gaseasé

o forma de exprimare. Prin faptuidndividul poate experimenta repetat expresia
furiei prin rol, Tn sigurata si cu succes, el internalize@zxperiea de joc de rol,
aplicind-o mai tarziu n sittidde din viata read.

Teoria rolului Tncorporez integrarea afectelor, considerand-o ceétial
dezvoltarea unui sine coeziv. Rolurile exptiginele iar afectul poate fi considerat
ca o expresie specifia sinelui.

Pentru marchiza Mathilde #sel era: ,... cum&spun, doctore: oarecum
straniu dar straniu din prea mukiogatie vitala: era inclinat spre extreme*. Aceast
vitalitate si inclinatie spre extreme (proveaiprobabil din elan vital-ul bergsonian)
este prototipul ,patosului* actoricesc, prototipdtalitatii fara de care actoria nu
existi. Putem interpreta aceagdescriere ca un ideal actoricesc al lui Pirandello
»Si a devenit cu nebunia lui un actoraret si teribil“. Toate aceste dsaturi 1l
predestineaktitlului de ,nebun, adig in traducerea moreniarde ,protagonist”
sau ,om in frenezie“. Teatrul, drama, jocul de aal fost considerate Tade la
inceputuri ca o restituire dapstirile de extaz provocate de ritualurilégane.
Protagonistul s-aascut odat cu primul actor care agi din personajul colectiyi
care a avut curajuyji puterea de air exprima indoielilesi intrekirile. Aceasi
,bogatie vitald“, aceast ,inclinare spre extreme" va concura la continugoealui
de rol dup Tnsanatosire. Jocul de rol presupune un sistem nervgis ién tiparele
cotidianului, repreziidt o stare de catienta alterai, asa cum este ea descride
G.W. Farthing. Este, de fapt, drogul, dependgrersonajului care 1l interpretéaz
pe Henric al IV-lea. El devine ,obsedat” de rolalisncé din momentul in care se
documenteaz o ,obsesie” prin care Pirandello descrie starea exaltare a
creatorului, momentul de efervesgera crediei. Spiegel, respectiv Eimegi
Freeman, identifit personalitatea dionisiaccu structura caracterialcare are
maximum de inclinge inspre susceptibilitatea hipnadticuna dintre condile
fundamentale ale asunii rolurilor fictionale din situgile de tip ,casi cum®. La
polul opus domiarii de citre emoional a dionisiacului se dfl atitudinea
eminamente teonak a tipului apollonian, pe care inclima inspre recursul la
ratiunea critiéd il Tmpiedia, atat 8 manifeste receptivitate tfa de intervefiile
hipnotice, catsi si se antreneze in jocul dramatic, respeciivss identifice cu
rolurile oferite de &tre acesta. Prelucrarea tipologiei lui Nietzschepémite
autorilor invoca sa eticheteze structurile de personalitate ce faeaifit sau,
dimpotrivd, Tmpiedia@ intrarea de facto a diferitelor persoane in rtdupropuse de
situaii ,ca si cum* de tipul jocului dramatic, psihodramatic sdalirant. Este
interesart, din acest punct de vedere, ev@personajului Henric al IV-lea, care
se nscrie ntr-o traiectorie as@mtoare cu cea a personatitor multiple. Henric
al IV-lea, cu care facem cugtonta in debutul piesei, ne apare ca intrupare perfect
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a tipului dionisiac, identificat deplin cu partituce o interpreteazSpre deosebire
de aceastipotez, ,sacrificiul“ Tnfaptuit de Henric al IV prin uciderea lui Belcredi,
intr-un moment orgiastic, exorcizant, in ciuda préxii unei atitudini dionisiace,
este, de fapt, o partiturimpugsi de logica rece, ucifpare, a unui personaj
eminamente apollonian, care mimgadentificarea demeatcu rolul in condiile
unei depline cagtiinte a falsiditii acestuiaSi totusi, optiunea lui Henric al IV-lea
este sinonirh cu decizia lui Peter Pan de @améne copil vgnic, este alegerea
rationak a ficaturii care permite deplina satisfa a laturii dionisiace a
personajului. Prin gunea realizat, componenta apolloniérsi-a facut datoriasi
poate ceda definitiv terenul celei dionisiace.

In ceea ce privge personajul interpretat, Henric al IV-lea, resipemasca Tn
viziunea pirandelliah si rolul In accepgunea moreniaf) trebuie & pleam de la
alegerea lui. Este o alegefdti ca un veritabil ,anti-rol“ la partitura Matildeied
Susa. n teoria rolului, elabofiadle psihologi, fiecare rol interpretat de un indliare
sau creedgz pentru a meine echilibrul psihicului, un anti-rol. Alegeredutui Henric
al IV-lea poate avea ca motiieaceast teorie. Pe de altparte, este o alegergctia
de autor pentru a putea jongla cu posibilitategfuzigi dintre Henric al IV-lea al
Germanieki Henric al IV-lea ,Le Grand* al Fraaei. O analiZ a celor doa personaje
istorice ne ardtdiferena dintre cei dogi subtilitatea intelectuala lui Pirandello. Dac
Henric al IV-lea al Fraei a imas in istorie ca domnitorul cu reale aptitudini
diplomatice, care a reit1 0 Tnpiciuire intre cele dgumari religii (cea catolic si cea
protestari) si a celor dod cu statul, respectiv a sistemului de valori religie cu cel
laic, Henric al IV-lea al Germanigimane in istorie ca domnitorul inviitgr din punct
de vedere politic, statal, dar obligdtse umileascin faa bisericii, deci obligatasse
supuri sistemului de valori ecleziastic, pentru a eviieoenunicarea. in zilele noastre,
acesta continusa fie prezent in cultura populgardesemnénd o atitudine tipice
cainta comprimad in zicala ,& parcurgi drumul Canossei“. Alegerea acestui rol de
umilit nu este intmptoare din punct de vedere psihologic. Henric ald&/ repreziri
rolul umilintei injuste, a victimei luptei dintre sisteme de ovial a fricii de
excomunicare socil (,Viata mea e toatumilinta: mama, Adalbert, Tribur, Goslar.
Si acum rasa asta pe care o pé)t!"

Momentul alegerii rolului argi el o0 semnificéie aparte: cavalcada este, de
fapt, ritualul carnavalului iar carnavalul estebitoarea metamorfozei, este lumea
intoard pe dos. Dup cum arat si Bazzoni, in piesele in care personajul principal
este nebunul, existi o schimbare de rol carnavalésaebunul devine condator
(sau cel ptin dobandste una dintre cele mai ravnite atribale condudétorului,
aceea a libettii de a exprima necenzurat ceea ce gétejléar noi asisim la o
demascare a rolurilor sociaye a subterfugiilor teatrale. Arta transfoim este
celebral si ridicati la putere, transformarea de sine fimeaz spre binele altora
si spre independea sinelui, ca o glumcu scop: pentru a distra, pentru apscde

®dem p. 220.
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pedeaps pentru a evada din realitatea cotidigpmentru a pcali moartea, pentru a
celebra schimbareai reinnoirea. Exigt elementesocante si surprinztoare,
stingherirea negeptai a spectatorului; spectatorii sunt implicadar pot fi
surprirsi si deranjai de faptul @ nustiu totul, de faptul & sunt prosti. Regulile
sunt suspendate sau reinventate, rolurile sunietie, deghiirile sunt multiple
iar apariiile amagitoare; mecanismul jocului subgugpublicul, il poate dsa cu
rasuflareadiata, iar jocul poate deveni serios.

Jocul de rol in cazul lui Henric al IV-lea are ddarme: prima incogtienta,
nascuti dintr-un accidengi a doua cogtienta, cand, dg Tnsanatosit, Henric alege in
cunatinta de caui realitatea ,subiectid’ si jocul de rol. Aceastalegere este motivat
de imposibilitatea de a se insera intr-o lumarei ¢alsitate 1i repugh) dug purificarea
initiatica a demetei si experiena de distatare, de detare fai de viaa, traita
multumita strii de atemporalitate specifice ungpc amnezic. Am putea spuné c
asisim la ngterea meta-rolului cu ajutoruimia Henric §i va face opunea.

Clasificarea tiparelor comportamentale individuale ale personajului
Henric al IV-lea

In cazul partiturii lui Henric al IV-lea, putem sz trei firti distincte. Prima,
in care personajul interpretéanlul regelui Henric al IV-lea (actuksl o parte din actul
I), a doua, in care personajul se interpreteazsine (actul 1}i a treia, in care asish
la o trecere de la personajul care se interpref@agine la personajul care va interpreta
pentru totdeauna rolul regelui Henric al IV-leat@hdl).

Exista o dezvoltare de la protagonist la actor. D& inceputul piesei,
Henric folosate jocul de rol pentru a se exprima pe sh@entru a putea crea
situgii care 4 activeze, la randul, lor alte roluri neimpliniten diiata sa, Tntocmai
ca un protagonist de joc psihodramatic, las#tidrpiesei el va fi obligat &joace
rolul nebunului, ca pe un rol de care se vatisjgetasat®, la fel ca un actor care
pastrea permanent o distghintre sinesi rolul siu.

Dupi incidentul cu Belcredi, Henric nu se va mai putdasi niciodali de
jocul de rol ca forrit de exprimare, deoarece acest joc va fi pentresatda legat
de un fapt reprobabil din punctul de vedere al heb@estine, uciderea aproapelui.
Aceast ncircatura va fungiona ca o penitgd, obligAnd protagonistulasse
detgeze permanent de rolul interpretat, intocmai caractramatic.

in cadrul personajului, putem face distiecintre rolurile de baz care
sugin ntreg gafodajul partituri,si rolurile complementareascute din intalnirea
rolurilor de baz cu situaiile dramatice specifice fiécei parti.

Rolurile de baZ sunt: rolul de rege, rolul nebunului, rolul bolo&yi si
rolul jucatorului. Aceste roluri sunt echivalente roluriloocgale moreniene, care
exist indiferent de situga, timpulsi persoana care le interpretéaz

Prin faptul @ este un rol social, rolul de rege comp@humite expectae
fatda de interpretul &, expectate care dau ntere la rolurile psihodramatice,
respectiv la tiparele comportamentale individud®lul de rege 1l invesie pe
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purtatorul siu cu anumite caliti, cum ar fi: puterea, capacitatea de decizie esupia
asupra semenilor, individualizarea in cadrul sagietresponsabiliiti marite, un
anumit grad de libertate in manifést Calitatile umane de rand sunt restructurate
si formatate de cerielesi maretia rolului de rege. In aceletimp, acest rol permite
distanarea de societate, izolarea, scoaterea n eyidemnicititii purtatorului su,
ridicarea unor bariere de netrecut intre indirichultime. Rolul regelui este un rol
emblematic. El permite crearea unei lumi subordonanor reguli strictesi
cunoscute, acceptate de to&imea, unei lumi Tn care hazardul este la digcre
celui care are rolul de rege, o lume care prirctgtga acestor reguli se asean
cu jocul. Rolul regelui este, de fapt, rolul dekgo" al jocului social, calitate ce fi
confel interpretului 8u convingerea&totul ii este permis. Acedslibertate este
folosita Tn scopul pstrarii privilegiilor inerente acestui rol, Tn scopuligernrii, Tn
scopul de a pungi mai bine n evidegd calititile diplomatice ale celui care este
rege. Calitatea diplomaticpresupune abilitatea de a rezolva problemele ivite
relgiile interstatale, sociale sau umane, de a dezamweflicte care pot zgudui
echilibrul vital. Tn acelgi timp, regalitatea ofér sigurama necesar afirmarii unor
opinii care, Tn aft situaie, ar fi aspru samionate de societate. Rolul de rege este, intr-
un cuvant simbolul ambivalesi. Personajul din Henric al IV-lea se folgisede acest
rol pentru a se insera in societate, pentru a imgropriile regulisi pentru a crea
situgiile fictionale in care & poat trai conform dorinelor sale. Rolul de rege il
investgte cu curajul necesar viie creand, conform teoriei moreniene, o sufe alte
roluri cum ar fi rolul de erowi rolul de Ig, rolul de @lau si cel de victina, rolul de
diplomat, rolul de reprezentant al unei ordini,utotelui care se ageste, rolul
nedrepititului, rolul furiosului, roluri prin care persondyjisi structurea impulsurile
care nu au putut fi exprimate sau pe care gtiwesa le exprime n viga cotidiar.

Lipsa statutului necesar pentru un asemenea rehzren alt rol, cel al
nebunului. Rolul nebunului confer interpretului gu absolvirea de orice
responsabilitate, confeo libertate totdl Tn ceea ce priwte exprimarea propriilor
opinii. Rolul nebunului permite puitorului siu s fungioneze, conform propriilor
sale principii logice, acordandu-i dreptul de argpalogica cotidiah fara a fi
sangionat de societate. Totodatin relaia cu normalitatea, rolul nebunului se
impune prin fri@, spaina, teroare. Este un rol caredrdgste unele fungi si calitati
ale rolului de rege. Rolul nebunului, la randali,snagte dod tipuri importante de
rol, cum ar fi cel al jugtorului (trickster)si cel al bolnavului. Spargerea unor
norme si abolirea logicii formale, cotidiene, prin compamtientul celui care
interpreteaz rolul nebunului, oblig la o abordare improvizanak a realititii din
partea celor care iritiin contact cu el. Aceashecesitate contiriude a improviza,
in funaie de agdunile ,nebunului“, nate rolul juctorului, un rol care dezvdit
capacitatea de exprimare a unor impulsuri spong§apare inlesnge capacitatea
de a interpreta o multitudine de alte roluri. Cesarolului de justor este de fapt
esema personajului Henric al IV-lea. Defita de Marele Mascat, pe care & d
Pirandello, se ref@rtocmai la acest rol al personajului Henric al 8&! Rolul
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jucatorului confe# purtitorului siu spontaneitate, flexibilitate, surinta n
rezolvarea conflictelor, activarea tuturor eneagiite derié din caracterul genetic
al jocului. Rolul juatorului permite distagarea de evenimente, creaggdntirirea
meta-rolului cu caracter apollonian. Rolul jtarului mai asigui si capacitatea de
a funagiona in cadrul unor reguli, acceptandu-le ca regokrente pentru
desfisurarea jocului. Totodaf dezvolt capacitatea de comunicare, de exigteim
echig”, de luarea unor decizii rapide etc. Prin acestde judtor, prin jocul de
roluri oferit de acest rol, Henric al IV-lea exmaz propria realitate psihic
recurgand la o auto-psihoterapie printr-un joc @diamatic, al &rui protagonist,
darsi condudtor este el Ingiil

in ceea ce privge rolul bolnavului, el nge in anturaj rolul de ingrijitor.
Prin rolul bolnavului, Henric al IV-lea céfa sprijinul fizic si emaional pe care
altfel nu avea cumad obtina. Tot prin acest rolgi obliga anturajul la compasiune,
asigurandui locul central in viga apatinatorilor sii.

Rolurile complementare sunt echivalentul rolurpsihodramatice moreniene,
care se nasc din reii¢e interpersonale in anumite sitila

in prima parte a partiturii, de exemplu, putem obaecum rolul de rival,
care nu a putut fi jucat in realitatea cotidiate Gtre personajul Henric al 1V-lea,
va fi reactivat in realitatea fionak in cadrul relgei Henric al IV-lea-Pietro
Damiani. Furia, desconsiderarea, ura réiggnadle de Henric al IV-lea fade rivalul
siu Belcredi, care ngi-au gisit interpretarea ntr-un rol n realitatea cotidiavor
fi reformulate si interpretate in rolul regelui furios pe Pietro rbani,
reprezentantul inamiculuias, papa Grigore al Vll-lea. Tot in prima parte, véim
martorii interpreidrii rolului de fiu, in cadrul &ruia Henric al IV-lea va rezolva, atat
tensiunile reminiscente din cadrul ngd& mani-fiu din realitatea cotidiat) catsi
durerile provocate de doliul regiiinla moartea surorii sale, decedlau o lura in
urma (,Asa elsi pot aména pe dltdat jalea!").

Rolul de so estesi el interpretat Tn acedstealitate dramati; in care
psihoterapeutul este TnguHenric al IV-lea, cu scopul de a clarifica unele
sentimente féa de fosta iubit, marchiza Matilde Spine, interpreta rolului desda
n realitatea figonak. Relaia cu Matilde Spine care nu a putut avea o dezelta
normak Tn realitatea cotidiaf) va activa rolul amantului (iubirea sedrdéta de
Matilde di Toscana) in realitatea dramati®utem identificasi rolul de ganditor
existenialist — rol pe care il vom régisi in actul I, odai cu rasul Marelui Mascat
— care este activat de rolurile temporalea(t® nati! monsignore, domnia-ta ai
vrut? Eu nugi intre o intdmplargi alta, independente améandode voina noastt,
se petrec atated atatea lucruri care, noitipam vrea & nu se petreacsi fata de
care cu greu neilcam pe inind ca 4 ne putem resemna”).

Rolul eroului se va nte odai cu formularea revoltei fa de Pap
(,Miine, la Bresanone, daaeci si sapte de episcopi, germagii lombarzi, vor
iscali Tmpreuri cu mine destituirea papei Grigore al Vll-lea, nongf ci fals
monah!), iar rolul damnatului, odatu rudimintea adresatPapei, ca prin vrajsi
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fie eliberat din tabloul unde este integahi pentru ai putea relua vig normai.
Declaraia de dragoste, care nu a putut fi niciadatprimai in realitatea cotidiai)
va apata forma sa in rolul 8fuitorului din actul 1l, cAnd Henric o va ruga pe
,soacra sa“ & nu aili incredere in Matilda de Toscana. Este o séuereal de
Henric, Tn care aspunsul Matildei Spina este HBditor. lar &spunsul dat de
aceasta, prin care o @p pe Matilda di Toscana, echivaldazu declarga de
dragoste pe care Henric steptat-o mai bine de dareci de ani. Bspunsul in%
vine prea tarziwi el nu mai este puttorul bucuriei, ci al durerii #scute din
recunogterea faptului & viata cotidiaa este constrafida disimulare. Prin aceste
roluri multiple create de refa dintre Henric al 1V-leasi Matilde, Henric
reconstruigte, de fapt, in ,aicgi acum* o relaie din ,atunci“, neimplini si lipsita
de posibilitatea clarifirii, fiind intrerup& de accident. Acest ,a doua daidi
posibilitatea protagonistuluiasrecurdi la mecanismele de restituire, prin care o
multitudine de tensiuni conflictualgiigisesc rezolvarea. Esge punctul in care
Henric al IV-lea va prasi rolul Regelui pentru a fi el Tngu

In partea a doua a partiturii putem distinge rédsbpeutului, un rol analitic,
care va traduce rezultatele joculutiboal. (,O claviatudi de culori: nici nu-i atingeam
bine o clap, si ea: alla, rosie, galbes, verde!... lar célalt: Pietro Damiani Ha Ha!
Perfect! L-am nimerit in plin! I-a fost fricsi mi se mai arate odat) Acest rol este
bazat pe rolul juitorului. Tn cadrul acestui rol vom observa cum Htenlistribuie
rolurile si creeaZ situgiile necesare propriei psihodrame, exacgiaan psihoterapeut
(,Nu vezi cum 1i imbrac, cum 1i garnisesc, cum & $ vina dinainte-mi ca nie
paige, moarte de frid*). El este, in acekh timp, si protagonistsi propriul terapeut
(psihodramatician). Aici putem amindi de momentul scrierii decretelor de la finele
actului, care poate fi o metafiola analiza tranzasionak si la ideea de rescriere a
scenariului (script), formulatde Eric Berne. Rolul terapeutului este subligiatie
gandurile formulate in légura cu relaiile interpersonale, ganduri care sunt foarte
aseninatoare cu teoria intalnirii (encounter) moreniene.dad esti langa altul, si te
uiti in ochi lui, [...] pai s te vezi pe tine sub chipul unui getor oprit in fga unei poi
pe care n-areigpoati intra niciodai: cel ce intk pe poarta asta nu vei fi nicioddt,
cu lumea taduntrici, asa cum ai agonisit-o, prin gifpul si prin vazul tiu propriu; cel
care va intra e unul, necunosg@et modelat ga cum te vedsi te pipiie ceklalt, prin
ochii ciruia dai 4 intri in lumea lui de nejruns.”). Psihodramatic vorbind, este
momentul cand interpretarea de rol dionisiac va aerpreirii de rol apollonian.

Un alt rol evident, in acedsa doua parte, este rolul artistului, rolul celaiec
creea#, casi terapeutul, realitatea fionak, dar de data aceasta cu scop estetic. Din
acest rol se nasc cel al regizorului, in momemtutére Henric aranjeazin tablou
vivant, ca suport imagistic pentru exprimarea aoiplarii, si cel al actorului, care, cu
ajutorul cuvintelorsi prin jocul de rol (cel al nebunului), poati#ss impuri sistemul
relaional, momentul in care 1i obligpe cei patruasingenuncheze in ti sa. Putem
detectagi rolul teoreticianului, in care personajul incaagicsistematizeze experigte
traite prin situgile de ,casi cum“ puse in sceéde Gtre personajul exprimat prin rolul
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terapeutului. Teoretizarea rolului de actor va mevim actul trei, ceea ce va indigia
constientizarea fungei terapeutice a jocului de rol (,Te deprinzi fleatesnelsi te
plimbi fara nici o greutate, uitesa, sub masca personajului tragic pe care-l joci... (1
joad) uite-aa... Intr-o sal ca asta!“). Putem identifica rolul predicatorului, care i
confet lui Henric capacitatea desapropovadui ideile legate de ad&wi de percepia
realititii cotidiene. Acest rol expritnlatura obsesiva personalitii lui Henric. Tot in
aceadt parte a partiturii ne ntalningi cu rolul @zburitorului, care predjeste
momentul culminant al actului lll prin (,Vread am phcerea de a-lgmui macar pe
unul dintre ei: pe dansul!®)

In a treia parte a partiturii avem de a face, impkrand, cu rolul de pacient in
relgia cu Doctorul, rol care va permite exorcizareaiifiile nebunie, a spaimei de
pierderea din nou a controlului asupra ragilii a situaiilor. Tot in aceadt parte ia
nasteresi rolul prizonierului, prin recrearea momentulundgi-a revenit pentru prima
oafi din delirsi cand noua realitate, sentimentul de libertatésaut in el frica pe care
o resimtssi prizonierul Tn momentul cand este eliberat dehisoare.

Partea a treia a partiturii estgoartea in care personajul Hengicvia alege, de
data asta voit, rolul de nebun, respectiv de Healritv/-lea. Rolul &zburitorului
culmineaz cu agiunea de injunghiere a lui Belcredi: ,Nu sunt nebitasi!”.

Analiza partiturilor dramatice, cu ajutorul teortelului, elaborat de Moreno,
poate crea un act actoricesc mai deplin, prin catlearsisul publicului se va uni cu
catharsisul actorului, #rind, pe l1ang latura estetica spectacolului latura terapeutic

Caracteristicile rolurilor in piesa Henric al IV-lea

Accidentul este un element folosit des de Piraadwil luctrile sale, un
element prin care autorul dete si sublinieze imposibilitatea controlului total asapr
realititii cotidiene. Hazardul jodacun rol meta-fizic important in procesuiutirii de
sine. Dezvoltarea jocului de rol, de la ingiient la cogtient, marcheazmaturizarea
psihica a personajului, capacitatea de gelggesi folosi jocul de rol ca metadde
autocunogtere si de insetie In societate. Personajul principal descbpeeptat
elementele terapeutice ale jocului de rol, printdapa isi construigte (construirsi)
masca. Henric al IV-lea este exponentul teoriearmelliene & atunci cand si
construigte miistile, rolurile si replicile, omul, de fapt, se constrgtie pe sine, se auto-
construigte. In opinia sa, rolul este o atitudine, o riasmstruis de puritorul siu.

.Nebunul, care se crede Henric al 1V-lea, s-a cozapropria ppusa, Tn propria
pies de pipusi, si atat timp cat se crede Trinat aceasta este ,realitatea“ sa. Mai tarziu, va
recunogte @ s-a riscut, de fapt, din nebunia sa,a persistat in mascatadin lenesi
deziluzie faa de lumea contemporanAici, personajulstie ca este fpusa creai de el
Tnsui. Si totusi: nu este decizia de amane n acea sittia simptomul unei mith deranjate,
anormale, unei minde care personajul din nou nu estestient?*

" Martin Esslin,A Hole Torn in a Paper Sky: Pirandello and Moderrafba in John Louis DiGaetani
Companion to Pirandello Studij@dew York, Greenwood Press, 1991, p. 263.
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Punand problema din perspectiva morehjia@spunsul este lesne dasg:
in psihodran, protagonistul se creeaaproape in egalmasui cu cea In care se
cunogate pe sine. Partiturile interpretate, in surpluditate, sunt destinate in mod
deliberat creerii unei noi identit, una mai fericii, mai adaptat mai curajoas n
esem, una mai snatoas. Si, bineineles, dei multi vreme persoana este
constienta de faptul & noul giu personaj (,look de sine“) este rezultatul unui
sritual psihodramatic de regtere”, este desteptat ca, treptat, aceasorstienta a
nouttii identitatii de sine § se estompeze, cedand locdlrir rolului actual, cu un
binevenit sentiment al firescului.

Pirandello subliniaz unele caracteristici importante ale rolului, cumfia
flexibilitatea:

-HENRIC AL IV-LEA: V a spun: maine, rolurile s-ar puteafe de-a-ndoaselea!
Si ce o 4 facgi voi atunci? [...] Dar vasi amar de acela care gtie si-si poarte masca, fie
ea de rege ori de pap'®

Lipsa flexibilitatii duce la incremenirea in masda lipsa fluxului vital, la
incapacitatea de aatrviata in plenitudinea sa:

-HENRIC AL IV-LEA: Cu toate acestea Monsignore, timp ce dumneata tg
tare agtat de aceastsfanti sutar, de colo, din manéciti aluned, iti scap, ti se strecodr
ca unsarpe ceva de care niciacar nuti dai seama, monsignore: W@ Si ce surpri, cand
ti-o vezi dintr-odat luand chip, Tn f@ ochilor, desttusat de tine prasindu-te [...] Eu m-
am trezit cu-atatea wiein fata!"®.

Avem aici o pledoarie pentru dezvoltarea repetiairile rol, o recuncgere a
necesiiti de a interpreta mai multe roluri. In acéep lui Cristopher Doyle,
flexibilitatea rolului Tnseamincapacitatea de a juca un rol multi-dimensionatgitrul
construdilor sociale schimfitoare. Psihologic vorbind, expansiunea repertaridéu
rol si flexibilitatea rolului sunt corelate cu 0 mai reaedancime psihologicCu cit o
persoad trebuie &-si exprime In mai multe feluri, fate ale sinelui, cu cét trebuiess
organizeze, In mai multe feluri expetigle sinelui, cu atat va ajungé se auto-
cunoas& mai binesi sa se imgrtaseasé celorlati.

O alta caracterisits a rolului este geptarea f@ de rol. Pirandello
subliniaz. importana raspunsului fga de aceast asteptare, necesitatea caiel
rolului cu cerinele situaiei si a vremii: ,Am sinmul vremurilor acestora maretia
celui carestie si fie cine trebuie &fie“™.

Dac este § catalogm rolul personajului (al persoanei cu masca sa), in
functie de taxonomia lui Robert Landy, rolul principah dHenric al IV-lea este
fara doarsi poate un rol cognitiv de tipul rolurilor nebunulatelept.

8 Luigi Pirandello,Henric al IV-lea,trad. lon Frunzettiin vol. Teatru, Bucureti, Editura Pentru Literatar
Universadi, 1967, p. 225.

% 1dem p. 222.

01dem p. 225.
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.In aceast piesi nebunul apaine tipului de Nebun felept, un personaj familiar,
care sub acoperiredlpriei sale cu clopi isi permite & rosteast adewviruri care in mod
normal nu sunt rostite*:

Acest rol ofefi interpretului posibilitatea de aidma convetionalitatea
sociafi si de a exprima adéwri ce nu pot fi exprimate in cadrul rediit,obiective”.
in acelai timp, schimirile bruste de stri motivate de tipologia caracterului
personajului care 1l interpretégae Henric di gasesc un tipar comportamental adecvat.
Logica cotidia#i este aboli, fapt care 1i confér,nebunului“ o putere infric@itoare, in
viziunea omului ,,8natos".

»HENRIC AL IV-LEA: Spaima asta a voastrPentru & te afli in fga unui nebun,
stiti ce Tnseami? Inseama i te afli Tn fga unuia carer dardma din temelii tot ce ai
construit in tine, n jurubiu, logica, logica tuturor constrtiitor tale!*.*?

Dupi cum sublinia Blatner, rolul nebunului este unuh dnarile roluri ale
dramaturgiesi sunt nenurdirate éile de a fi nebun. O parte a prouolor vietii noastre
este de a descopeti ©0i, de a ne gili pe noi irgine si pe atii, chiar dad aceste &
sunt considerate, la vremea respéctisi perfect acceptabile de gandireomunicare.

Henric al IV-lea descopgrfragilitatea structurii care stla baza lumii
cotidienesi testeaz pentru sine 8Mul care otine unié. Stie din propria experiga ca
nebunia ofer o alternativ a realiditii, nici mai irgionak, nici mai inconsecveatecat
realitatea oamenilor normali, la fel de valideci, ca a acestora, dar difedta sens.

Personajele pot fi indptite in categorisi in fungie de gradul de actorie folosit
n interpretarea personajelor. Stilul de joc aktmepersonaje acopeintregul spectru
dintre prezentarg re-prezentare, in furie de sentimentele implicate in jocul de rol.
Pot fi detectate diferite stadii de actorie, de ,fon-actorie, trecand prin
Jeprezentareaifi matrice”, la ,actoria simgl apoi la ,actoria compleX conform
teoriei lui Michael Kirby. In momentul in care asamea rolului este slahintervin
mecanismele de agre, care se manifégirin ras:

,DOAMNA MATILDE: (v azandu-l pe Belcredi izbucste in ras) Vai, doamne!
[...] Esti de neconceput: pari un strdeghizat in sihastru!...“

Belcredi este prototipul neasarn rolului, inflexibilitatii si lipsei de
spontaneitate, manifesigbrin sentimentul de gelozie, resitrin fata aptitudinilor
ludice ale lui Henric. Prin confruntarea celor @owluri, Pirandello pune in
discuie necesitatea curajului detisasuma ,ambivalega rolurilor®. Belcredi poate
fi considerat rolul apollonian prin excetén

Imaginarul, fantezia constituie locus nascendiahllui ... fantasmele, in

11 Maurice ValencyPn Henry IV, Tn John Louis DiGaetaAi Companion to Pirandello Studiédew York,
Greenwood Press, 1991, p. 228.

12| uigi Pirandello,Henric al IV-lea,trad. lon Frunzettiin vol. Teatru, Bucursti, Editura Pentru Literatr
Universali, 1967, p. 247.

13 1dem p. 219.
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genere, nu-s altceva decégtaibiete ticluiri ale miti noastre, la urma urmei! kte
imagini pe care nu rgin si le meninem Tn regatul somnulyi atunci Thcep & se
desfisoaresi ziua (n.n. reveria) candgtetreazsi te umple de spaif. Totodat estesi
sursa poeticului (,Ar trebuias comandm lunii un ninunchi frumos de raze
decorative..."), 0 poezie ce poate deveni ,cotidiznfealitatea ,subiecti.

Personajul fitranului servitor Giovanni este singurul care apacitatea de a
functiona in ambele reaidii si care ar putea fi un aliat al lui Henric. De ac@éesste
rezervat rolul de cronicar, este ntr-un fel Haral lui Hamlet, care, prinaspunsul
Deo gratias la intrebarea Cine e?, doytederofunda cungéeresi acceptare a Marelui
joc. Este, pe undeva, asamitor Servitorului din Neitelegerea lui Camus.

Piesa Henric al IV-lea poate fi considérat capodoper despre relg
actorului cu rolul su. In opinia mea, este o pledoarie durefosistragici in
favoarea actorului, Tn favoarea jocului de rol,ifi@ent de rezultatele sale. Henric
al IV-lea nu exist decat prin rolul &u. De aceea @anea sa criminéleste, de fapt,
un act ritualic, un sacrificiu prin care se congfjte realitatea sa subiectivEste o0
agiune intrepringd in extazul mistic dionisiac, prin care se res&t@ echilibrul
spiritual. Este un act de defulageautoagrare, in aceka timp. Este momentul
catartic, de acting out, prin care personajul, daat remodelarea personafit
sale, trece intr-un nou stadiu de exigte(Catharsisul corespunde unei modific
a structurii personaiitii — prin purificare spiritual — legat de cagtientizarea unei
stiri psiho-afective conflictuale, refulate, r@te, de exemplu, cu ocazia unui
spectacol teatral sau a unei psihotet&pii Este actul suprem, prin care Marele
Mascat (sau Marele Preot) conséifte dreptul la visare, la imaginar. Este actul
prin care carnavalul este instaurat pentru totdeakste gestul simbolic devenit
realitate. Pirandello subliniazprin aceadgt scef, fungia cathartié@ a rolului, dar
si pericolul ce poate surveni din utilizarea incd#ieg mistii sau rolului.

Distrugerea realitii ,subiective* a lui Henric, a rolului creat, andemna
dispariia rostului existerei sale. El este Marele Mascat, Marele Actor, Rexsoare,
prin dedvarirea artei sale, devine prizonierul propriei gie&ste actorul, care, cu
ajutorul imaginégei, isi creeaz propria realitate, obligandu-i petiteei din anturajul
sau gi se comporte n fuie de realitatea subieclicread de el, &zbunandu-se astfel
pe realitatea ,obiectli/ creat de afii. Este d@latoria inttiatici de individualizare, de
maturizare a unui suflet rebel, ,straniu din premrerbogtie vitak“. Masca credat isi
devoreai creatorul. Henric al IV-lea devine gigpapusa Oreste din Il fu Mattia Pascal,
un Hamlet, din cauza ,gaurii din cerul de hirtigi.UHamlet pedepsit cu propria
existena. Dar un Hamlet care rgeste $i formuleze intrebarea ,a fi sau a nu fi“, nu ca
un soliloc, ci ca un dialog cu cetial,sunt sau nu sunt?”. Un Hamlet care ajunge la
recunogterea & nu mspunsul la intrebare este agan ci interogarea in singi
acceptarea transfounii acestei interoga in afirmaie.

4 Dominique Barrucand,a chatarsis dans le théatre, la psychanalyse psjghothérapie de groupe, EPI,
Paris, 1970, p. 95.
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DESPRE TRADUCERILE LUI PARTI NAGY LAJOS'DIN CARAGIALE?
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Motto: ,....intraductibilitatea este o enigincareia trebuie &-i gasim spuns...”
Antoine Vitez

ABSTRACT. The present study is devoted to the Romanian piglyti. L. Caragiale’s comedy
~Carnival” in Hungarian translation. The articlergsafrom introducing the general problems and
types of theatre translation, and also summariegehtbtory of translating the 19th century
Romanian playwright into Hungarian. The paper fesusn one particular translation by the
contemporary Hungarian writer and playwright, Lajarti Nagy, analyzing the devices,
techniques of creating a contemporary theatricalgdtian text for stage.

Dac impartasim (si) afirmatia lui Vitez & in dramaturgie nu limba trebuie
tradugi, ci lumea descrisacolo, nelegem de ce tocmai Caragiale este imposibil
de tradus. Pentriadumea - aceea lume - este intraduciibil

Potrivit teoriei, traducerile din dramaturgiaastd se Tmpart in dducategorii.
Cele din categoria ,ferestrei” se &tuiesc § dezdluie lumea din care detivtextul
dramatic; este ceea ce numim traducere #idélologic exacdi, urmirind €
reconstituie universul piesei supuse traducerisplinem ,fereastt pentru & ne
permite cunogierea unei culturi stine, fie easi indegartats in spau si timp. Cehlalt
tip de traducere, ,ogliri, nu tinteste la cunogterea alterittii, ci la recunogterea
propriei identifti. De aceea rentinla infitisarea universului textului @in, cu alte
cuvinte, este o traducere aproximatisnind mai degrabde adaptare: vrea apropie
acest univers de cel propriu, transcrie contexpaticstemporal, folosge analogii
cunoscute, apropiate, pentru echivalarea codurtilturale stiine.

Daci examiram istoria recerat a traducerilor teatrale in maghiane dm
seama & acestea pendulegintre tipul ,fereast” si cel ,,oglinda”, iar pe de alt parte,
aceast ezitare se muleazpe diferitele epoci ale istoriei teatrului maghiBomin

! Parti Nagy Lajos (1953) este un poet, prozgtdramaturg din Ungaria, cel mai important stiistimbii.
Volumele, operele importante: Ibusar — Mauzdéleumas@y 1996), A test angyala (roman, 1997), A
hullamzé Balaton (nuvele, 1999)386m tere (roman, 2000), Grafitnesz (poezii, 2083pgyott kutya
laba (nuvele, 2006).

2 Nota traduatorului: Pentru paragrafele de mai jos s-a folositText de Referiéi in Limba Romah
(TRLR) volumul ,I.L. Caragiale, Teatru, e@i ingrijiti de Virgil Vintilescu, 1984, Editura Facla,
Timisoara. Tn continuare, fragmentele tragtadlor maghiari au fost re- traduse duprmitoarele
criterii: 1) traducere fidél filologic, sau, unde aceasta nu a fost pasil#) traducere prin expresii
echivalente, sau, cel i, Tn spiritul celor maghiare, acolo unde acegirairma sunt intraductibile.
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cind fidelitatea textua) cind adaptarea scehicTendina din urnd se Tnireste din
anii '90. Asa cum devierea de la textul clasic (Urtext), cardstica teatrului din
ultimului deceniu, transcrierea, rescrierea, deesss, descompunerea-deconstauc
tind i capete valoare de paradi@gra felsi tradudcitorul resimte din ce in ce maitpu
obligativitatea exactitii filologice. Insi raspindirea traducerilor de tip ,ogligitare si
un alt motivsi o alti posibik interpretare: teatrul vede tot mai tipu posibik
cunogterea Celuilalt, prin urmare s existena ,ferestrei” devine problematicin
locul reflectirii a sosit ceasul auto-refigei, ca si cum am prefera doarasne
recunogtem in oglinda pusin fata noast, in loc $ cunogtem ceva nosi strain.

Din cele nu mai pin de opt (!) traduceri Tn maghiarale ,Scrisorii
pierdute” (cea mai jucatpiesi caragialiad pe scenele maghiare) se poate decripta
nu numai epoca, dar intentia spectacolului de odiniaarCu cit epoca in care se
predgiteste traducerea e mai sensibji mai libera din punct de vedere politic, cu
atit versiunea e mai po fidela, si cu atit mai mult inclia spre adaptare. Sub
dictatui apar texte ,fidele” ( traducerile ardelene semrdgeNagy Elek, Szasz
Janossi Dedk Tamas), in vreme ce la incepufiula sfirsitul anilor '90 suntem
martorii unor adagti survenite ca reaic de moment la situ& politico-sociai a
timpului (versiunile Sepidi Kiss Attila ori Bodor Adam). Dari traducerea
pregitita de Nagy Elek (care a semnat mai tirziu cu psewdanMéhes Gyorgy)
pentru spectacolul din 1949 de la tidaalul budapestan este ,suspgécte
adaptaresi inca Tn mai multe puncte, fiind o adaptare ultraideaagtipici epocii
Cu toate eforturile traddtorilor si a celor opt versiuni, nici aceaspiesi nu are o
traducere valahi| pe care oricine s-0 pa@autiliza as#izi, cu sufletul Tmpcat,
pentru a monta un spectacol. Existaduceri exacte filologic, dar de nejucat,cu
putin umor sau, pusi simplu, intr-o limk imposibil de rostit pe scénun bun
exemplu il constituie cea mai exadtaducere, filologic vorbind, cea a lui Szasz
Janos, (practic nejucat. in schimb valabilitatea addiptor e de foarte scutt
respiraie: ceea ce era bun in 1994 (versiunea lui @Bpburioar), azi nu ne mai
impresionea, ceea ce e valabil in provincie, nu e sigdarfencaioneaz si in
Budapesta. Mereu e laditoare legea lui ,aicgi acum”.

Lumea pieselor lui Caragiale e vafidn virful scirii sociale stau personajele
politicienilor provinciali din ,O scrisoare pierdilf negustorii de periferie din ,O
noapte furtunod@sse situea mult mai jos, iar figurile piesei ,D-ale carnavaiii
reprezini cu adeidrat cel mai de jos punct al sodigtsi limbii. Decorul celei din urra
este periferia, mahalaua. P cuvintul- nu intimgitor- este de origine turcedst.a
marginea capitalei locuiesc micii negustori tugegci, armeni, evrei, bulgari, fiecare
cu meseria, cultura, limbastilul de viaa proprii. Dar tot aici locuiesgiranii siraciti,
fara pamint, veneticii aciuig pe lingi ora, tati privind cu jind spre cartierelgc din
interiorul Micului Paris. Tn a doua juttate a secolului XIX reprezentativ pentru
periferia bucurgeard este caracterul multietnic, fiecare neafimtt in cultura lui, cu
limbasi stilul propriu de vigi, ocupindu-se cu dulghegg in primul rind, cu negal.
Apartenera la un neam sau altul B pira si felul de negustorie practicat de fiecare.
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Astizi, acelea suburbii sunt locuite dgganime si de muncitorimea pauperizai
fara servici, puritoare ale unei culturi la fel de specifice precmainitaii de acum o
Sut- 0 Ssuli cincizeci de ani.

Natiunea téieste prin limba sa, cum spunea politicianul de se¥tX
Széchenyi Istvan. Mahalaua cu atat mai mult. Pajstendin ,,D-ale carnavalului” se
balacesc intr-un veritabil carnaval lingvistic. Chigirvorbitorii nativi de roméaa
citesc piesa cu dionarul Tn maa, si cel mai bun exemplu al acestui fapt este o
editie In limba romam, previzuti cu un voluminos glosar. Tn limbgasim
realititile epocii: lumea pivaliasilor, limba lor, sunt, in majoritate, de extti@c
greco- turd; tezaurul lingvistic amoros vine din frandez o francei strica#,
bineineles, pentru & periferia nu cunage bine nici o limA, nici macar cea
materrd, doar maimtireste. Limba oficial, a ocupdilor legate de autoritate,
precumsi a denumirii diferitelor ranguri militare, e ceaaimarhaid, dar ea sai
schimki cel mai repede. Limba cartoforilor, a jocului d&ticeste un amestec de
turcd si francez. Locul in care este plagatdiunea, ,un salon de frizie de
mahala”, denét o excegonak optiune dramaturgic aici se pot amesteca
frantuzismele cele mai aristocratice cu ngsmwe dintre cele mai josnice, aici
vietuiesc impreud centrul cu periferia, pentruacfrizaria nu este vreun salon
elegant din centru, aici se sgdimasele, se lecuiesg bataturile. Denumirile unor
dansuri sau piese de vestimemavin tot dintr-o francex stricati. Si prin
onomastié traieste o naie: numele sunt in bdnparte turcgti si create cu o
remarcabil putere de inveie scriitoriceast. Asa incat traducerea pentru teatru a
universului lingvistic al mahalalei este imposibiDar e musaizsfie facuta.

Caragiale este acel ntemeietor de Hmbmaneasc prezentsi astzi in
vorbirea cotidial. Sursa umorului 3@ verbal o constituie amestecul magistral al
cuvintelor de sonotiti si origini diferite, stoarcerea cuvintelor &tre de tot potetralul
lor comic, franuzirea, etimologiile populare, confuzia melodrasiagxtraordinai.
Din acestea, o serie de expresii s-au transmigi laoimune. Aparatul sintactic din ,D-
ale carnavalului” este deja dramaturgie: semnificacriitorul n-a mai creat o alt
piesi cu agiunea la fel de clocotitoare. Intensitateduami 0 oglindesai construdiile
propoziionale tipice acestei piese- propdzacurte, dsuratoare, folosirea frecveit
a unor imperative cu valoare propganak - abia dag gasim rostite propoZi
complete, scrise piria cafat.

Caragiale tiieste dod existene in limba maghiar Pe de o parte, in
Ardeal, un spectacol Caragiale Tn ungteese joag intr-un context cultural aparte.
Degeaba e textul in limba maghiadad e jucat la Cluj: orizontul de receptare,
referinele culturale sunt radical diferite dej spunem, un spectacol jucat la
Budapesta. Nu e vorba doar de receptarea textldugj a mizanscenei. In Ardeal
se cuvine & stii ce fel de ora e Ploigti, locul de care sunt legate, intr-un fel sau
altul, personajele din ,D-ale carnavalului”. Tn Bambsta locul respectiv nu spune
cu nimic mai mult decit spunea, vreunui englez, ndiedin ,Miasu@ pentru
Masur@”: un loc real, dar cu o existgnnedefinibik, necunosciat
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,Carnabalul® lui Parti Nagy Lajos - ocolesc delicat cuvintuladucere”-
se sprijih exact pe curghintele obgnuite ale budapestanului despre romangsm
limba roma@d. Ceea ce inseamrpuin mai mult decit zero. Existo singué
referina romaneascla Parti Nagy: sufixul —escu. (Insimanttor cat de mult au
contribuit la cunogterea acestuia personaje precum Geseu sau lliescyj cat de
putin Eminescu ori Enescu).ai asemenea denumiri: figarescu (pentéubker,
de la Figaro), pacsulestupinduresct) diszpintyescu. Atata se custe prin
Budapesta despre limba romiaiici din referinele istorice, culturale, geografice
nu ramane prea mult - desupraviguieste Ploiati- dar si atunci intr-o asemenea
forma: ,sunt o fal nevinovad zamislita in cuptorul poporului ploigean” - spune
Mita — ,care dat se aprinde, nu sgie unde se opsee. In vinele mele sangele
martirilor ngionali balteste-n sussi-n jos”. Si patrioata ploigtean@ se transforri,
cateva pagini mai incolo, in ,pizda plgieand”, cel puin in vorbele rivalei sale
intr-ale amorului, Didina. Un filolog exacti precis ca Szasz Janos traduce
fragmentul Tn felul urritor. ,sunt faii din popor,si mi-e firea furtunoas ai uitat
ca sunt republicafy ca in vinele mele curge sangele martirilor de ladldrdiarie, ai
uitat & sunt ploigteand - da, ploigteand...” Fidelitatea f& de text e o virtute in
traducere. Ins11 februarie cere o notle subsol, pe care tradtmrul, meticulos, o
si da. Traducerea lui Szasz e o ,feredstipica. De aceea e atat de greu de jucat.
Cu tot cu nota de subsbl.

Nu exist, deci, ,fereasti”. Acel cadru, timp, mediu cultural, carg flecte
spiritul mahalalei bucustene de sfait de veac XIX nu preziéit in maghiat, nici un
interes din punct de vedere teatral (ceirpin Ungaria).

Dar nici ,,oglinda” nu fundgoneaz - cel puin nu la Parti Nagy. Pentrd o
adaptare ar trebuiisnlocuiasé, pastrand regula unitii de loc, timpsi cultura,
lumea concrétromaneast,tradusi” printr-un mediu concret unguresc (concretul
neidentificandu-se cu realismul, dar fiind tangaeéstuia). Intr-o adaptare nu ar fi
vorba despre ,ei”, ,atunci§i ,acolo” unde i-a scris Caragiale, ci de ,aiciggum”
,noi”. Insa nici asta nu-l intereseape Parti Nagy.

Pentru a sim diferenta dintre Parti Nagyi ceilalti tradudctori, si citim
mai multe versiuni ale traducerii unui fragment ¢grale carnavalului”. Tn Actul
I, Scena |, lordache descrie falsificarea abonanhginde frizerie.

TRLR: ,JORDACHE: (...) Zice d. Nae: lordache, biléspterului e cu scamatorie; ia
sa-l tinem noi de scurt: orizcne-a luat bilete, orizcne-a furat pecetia, oragi-a facut el
alta pe model,zcprea se-ntinde abonamentul lui caczevalul pajit...”.

Szasz Janos: ,Domnul Nae zice: lordache, biletiwesgui 1i hocus-pocus;

3 Titlul e un joc de cuvinte intre carnaval si bal

4 corespunzand unui padescu - n. trad.

5 pindurka- réruntel in Ib. maghiat, deci corespunzand unui ,mititescu’- n. trad

® MITA: Ai uitat ci sunt fiici din poporsi sunt violens; ai uitat & sunt republicaly ci-n vinele mele curge sangele
martirilor de la 11 fevruarie (formidaiji ai uitat & sunt ploigteand-da, plogteand!” TRLR (N.trad.).
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ia si-l cerceim sub unghii: sau ne-a furat bilet, sau a furatpacsau a pusis
fie facuta una pe risurile ei, @ asa i se Intinde abonamentul cgcavalul péjit”.
Szasz e exact, limba nu e litéraiar stilul este unitar, arhaizast,aresi umor.

Gera Gyorgy, Hoban Jén,Zice domnul Nae: Aici ceva nu-i in regulisi-
| tinem sub ochi pe sg@rul asta. Pentru £ asta fie @ a facut rost de-o groazde
abonamente, sau a furgampila, sau a falsificatampila - altfel nu i s-ar intinde
abonamentul ca aluatul”. Traducerea e exesd traduce sittia, nu limba, umorul
de limbaj e ptin.

Bodor Adam: ,Nea Matyi se intoarce spre mine: Jéati, aicea puteiu
ceva. Felcerul ne futeaSim pe faz, c prea i se-nmugscastuia abonamentele”.
Text scurt, cu mici omisiuni, corect gramatical {ntr-o limha stricati), traducere
tip adaptare, destul de triviialtraducesi numele, cu toate acestea nu valoiific
umorul de limba.

Kacsir Maria: ,Jedke, aici se petrece o scamatorie, trebéiklaam din
scurt pe domnul felcer: sau miirpelit un abonament, sau a pus ména pe pecetea
noastd, sausi-a facut una pe modelul nostru, dagaai se intinde abonamentul
precum aluatul”. Dg traducerea e exagte cam ceryie, arhaizarit, n-are umor,
iar sintaxa aratca versiunea nu a fost realizgientru a fi jucdi pe scea.

En fin, Parti Nagy: ,Ascult aici, lordache, ziceseful dug inchidere,
porcovanulasta ne bagin ccat pad-n gat, ia &i privim sub unghii,asta sau fur
belete, sagtampile, dag nu cumvasi-a tras una dintr-o radiirPentru & la asta se-
ntinde abonamentul cascavalul p#jit, daci ma-ntelegel”. E textul cel mai amplu,
scris cum se cuvinearfi respect pentru limba litegarin limba comua, si e destul de
comic.Si, mai ales, amestgnteligent epocile: limbajul g arhaizangi contemporan.

Parti Nagy nu traduce cuvinte, ca un filolog.

Pentru & atunci s-ar preocupa de cugimea Celuilalt. (Il Bnuiesc de
incapacitatea de a aborda traducerea filologRentru ga ceva ar trebuie, spre
exemplu, & cunoasg limba romas). Si nu traduce doar o lume, pentra aunci
ar face o adaptare, care presupune stabilireanoediu unitar, coerent.

Traduce teatralitatea.

Nascocgte un univers lingvistic teatral abstract. Cu mijloacele teatratit
de limbaj d natere unui Caragiale necunoscut pacum - pentru prima dafdup
parerea mea) in limba maghiaPentru & limba alctuita de Caragialgi posibilitatile
teatrale ascunse in ea n-au putut fi exprimategianin maghia.

Opera lui Parti Nagy nu poate fi consideraducere; ,Scrisde Parti Nagy
Lajos dup traducerea lui Réz Pal” spune prima pagd vom numi, luandu-ne dap
Foucault, crege cu identitate de gen muliipINu e ,fereast” si nici ,oglinda”. Mai
degrali o masé. Frumoas masd. A fost gezali pe faa. Seamini si nu prea.
Dezwluie si ascunde. ,Carnavalul” lui Parti Nagy face paria diata artistia a
scriitoruluisi dramaturgului. E o piatrde hotar in receptarea lui Caragiale Tn Ungaria.

In anii 90 o editufi din Ungaria distribuia ca bonus gaazisi maini de
macinat, de dcut expresii politice, un fel de riaa pentru limba de lemn. Pe o

71



TOMPA ANDREA

parte se puteau fabrica expresitioaal-conservatoare, pe cealallimpotria,
expresii liberale, un fel de parodie a noului lijplize ambele 3ti erau trei cercuri
cu cuvinte, din care se puteauatlt sute de expresii extraordinare, care avgau
nu aveau sens, sunau fantastifamiliar in acelai timp Dupa acelgai model am
putea construi o astfel de sh@a marca Parti Nagy. E, drept, ar fi mai bine s-0
construiasg inventatorul Cubului Rubik, &tar pentru ca jocul lingvisticasse
desfisoare nu pe dau ci pe cel ptin sase pagini. Ar fi loc acolo pentru pagina
arhaid, pentru una patetic alta pagiri ar fi obsce#, una ar cuprinde xenisme, 0
alta slang-ul zilelor noastre, iar ultima (dar reacde pe ur) pentru & as mai
putea aduga vreo do#) ar include construitle imperative sau onomatopeice.
Spre deosebire de Cubul Rubik, unde obiectival @snpletezi feele cu ftrate de
aceeai culoare, Cubul Parti Nagy ar avea ca sca@dune cite pgin din toate
culorile pe fiecare f@ti. Asa am ajunge la o pigsmarca Parti Nagy Lajos.
Odinioa# se organizau concursuri de rezolvare ultra-tapicCubului Rubik. Tns
cand vine vorba de deconstruirea limbii, Parti Nagyricepe cel mai bine.

Macina temeinic. Enutul siu e mai lung decét cel al maestrului roman,
cam cu o cincime. De indatce vreun personaj povegie ceva in pies -
povestgte lordache, ucenicul, despre falsificarea abonaehen Pampon, despre
felul in care a descoperit bigul de amor, etc. - Parti Nagy se pierde in fittia.

Aceasl pilavrageal impiedi@/ poate impiedica @ianea amgtoare, pentru
Cca interpreii sunttinuti in loc de propriul discurs. (Cum se poate dogp- regizoral-
aaiunea extrem de compliéafincurcateleasturriiri de situaie, schimlarile aiuritoare
de vestimentge, cu béa de cuvinte nitiu. Inci, la momentul scrierii acestui articol,
premiera la teatrul Nimnal din Budapesta n-a avut loc. La Caragiale edeesunt mai
pline de agune, eroii 8i comuni@ scurtsi cuprinztor, folosesc mult verbul la
imperativ, pentru & sunt impulsivi, vor tot timpulafaci ceva. Eroilor lui Parti Nagy
le place mai multsvorbeasg decéat & aaioneze. Caragiale descrie personaje mai
concrete, mai plauzibile, mai dense, mai agresiameni de carng sange, in timp ce
eroii lui Parti Nagy sunt mai ireali, artistige livresti, ca nite pitbulli de matipan.
Accentul trece de la aone la figiune.

De exemplu, lordache cel atins de logoree spundigar Tmi infulec, in
sfasit, varza. Mi asteapt, siraca, la bodeg teagini ca un cioclu® Meticulosul Szasz
pune doar atat. ,Mduc g-mi mananc in sfait varza”. Didina cere ,0ara de bére” in
timp ce In versiunea romaneasioar ,0 bere®. In Actul 1ll, Scena a lll-a, vine vorba
despre un premiu de ,lote”, o cutie muzical Parti Nagy traduce astfel: ,.E o
tabacher muzicani. Rabatabl. Ce zici? Te Tdratea, ai? Veritabiéh antichitate
ploiesteneasi. Nou noy. Mai ales & cant. 1l trage omul cu che, miciie vreo doé
muzici, fest”. Tn traducerea lui Szasz figureapar atat. ,Un porttabac muzicatie

"|IORDACHE: ,Mi duc...8-mi isprivesc patia de varz'- Actul |, Scena VIII, TRLR (N. trad.).
8 Actul I, scena Il (N. trad.)
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doui cantece®. Am putea Tsira la nesfait exemplele in care Parti Nagy amplific
textul lui CaragialeSi céate 1i trec prin minte referitor la sitiia figuri, obiecte,
amoruri, jocuri de arti, bauturi etc. Eroii lui, chiar cand injair(,ce puii mei?” ,ce
pusca mea?”) mai degralisi semnaleaz injuratura, imblanzindyt impulsivitatea cu
spirit baroc. lat cum discut personajele, Tn spiritul barocului a la Parti Nagy
(Catindatul, Actul I, Scena Ill):

»- Nici macar o bagatélde firfiric, ma rog frumos, nici riicar atata nu cdp
- Canci?
- Hofarat canci”.

La precisul Szasz, toate astea se traduc astfel:
»~ Nimic, de doi ani nimic.

- Nimic?

- Nimic.”

TRLR:

»- Nimic, de doi ani de zile nimicS@ade)”

.~ Nimic?”

.~ Nimic.”

Pari Nagy se indgostate de enuméri; asa cum vede el lucrurile, la ftide
se presteazurmatoarele servicii. ,fririt, piep@inat, pus pe mea, pir de nas, fr de
urechi, @r de orice fel, manichiér barbichiud, scoatere deakituri prin magnetiari,
cosuri, furunculuri, a la carte”. La Caragiale, ,adarte” se reduce la trei servicii
(.frezat, splat, bitaturi”), Parti Nagy le pisete la unsprezece. Sau ,odicoloanele,
sulemenelile, precugi pomezile, rujorelile, alte dcovenii de reit ale Didinei...”*°

Slabiciunea pentru cuvintele sine deformate, pentru sonoritatea acestora,
preficuta aproape in poezie, pentru frumoaséleagiri, il atrag pe poet cagie mortale
sirene lingvistice. Carnavalul limbii in &tairea lui Parti Nagy folosee piri la
epuizare instrumente lingvistice ap#eislocuiasé expresiile romangd intraductibile.
Oriunde am privi in text, loc, timp, cultyme intampia o harababurtotak. De aceea
textul e abstract. Mai ales cuvintele provenite lufitbi straine sufeft distorsiorri de
tot felul. Tn cazul celor provenite din frandesecretul constin aceea; In vreme ce
Caragiale le revaisasupra spectatorului cu larglevandalizindu-le in acsldimp -
pentru &, nu-i @a, romanai franceza nu numaiicsunt inrudite, dar franceza a fost
pentru romah ceea ce a reprezentat germana pentru maghiawversiunea maghiar
nu pai frantuzi in acelsi mod, pentru £ nu ar avea nici un feles. Dar frafuzismele
lui Parti Nagy sunt atit de incurcate incat le eogzi de poetic ,Revoar’- se spune
la plecare; ,pardon bokl ,boka” si ,bukd” si ,bika”** - se scuz personajele, mereu
in alt fel, pentru £de dod ori nu au minte&srepete acegaformuli; rivala in dragoste
este 0 ,concuransié”, te ppdarbieri ,alacart”, ,alomars” (termenul paré sina de la

9 IPISTATUL: ,Un portabac cu muzicare do& cantece™TRLR (N. trad.)
10 pAMPON: ,Parfumurile, odicoloanele, padurile, liubemurile Didinii” TRLR, Actul | Scena(N. trad.).
M pika: taur, baka: pifan - in Ib. magh. (N. tr.)
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francezul ,allons, marchons”); personajele vorbesac,grandbz” si ,pompsz” si
direktéz” si ,mongys”*si ,kismadmzel*®si ,mezeilonc”si ,sertés lafam™.

Cat private cuvintele stine strivite pursi simplu: economision, cartéh
vizaviziceste, vitavaga, intervalam, corpus delicvenci, vitri@abutilca, hipdoz®®,
tartarica’’, gardedar- ele sunt de-a dreptul de nesuportat.

Una din gselntele lui Parti Nagy o reprezihtconstrugile impersonale,
Cu care regeste i converteasc umorul romanesc intraductibil, de exempka:a
,Barba are 5 fie, sau tuns areidie?” intreali calfa lordach¥: sau , prin tragere
afar a igit din circulaie”®) sau ,sunt priceput de dumneata?” §:melegi?”).
Sau onctuosul: ,n-am crezui avei sa zburdai de dragulSefului”.

lar pe urni, silbatecii amari Tsi arun@ unul altuia in f& niste incredibile
creaturi lingvistice:sarpe schiop, talhar boréat, anar veros,topéarlan slbatic,
ramator de porc chior, bou turbagranoi din topor, maimti stafiditi, gainar had,
lacheu veros, gasccunvi, cuna sparf, galbeaz de lac, carnat ucigabampir
schiop, tomberon ayrit, etc.

Tezaurul de cuvinte cu congéasexual sau amoroasal melodramegi operetei
reprezind patria lui Parti Nagy, genici Caragiale nu e ageamiu cand e voebkaeghi cu
sageile lingvistice ale unui Cupidon fraueit. La Parti Nagy se iukie din tai nervii, se
adot pina si calcatura concubinei, &vbatii Tsi sacrifici pe altarul lui Venus cariera de tist
de jandarmi, in sperana ,s-0 linisti dimineaa turturica mea la vederea purcoiului de
bani, 0 §-mi gangureagcsus jos, pe cegf, dag mi-ntelegei”>’. Alte personaje se
multumesc & cante pe corzile sensibile ale inimii. Turturicaardulce, rigarusul meu
de vevetoi, se adreseazunul altuia. Pe frizer 1l ched@nBmoncilf?, in romangte
Bibicul. Versiunea maghiae pui nascocire. Mai alesacSmoncili i numete amantele
in felsi chip, Tn vreme ce Bibicul e de regugtatornic in apelative. De ungleearacterul
mai imgciuitor pentru Smonci, pe cand Bibicul se poarti aspru cu fetele plgience.
lar scrisoarea de amor duastfel: ,Moncili, Smoncili, mane, adeeniercuri, Bitrana
Sandrama #itoreste la Ploigti. Asa plictis pe mine, orfarfind.?* N-ai veni §-mi stingi
vulcanelul meu fierbinte? Haiise dim in kirci, mon ami belfer..?*

12 Transcrierea fonetiamaghiait pentru Mon Dieu — (N. trad.)

13 Micuta madmoazél (N. tr.)

1 De la cherchez la femme, dar ,sertés” sentnifianaghiai si ,,porc” (N. trad.)

15 pentru carton (N. trad.)

16 pentru hipnoz(N. trad.)

17 pentru turturig (N. trad.)

18 Corespunzand caragialianului grandirop (N. trad.)

19 |ORDACHE: Da, pofiii...Barba? prul?- Actul I, Scena I- TRLR (N. trad.)

20 pe astea le-am tras din circtigd - idem

21 Dlc Inseaminsi ceakaf si creang. A se compara cu PAMPON: ,(...) cand o vedea mé&iam cétigat
trei poli, ii trece.” Actul | Scena V- TRLR (Naid.).

22 Fonetic:Smonili (N. trad.)

23 Structura propogei trimite la enigmatica enggre cu mai multe sensuri din piesa romargitui Katona
Jbzsef ,Bank ban”.

24 MITA: ,Bibicule, Mangafaua pleaamaine miercuri la Plg#, remai singu si ambetat; sunt foarteu
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Textul lui Parti Nagy nu e un ugiau picioare de lut. Citeaadin bekug
din literatug, din literatura clasic maghia#, cunoscut de toai lumea, din viga
lumeaséd, din bancuri, din oper&t din ce vrem noi. Evident, Tnainte de asta,
sucate gitul citatului, parodiindu-l Tncat putenisyj asemenea entumi: ,Nu-i pe
lume fiinta mai piguboas ca mine®, ,Indur, cit pot indur&®, ,Pentru & va veni,
de va trebui s vina"?’, ,Un cuvant de-al lui Pampon e greu ca bolovafiulDe
nu cumva nu-i ga, mi rog frumos®, ,Ca s uit focul cel mistuitor, ce pe
dinlauntru, nu-i aa, mi doare®, "Pari si viata mi-e fira barbatie”®",

Si toate astea Tmpre@nintr-o singui propoziie: toate elementele de lihb
stil, intorgituri ale frazei, xenisme, toate toate bing&mintatesi aruncate ntr-un
spaiu-timp izolat, nesfait, expurgat de orice urinde concret. Asistn la defilarea
epocilor, ca in fraza: ,am o ndiéntreprindere Tn biznisul de textile, bazagte& ,beau
paharul serviciului pihla cagt”, i sparg mutra corci, iar singele stricat i-1 imptii
din creieri”, ,Asta cere expli¢e! Asta cere sange! 1i rup mecla.”. Didina e mti§s
butica&, pe cand lordache prantela buticul de carnia

Si mai sunt, desigur, intaigirile ce nu rezidt pe sceir ,preairiltata
asteptare” cuprinde daucuvinte excesiv de lungiti-a reuit si imilinezi”**, ,mon ami
incape® sau ,Forradal Marf* abia pot fi rostite. Restul sunt jocuri de ariific

»<Acuma plec, dar in curand dimpotiiv amenina lordache, voréretul
personaj al lui Parti Nagy. s& cum scrierile lui Caragiale au intrat in roména
cotidiara, la felsi traducerilesi scrierile originale ale lui Parti Nagy ganse mari
s-o fa@ In maghiad. Cine citgte aceasttraducere ori ,Ingerul trupului” sau orice
altceva, inva deja 4 vorbeasg limba partinagyad (desi, in realitate, nu prea).
Pentru & ceea ce ni se ofenici este teatralitatea limbii. Restul e revoar.

(articol agirut in revista Szinhaz, august, 2005)
In roménate de Horéu Damian

Andrea Tompa PhD (1971) is a Hungarian theatréacaihd researcher. She

works for the Hungarian Theatre Museum and Instjtand is the editor of the theatre

monthly SZINHAZ. Her field of research is Hungasenl European theatre and drama,
drama translation theory and practice, and Russiesatre history and literature.

bolnaw: vino negreit, am poft si-i tragem un chef...A ta adoralita” - TRLR (N. Trad.).
25 Trimitere la piesa Iui Katona J6zsef ,Bank ban”.
%5 Trimitere la poemul lui Vérdsmarty Mihaly ,A véigény” (Bantrinultigan).
2" Trimitere la poemul lui Vérosmarty Mihaly ,Szézat”
28 Trimitere la poemul lui Arany Janos ,Toldi".
2 Trimitere la un vechi banc.
30 Trimitere la poemul lui Csokonai Vitéz Mihaly , tazkodd kérelem?”.
3! Trimitere la poemul lui Csokonai Vitéz Mihaly ,Adfényhez”.
32 De la a elimina, elimini, eliminezi, cuvintatr cu un prefix maghiar (N. trad.)
331n sensul: tot ce incape.
34 Textual, Maria Revolii, darsi revoluionar(a)- forradalméri- ( N. trad.)
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TEORIILE ESTETICE SI LINGVISTICE ALE COMICULUI
(INCERCARE DE SINTEZ A)

NADIA P ACURARI

ABSTRACT. This article, entitled The Aesthetic and the Listic Theories of the Comic (A
Synthetic Approach), aims to present the main teeoof the comic and of the comic of
language, elaborated from antiquity until conterapeity. These theories are mainly aesthetic
and linguistic, but they also contain elementssyfchology, anthropology, philosophy. A main
feature of the comic is the contrast, fact reveéledhe intellectualist theories (Kant, Hegel,
Schopenhauer); in the conception of Th. Ribot,efhtbeories are opposed to the moral ones
(asserting that laughter is associated with anfgetif superiority — Aristotel, Hobbes). This
contrast can be established between essence aedrappe, between mechanical and living
(Henri Bergson), between purpose and means (GedhglWv Friedrich Hegel), etc. As far as
the linguistic theories are concerned, the artieliers to theoreticians like Henri Bergson,
Sigmund Freud, Lucie Olbrechts-Tyteca.

0. Comicul, In generalsi comicul de limbaj, Tn special, sunt categorii
aflate la conflueta mai multor domenii de cercetare: estetimgvistica (fonetic,
semantig@, morfologie, sintak, istoria limbii, istoria limbii literare, stilistd),
istorie literad, critici literar etc.

1. Comicul in estetica univergalDiscutm in cele ce urmeazprincipalele
teorii estetice ale comicului. Nu avem preterexhaustiviitii, datoriti vastitii
domeniuluisi a spaiului restrans pe care 1l avem la dispieziin general, prezentarea
noasti va urma o linie cronologic

Parcursul debuteazcu antichitatea greac reprezentat de Platonsi de
Aristotel. Platon se océdpde problema comicului in dialogul Philebos (saiside
placere; dialog etic); in converga sa cu Protarchos, Socrate afirideea & in
dispoziia sufletului nostru Tn cazul spectacolului comits& un amestec de sufegin
si placere. Tot prin intermediul lui Socrate, Platon praicizeaZ ca ridicolul este legat
de un defect aacui natud include necunagerea de sine. Omul suleaceast
necunostere de sine n raport cu trei aspecte: in rapohanii (considerandu-se a fi
mai bogat decat ii sunt mijloacele)tafale calistile fizice (inchipuindu-se mai frumos
si mai puternic), n raport cu sufletul,a@éndu-se mai vrednic). In dialog, mai apare
distingia Tntre ridicoli — cei slabi, care nu au capae#ale a seizbuna cand sunt lta
in rasgsi odicsi — cei cu fota vindicati, care inspit teana.

Aristotel precizeaz ca Homer a fost cel dintai care actit &2 se intrevail
aspectul viitor al comediei, turnand in forme drdogcomiculsi ca deprinderea
de a compune subiecte comice vine de la Epilafformis. In lucrarea sa Poetica
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(1998: 70), Aristotel &l definitia comediei ca ,fiind imitaa unor oameni neciopij
nu tng o imitatie a totalititii aspectelor oferite de o nafuinferioa#, ci a celor ce
fac din ridicol o parte a uratului. Ridicolul segte dar defini ca un cusgr o
ur&ime de un anumit fel, ce n-aduce durere, nigfamare: ga cum masca
actorilor comici e urétsi framanta#, dar nu paila suferina”.

Théodule-Armand Ribot (1930) clasificteoriile comicului Tn teorii
morale, care pun la temelia rasului un sentimentsdperioritate,si teorii
intelectualiste, care consideca rasul decurge din sesizarea unei conttadic
Aristotel face parte din prima categorie, pe cava completa mai tarziu Hobbes.

Concepia lui Kant se incadreaza teoriile intelectualiste, acesta fiind de
parere @ rasul este un afect izvoréat din brusca prefacamea ateptiri incordate in
nimic si ca oktinem efecte de comic de céate ori o prégesau o iluzie de pretge, de
la care stepim o realizare, se degradedarusc intr-o nulitate, Tnh nimic. Kant a
semnalat rolul elementului surgriin declagarea rasului. Toti, problema comicului
nu a intrat in atei@ lui Kant in mod special, deoarece el 1l situaipglan secundar:
cel ce provoatintertionat acele contraste care starnesc rasul practimaniefi ce
~apatine mai mult artei agreabile decét artei frumoargeycat obiectul ultimei trebuie
s fie caracterizat intotdeauna de o anamiémnitatesi deci de o anumitseriozitate a
Tntruchigirii, precumsi a gustului in apreciere” (Kant 1981: 230).

Hegel, in Despre drtsi poezie (1979), dupce vorbegte despre arhitectir
sculptus, pictud si muzici, prezini poezia, cu manifesile ei: epi@, lirici si
dramati@. Capitolul intitulat Poezia dramaii¢contindnd doé subcapitole), explic
faptul @, spre deosebire de tragedie, in care iese inrevidabstatialul etern, in
comedie subiectivitatea este cea careajoalul principal. Hegel precizeazi avem
comic Tn trei situgi: a) cand urmeaizsi fie realizate scopuri meschine cu o apgrde
mare seriozitate seriozitate, recurgand la vaspgpative, b) atunci candicBnd pe
grozavii, indivizii urmiresc realizarea unor scopuri subgé®, dar pentru atingerea
acestorteluri ei sunt instrumente absolut contragiec) Th cazul Tntrebuigrii
ntdmpéirilor exterioare neprezute, a gror complicare &8 nastere la situgi in care
sunt puse n contrast comic scopuilinfaptuirea lor.

intrucat comicul se bazeaze contrastul dintre scopuri in ele insele,
precum si dintre coninutul lor, pe de o partesi caracterul accidental al
subiectivititii si al Tmprejudrilor exterioare, pe de alparte, esteticianul atata
agiunea comi& are nevoie de un dezrndant; anume, in @anea comig,
contradigia dintre ceea ce e ade&t In sinesi pentru sinesi realitatea individual
se prezirt si mai adancii. Ceea ce provoaaasul in comediile veritabile &fn
rasturnarea nemijlocita unui scop, lipsit in sine de importanin contrarul lui.
Hegel considér ci trebuie & distingem dait persoanele sunt comice pentru ele
insai (caz in care avem de-a face cu un comic veritabilla Aristofan) sau sunt
comice numai pentru spectator.

Arthur Schopenhauer, in Studii de estefit974), §i expune teoria despre
ridicol care se intemeidizpe contrastul intre reprezeénlke intuitive si cele
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abstracte. Ridicolul izvaste din subsumarea paradakahegteptat a obiectului
fatda de un concept eterogen. Schopenhauer este depgenkantiara; comicul, Tn
accepiunea sa, este incongruarbrusc afiruta intre ceea cestepéim si ceea ce
survine, iar efectul este terminarea n nimic.

Theodor Lipps (1987: 300) credé gobiectul comic se poattca ceva
maresi apoi apare ca ceva mic sau ca o relativlitate”. In comic se succed trei
momente: uluirea, In cadrufireia puterea de cuprindere este soligitatcesiv de
elementul comic;dmurirea, cand el apare ca nul, deci nu mai podigtaguterea
de cuprinderai al treilea stadiu, in care atense intoarce de la ceea ce ar satisface
si, totwsi nu satisface, spre ceea ce a suscitat acagisptare.

Pentru Benedetto Croce (Estetica, 1970), conceptaum ,tragic”, ,comic”,
Jhdicol”, tragicomic”, ,umoristic” si altele, considerate ca apaénd esteticii
simpaticului, sunt respinse Hdit din teoria sa. Referitor la faptul cna dintre
definitiile date comicului ar fi ,ne@cereaidsat de percegia unei ciudtenii si urmat
imediat de o mai marejaere, aceasta derivand din relaxaregefor noastre psihice
care erau incordate igteptarea a ceva ce se prevedea important” (Crodg 180),
esteticianul precizeaza, daé aceast definitie este ludi prea Tn serios, se intariage
a spus Jean Paul Richter despre dencomicului Tn general —ac,singurul lor merit
este & reusesc 4 fie ele insele comicg produc in realitate faptul pe care zadarnic
inceard sa-| fixeze logic, icandu-| astfel&fie cunoscut oarecum prin #3sprezena
lui”. Benedetto Croce credei @ceste concepte enumerate mai sus, printrescare
comicul, nu au cu arta alegituri decat una genelicsi anume & ele toate pot
furniza materie de reprezentare artistic

Nicolai Hartmann, in partea a treia a fuigrEstetica (1974), Valoi genuri
ale frumosului, dedic o intreag se¢iune comicului. Acesta face distiia intre
amuzamentul lipsit de inifrgi cel din inimé. Caracterul cu adérat estetic al gcerii
se explid in ambele cazuri prin faptul @aceasta este obiectj\ara inteles practic. Ea
nu vizeaz persoana lovit ci intamplarea ca atare. Migbucuria de #ul altuia, care o
pot insai, nu apatin fenomenului estetic, ci atitudinii etice. Hartmaexpli@ si
diferenta dintre comicsi umor. Comicultine de obiect, e calitatea acestuia, ckiar
da@ numai pentru subiect, iar umortihe de cel care conteripsau de cel care
creeaz (poet, actor). Umorul se refeta modul cum omul vede comicul, cum Tl
prinde, cunstie Sa-I pura poetic in valoare. Umorul nu trebuie pusi@i de comic ca
fenomen de acelagen si nici nu este subordonat ca o specie comicului.uDbm
umoristic nu este comic, nu se rade de el, ci despre altceva

1 Etimologia cuvantuluihumour este discutat intr-o lucrare din 1960 humour, dedicat in totalitate
problematicii care 1i & numele. Autorul ei este Robert Escarpit, care rexdaptul & termenul are origine
medicad, e legat de teoria celor patru umori: Hippociatentichitate, distingea patru temperamente,réeca
corespunzand predominaruneia dintre cele patru umori existente Tn darman. Ben Jonson este cel care a
transferat termenul din domeniul medical in cetdit (a fcut trecerea de laumeura humouy, prin lucrarea
Every Man out of his Humquaducand nuas comid in disctie. Menionam ca umorul a ficutsi obiectul
unor conferite. Este cazul celginuti la Amsterdam in ianuarie 1994, avandu-i dreptdmmatori pe Jan
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Momentele eseaiale ale comicului sunt: absurdul gBiciunea), aparaa
lucrului important sau grav, autorezolvarea ap@iein nimic si neateptatul.
Comicul este in creia poetié@ o forma emineni de expresie a ad&wlui vietii.
Nimic nu e mai sttin de comic decéat conflictul cu adgul. Hartmann aratca
studiul comicului nu este in el inglwceva comic. Aici, trebuieasmenionim ca
acesta se apropie dérerea lui Voltaire, care considera aceia care cerceteaz
cauzele metafizice ale rasului nu sunt veseli.

Parintele esteticii receptii, Hans Robert Jauss, se oguge comic n
capitolul al treilea al atii Asthetische Erfahrung und literarische Hermeiteut
1977 (tradus in limba romaa n 1983: Experiei esteti@ si hermeneutig
literara). Transformarea eroului serios in unul comic sdizeaz in doud moduri:
fie prin degradarea unui ideal eroic pda a se converti in opusudis fie din
innobilarea elementului corporal al naturii umaBeoul este comic Tn raport cu
orizontul unor gteptiri si in masura in care el neagcele steptiri — aceasta e ceea
ce se numge ,comic de contrast”. Compaia este cupririsin nsgi procesul
recepirii; ,cine nu stie sau nu afl ceea ce nedgun anumit erou comic, nici nu-I
va gisi, desigur, comic” (Jauss 1983: 300).

In primul subcapitol, sunt evocate teoriile lui &de(cu ,mecanismul fsi]
de producere a fderii comice”: comicul ridiculiZrii nu are nici o r@gnere faa de
demnitatea sau meritele unei persoghale lui Baudelaire; acesta din utra opus
lui comique significatif, de tip imitativ, un comigq absolu, creativ, avand ca
prototipuri pe Moliéresi, respectiv, pe Rabelais. Eroul rabelaisian esfentai
adecvat pentru a demonstra origigeéunctia grotescului. Se realizeadistinaia
intre a rade dei a rade aituri de. Trebuie & preciam in acest punctacsi
Hartmann (1974: 462-463) realiza aceéadeosebire intre rasul care imglic
solidaritate (,se rade cu§ rasul care implig excluziune (,se rade de”), in sensul
ca exish un ,etos al rasului”.

Dupa cum precizeazJauss, Baudelaire facgadar distinga intre:

— comique significatif — comicul de contrast, ce tezdin ridiculizarea idealului
pari la un nivel ce-i permite contemplatorului o idécdire cu eroul (minim de
efort afectiv, crearea disti@i) — ras al detarii, ras de personajul comjc

— comique absolu — comicul grotesc, ce rézdih promovarea materiatiti,
pari la un nivel care permite anularea digtadlintre contemplatogi erou

Bremmersi pe Herman Roodenburg. Tema acesteia a fost ynarlucérile ei stintifice au fost reunite in
volumul O istorie culturafi a umorului din antichitate p@nin zilele noastreParticipatii au fost din randul
istoricilor, al istoricilor de aft al istoricilor literari, al clasigfilor, etnologilorsi antropologilor. D¢l perspectiva
lingvistica nu a fost explora cartea metitcitati pentru unele informiade ordin general despre umor. Astfel,
n lucrare se precizeazi naiunea deumor este relativ taima. Tn accepiunea moder termenul de umor e
atestat in Anglia, in 1862, semnifieaanterioat find de dispozie mental sau temperament. Lucrarea
lordului Shaftesbunsensus Communis: an essay on the freedom of wiituenor (1709) a fost una dintre
primele scrieri care fologle cuvantul in sensul familiar modernilor. Umomal a varietate de comportamente:
de la apoftegenla spoonerism, de la fé$a jocul de cuvinte, de la fars bufonerie.
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intr-un consens al rasului ca triumf asupra cosocinormativesi ca afirmare

a principiului pficerii (intensitatea spoiit a efortului afectiv, anularea

distanei) — ras participativ, rasailiri de personajul comic.

Rasul detgat (de) se aplicpersonajului noneroig personajului comic, iar
rasul participativ (a@lturi de) eroului grotesgi umoristic. Eroul comic declaraz
rasul prin unilateralizarea asaturilor sale umane, in vreme ce eroul umoristic
declageaz rasul prin afirmarea principiului terii.

Alteori, comicul este privit ca o transfigurare gtului — cazul lui Karl
Rosenkranz — care, in cartea O estediauratului intre frumosi comic, vorbete
despre variatele posibidi de convertire a uratului in comic. Caricatura iimye
caracteristicul dincolo de limitele sak¢ obtine astfel o nepotrivire prin care,
amintind de opusul ei ideal, devine comiSkbiciunea se convere Tn comic
atunci cand, apreciindu-se eronat, setiggaz ca putere. Toii acest contrast
devine ridicol numai cand cdnutul skbiciunii nu lezeaz prea tare imperativele
virtutii. De aceea, crede Rosenkranz (1984: 184), ,cede adecvate prelugri
comice aman shbiciunile de natut intelectuad, skbiciuni inofensive, dependente
mai ales de Tmprejari sau cauze naturale”. Pentru comedie, ntétopil
reprezini parghia principdil, pentru @ numai el e Tn stareiparodieze, prin lipsa
de niéisurd subiectiv, urgenia intamglrii nefaste.

Caricatura dizol¥ ceea ce este dezgitst in ridicol prin aceeaicpoate
asimila toate formele uratului, dgirale frumosului. Karl Rosenkranz (1984: 362)
precizeaz ca ,urdteniasi diformitatea pot deveni, in formarea lor caricaty
frumoase, ftrunse de o nemuritoare seitmie este posibil exclusiv datarit
umorului, care le plaseazorin exagerare, in sfera fantasticului”.

in Notesi contranote, Eugéne lonesco (1992: 13@jtuniseste ¢ in piesele
sale comicul e doar ,0 eta@ construgei dramaticesi chiar un mijloc de a construi
piesa’, e o unedltpentru a realiza un contrapunct cu dramaaldenci cand autorii
vechi utilizau comicul aturi de tragic, in cele din ughpersonajele nu erau caraghioase,
ci tragicul era cel care invingea, la Eugéne lamgsersonajele pleacle la comic, sunt
tragice la un moment dat sfagesc Th comic sau tragicomic. lonesco Ti coritifu
conceyie pe antici cand spuné personajul trebuieidie deopotrid comicsi emdionant,
n egal masui durerossi ridicol. Si pentru sfera spiritualin care se desfura teatrul
grecesc, deosebirea dintre seriozitatee-seriozitate se excludea. Adeatul poet,
spune Socrate ih operele lui Platon Banche®hilebos, trebuieasfie in acelsi timp
tragicsi comic, intreaga via omeneasctrebuie privil Th acela timp ca tragedigi
comedie. Putem face aici o asociere cu V. Jankéhe(d1994: 125), care considede
asemenea,adronia conine si comic si tragic: ea ,nu e neutrum, ci utrumgue: nu e
neut, ci literalmente tragi-comi¢. Speciile numite sunt farsa tragig tragedia buf.

In ceea ce privte umorul, Eugéne lonesco e degre @ acesta Tnsearin
libertatesi ca e necesar. Umorul este unica posibilitate de det@a (numai dup
ce am defsit-0, asimilat-o, cunoscut-0) de coridinoasti comico-tragid, de &ul
existenei. Singura demistificare adinata este cea prodagle umor.
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Relaia comicului cu jocul este prezeritate Johan Huizinga in cartea Homo
ludens.Si comicul, si jocul intra in sfera ne-serioZii, se afh Tntr-o anumit legatura
cu rasul. Teoreticianul credé farsasi comedia sunt numite genuri comice nu pentru
aaiunea lor scenicin sine, ci datoritcortinutului lor de idei.

Teatrul, datorit calitatii lui remanente de a fi #iane, §i mai pastreaz
stransa coretfee cu jocul. Realitateaicatat tragedia, cgt comedia se trag din joc
este vizibii. Comedia antic a ncofit din exuberantul komos alabatorii
dionisiace, abia mai tarziu devenind practiterard corgtienti. Darsi atunci, cum
e cazul lui Aristofan, preziaturme ale trecutuluiasi dionisiac sacral. Viespile,
Pasirile si Broastele omagiaz o tradiie saci a imagindei: forma animal.

Concepia lui Vladimir Jankélévitch privitoare la comicpae in lucrarea
Ironia, unde sume G arta, comicuki ironia devin posibile acolo unde sitiile de
urgena vitala se destind. ,Ironia, explicJankélévitch (1994: 63), nu exptiroeea
ce nu gandge, cum face orice alegorie, ci expiiontrariul a ceea ce gantk
incéat ea devine antegorie”. Pogteede la o extremsi ajunge la extrema opiis
acesteia, adicab contrario ad contrarium. Ironia care n finalide serioaseste
ceea ce se nurgte umor; acesta are o ngdde amabilitatgi afectuoas bonomie,
existi doar in preajma simpatiei, e un suras @linéi. Comicul duce la ruimnumai
toanelesi maniile, capriciile specificgi maximele contrafcute, deoarece ridicolii
sunt cei care ne fa@ sadem.

Postfaa la traducerea in limba ron#@a acestei @ti este realizat de V.
Fanache. Acesta face cateva pratiasupra ironiei la Socrate, defiita ,un joc
al verbului cu dublu teles, in care se formuleazontrariul la ceea ce se
intentioneaz” (Jankélévitch 1994: 169). Dificultatea pe caresemnaleaz V.
Fanache ar consta in perceperea acestei tiinteéotdeauna fluctuaat si
polisemanti&; ,contrazicand textul, sensul subtextual sugetgpentru a fi scos la
luminad, nu o simpi inversare a enuwlui, ci activizarea rgunii in vederea
descoperirii unui posibil teles adearat” (Jankélévitch 1994: 169).

2. Comicul in estetica romaneasin ceea ce priwte considengile romanati
asupra comicului, mg¢ionam concepa lui |. L. Caragiale, care consideci sursa
ridicolului poate fi detectatin contrastul dintre pretee si realitate: ,Ridicul e acela
care n-are taleni nu vrea § stie & nu-l aresi, vrand Tn ruptul capuluiasdea dovezi
pozitive @-l are, d una peste alta dovez ou-l are” (Caragiale 1965: 381).

Interesul cercétorilor romani pentru categoria estétia comicului s-a
manifestat Tt de la Tnceputul secolului XX. Astfel, Dim. Apostpldesi avocat de
profesie, inceaicin 1915 & raspund la intrebarea ,De ce radem?”, intreprinzand un
studiu psiho-fiziologic asupra genegiecaracterului unui sentiment specific omenesc,
cel al rasului (Geneza rasului (Studiu de Psyckmibgie)). Autorul exagereazcu
criticile la adresa divettor teoreticieni ai comicului: Philbert, Schopenbka (crede &
rasul are originea doar intiament, dar Apostoliu nu e de acord cu adeast
restrigie), Darwin, H. Spencer, Al. Bain Hecker etc.; faspnu §i susine prerea, nu
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aduce argumente pentru ohiiée facute. In ali ordine de idei, identifictot diverse
tipuri de confuzii care trebuie evitate, dygirerea sa: intre rgs frumos, intre rasi

surés, ntre rasul organicsentimentul rasului (rasul ca sentiment e o @iepsihia

si stie si se tempereze, poaté 13u se manifeste in afacu zguduituri organice sa
cum face intotdeauna rasul organic).

Comicul este ridicolul creat de congep dramaturgului dup imitarea
ridicolului din viga comu#. Este un precipitat al tienii cu destinga de a fi biciuitor
de moravuri. Concluziile trase de Dim. Apostoli@1%: 37) sunt uréioarele: ,rasul
este ecoul unui contrast judesasimit”, ,absurdul aparent unit cu banalul real sunt
motive de ras”, caracteristicile rasului sunt igefta, sensibilitategi moralitatea,
srasul e un proces al minsi un stimulent al sufletului”, in via, el e ,un mijloc de
adaptarai de conservare”.

Clitus Constantinescu (1938: 8) se acdp acestsa-numit ,fenomen comic,
pur, ca faz de sine gtatoare a iluziei adeéwului”, in lucrarea Teoria fenomenului comic.
Autorul descrie cauzelg scopul, de natérpsihologi@, ce stau la baza acestui fenomen,
incadrat intr-o scara valorilor de ordin psihic, dépdistana pe care o aretfade
tendina spiritului de a dori & cunoasg si dupi rolul pe care il joa; ca fenomen
intelectual superior, in diferite actit psihice superioare. Constantinescu (1938: 37)
face distinga ntre ,rasul pursi simplu, rasul vesel,asatos” si ,rasul provocat de
fenomenul intelectual comic, care#ildeste adesirata noast preocupare”. Comicul nu
cuprinde elemente morale, este amoral, spre desskhiasul sardonic, care e imoral.

Autorul ofei si informatii ce tin de anatomie: centrii neryicai rasului se
afla in straturile optice (dup Bechterew)si Tn regiunile opto-striate (ddp
Constantini). Sunetele rasului sunt produse deailer corzilor vocale datorate
aerului expirat. De asemenea, aret rasul poate fi de mai multe feluri, pe l&ng
cel comic (stricto sensu): rasul provocat de exhila (sampanie etc.), cel asociat
unei stiri anormale (encefalitetc.), cel provocat de gadilituri etc.

in prezentarea teoriilor comiculyi, C. Constantinescu merge pe distiac
teorii moralesi teorii intelectualiste (asemenea lui Th. Ribddupa ce prezint
teoria bergsonianasupra comicului, teoreticianul face critica aeigstconsiderand
pe baza eixo legditura intre metafizié si teoria rasului nu regste intru totul. C.
Constantinescu (1938: 95) creda& Bergson ar fi putut a scoal, cu succes,
,conditiile de fabricare ale comicului” de la ceafaltnanifestare a cungt@rii,
anume existaasi tendirta specifi@ inteligenei. Pe 1ang numeroasele aprecieri la
adresa lui Freud, teoreticianul fagereprasuri teoriei acestuia, Tn sensul ar avea
puncte de plecare giite, exageiri, dedudii duse la absurg chiar la ridicol.

C. Constantinescu (1938: 129) obgeci atunci cand se consiati ,un
fenomen particular oarecare nu podatgturna concegn” — ,dorinta general”, Ci
el, faptul, ,Amane o devige nereyita, fata de concept”, se produce comicul. Cand
nu existi 0 suprapunere intre conceptul ijfenomenul real, din cauza unei abateri
incidentale, vorbim despre comic; acesta este elarhgsihic care rezuitdin
tendinta schemei conceptuale de a se realiza in fapte&oncr
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Se obser¥ la aceti primi teoreticieni romani ai comicului, Dim. Aptliu si
Clitus Constantinescu, tenginde a aduce obigicin mare parte nejustificate, teoriilor
universale ale comicului. Luatle lor sunt n§te Tncerdri naive de combatere a marilor
teoreticieni, combatere decla@atdar nu argumentat Ambii Tsi propun abordki
psihologice, dar, Tn mod inconsecvent, ajurig comenteze teorii estetice sau
antropologice, n plusiad¢and critici fira susinerestiintifica (in special Dim. Apostoliu).

Pentru Tudor Vianu (1968: 369), ,comicul este tatdea o impostér
demascat si facuti, odafi cu aceasta, neprimejdi@as Esteticianul considér ca
Lumoristicul” estesi el 0 demascare, dar una care ajuriggescopere o valoare irialt
sub apareele umile sau stangace care o ascund. Radem ineapd®iri, dar, n
primul caz pentru a pedepsi, iar, in cel de-aledpipentru aiscumgpra. Rasul este
semnul unei satisfdt; la care particip intreaga noastffiinta, dar care nu s-ar produce
daa n-am ispunde cu ea redliii lucrurilor si nu Tnchipuirii podlor. Rasul poglor e
ntemeiat pe rasul tuturor oamenilor, crede actdaretician.

Dupi Mihai Ralea (1972: 224), comicul presupune ,0 isugme a
valorificarii prin reducerea unui lucru mare la ceva mic, diatizarea a ceea ce
este seriosi grav”. Se impune o delimitare intre risomic, crede Ralea, intrucéat
rasul nu este decéat un fenomen fiziologic, estetieeanei persoane intr-o anumit
situaie. Exist ras fira comicsi comic fara rés. Exisi un ras pur fiziologic, de
exemplu, acela provocat de gadilare. Dar radenaséenenessi la primirea unei
vesti bune. Exisi Tnsi si un comic serios, in care avem un ras interioimiu
cunatinta de comic 4ra sa radem.

3. Comicul de limbaj. Dup cum vom vedea, cercetarea comicului de
limbaj a fost realizatde un nuriir considerabil mai mic de specigiidecat cea a
comicului in general. Rime sunt lucirile care se dedicin totalitate acestei
problematici, majoritatea abordand-o numai tamigén

Palierul comicului de limbaj, unul dintre cele pataliere ale comicului @ri
de cel de situge, de moravurji de caracter), este cel care ne interesieamod direct in
cercetarea noastrDe cele mai multe ori, interesul esteticieniler imdreagi spre
problema mai cupriritoare a comicului, in general, comicul de limbiaidfitratat doar
subordonat, ca specie. Lingvistul,aneconsiderimportana acestuia, atat in ceea ce 1l
priveste izolat, cagi in Tntref@trunderea sa cu celelalte tipuri de comic.

Sublinierea existgri comicului de limbagi a pertinerei traérii sale ca o
categorie aparte se dator@atui Henri Bergson (1900), care realizeaz
binecunoscuta clasificare a comicului in: comiciuailor, al situaiilor, de limbaj
si de caracter. Acesta fagedistincia Tntre comicul pe care limbajul Tl exprirgi
comicul pe care limbajul 1l creeaz1992: 79). Al doilea tip este dat de structura
frazeisi de alegerea cuvintelar subliniaz jocurile de limbaj; el este intraductibil.

In lucrarea Marin Sorescsi deconstructivismul, djputi Tn 1995, la editura
Scrisul romanesc, Maria-Ana Tupan trece in r@dgshcega lui Jonathan Culler legat
de comicul pe care limbajul 1l creéazanume & acesta se incadraalimbajului
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constitutiv. Pentru tipul de scriiturcontemporai) teoreticianul face distifia intre
limbajul constituitsi limbajul constitutiv. Primul privgte, ca axiomatic, caracterul intern
al limbajului, folosindu-I intr-un mod refergal si incorstient pentru a vorbi despre
lume, iar cel de-al doilea, asociat cu literatdez\iluie ceva despre limbajul Ingui
sensibilizeaz posibilele forme pe care le pot lua tigadin lumea inconjuitoare.

Sigmund Freud, in cartea Der Witz und Seine Bemiegén zum
Unbewuf3ten, 1905 (Cuvantul de spititrelaiile sale cu incogtientul, 2002, edia
romaneasit, arafi ca tehnicile cuvantului de spirit coincid cu cele akmborii
visului. Freud discdtceea ce numim comic de limbaj dintr-o perspéqsihologid,
dar vizandsi dimensiunea esteticCaracteristicile comune ale visufiiale cuvantului
de spirit sunt, dup parerea sa: concizia (rezultatul intergen condensrii —
reprezentarea printr-o singuimagine a mai multor laari asociative), deplasarea,
reprezentarea prin contragiwutilizarea nonsensului.

in legitura cu deplasarea, In vis este vorba despre faptulot ce e
periferic in cominutul latent al visului devine central Tn g¢owtul manifest, iar
acolo unde un cuvant de spirit apeleda deplasare, formele ei sunt simple,
transparente, mtandu-se n limitele circumscrise de ceginomunicabilitii.

Pentru Freud, visul este cel mai bun mijloc de egitepe a incostientului,
iar analogia dintre tehnici agatca si cuvantul de spirit se diflin relaie cu
incorstientul. Formarea cuvantului de spirit are @tonul traiect: o idee
precontienta este incredig@ta pentru un moment unui tratament ingient, iar
rezultatul acestui tratament este imediat recupkrgtercefia corstienta.

Freud analizedzcuvantul ,familionar”, din structura ,m-a tratatti-un
mod de-a dreptul familionar” (aparand lui Heine), care inseaym-a tratat intr-
un mod de-a dreptul familiar, atat cat este Tnester milionar”. Analistul remaic
faptul & nu n idee gt caracterul familiar al expresiei, ci in foinrin modul de
exprimare, care supdrto scurtare considerabil Cuvantul nou aktuit se
suprapune in partea sa de inceput cu ,familiar’pima propozie, iar in silabele
finale cu ,milionar” din cea de-a doua prop@zi

Dupi cum mefionam mai sus, Henri Bergson vasteedespre comicul de limbaj
in lucrarea Le rire, 1900 (Teoria rasului, 1994tiledomaneasy, dand o expliase
antropologié. Acesta imparte pentru primadabmicul in mai multe categorii: comicul
formelorsi al miscarilor, al situaiilor si al cuvintelorsi comicul de caracter.

Formula consacrata Iui Bergson (1992: 43), privitoare la comic,eegiu
mécanique plaqué sur du vivant” (,mecanitacai asupra viului”). Urma ireductikail
a viului este ,graa”, adica acea imaterialitate proprie sufletului ce trecenaterie; iar
contrariul ei este o anurlifntepenire sau meca#i@ corpuluisi a spiritului, adié
exact ceea ce ste comicul. Casi Freud, Bergson vorkg despre vis, dar cu alte
nuane. Acesta precizeaza exist o stare normala spiritului care imit foarte bine
nebunia, Tn careagim aceed logica singulaé casi n ideea fixi — este vorba de starea
de vis. Teorema lui Bergson (1992: 125) e&teabsurditatea comiceste de acega
natufi casi absurditatea viselor”.
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Henri Bergson (1992: 82) considesa orice vorld de duh se poate analiza
dupa urmatoarea formu farmaceutia: ,luati cuvantul, ingreati-l mai intai pas la
dimensiunile unei scene jucatéuti apoi categoria comicde care aceasscern
ar putea s apatina”.

Comicul limbajului trebuie &corespuna comicului adunilor si situgiilor, e
0 proiegie asupra planului cuvintelor. Astfel, procedeetamicului agiunilor si
situgiilor (repettia, inversiunea, interferem seriilor) se aplicsi alegerii cuvintelosi
construgei frazelor. Bergson trateape rand aceste procedee:

1. Rigiditatea se manifesin limbaj, prin formulele gata€utesi prin frazele
stereotipe; ca regulavem: ,vom oline intotdeauna o replicgarantat
comidi, inserand o idee absuarthtr-un tipar de fraz consacrat” (Bergson
1992: 84) (,Aceastsabie este cea mai frumaas din viga mea”, ,Nu-mi
place & muncesc intre mese” sunt fraze care nalirurechessi ne las
impresia uneia dintre acele fraze pe care le aicepiginal).

2. Cuvintele au un sens fizic (proprig) unul moral (figurat). Regula dat
este: ,obinem un efect comic ori de céate ori ne prefacaninglegem o
expresie la propriu, atunci cand ea este faldsitsens figurat. Sau, intr-o
alta formulare — precizedzteoreticianul — de indatce atefia noastii se
concentreaz asupra materialiti unei metafore, ideea expriniatlevine
comic” (Bergson 1992: 86) (,Toate artele sunt surori‘aiei, cuvantul
surori are sens metaforic).

3. Interferena consi in a da acelesa fraze dod semnificaii independente,
care se suprapun (cum este cazul calamburului).

Jocul de cuvintgi metafora sau compara instructii se deosebesc doar
prin nuama. Jocul de cuvinte ddeaz o distratie momentaa a limbajului, e wzut
ca o atacire a limbajului. Inversiunea interferena sunt jocuri spirituale care
coduc la jocuri de cuvinte. Repgdi este procedeul favorit al comediei clasice.

Regula pe care o impune in acest sens Bergson :(B@)2este: ,vom
obtine Tntotdeauna un efect comic transpunand expeaiaatura a unei idei intr-
un alt ton”. In cazul a ddutonuri extreme, cum sunt solemnufamiliarul, se pot
obtine cele mai ingr@te efecte prin simpla transpgei a unuia n célalt.
Transpunand solemnul n familiar setiob parodia, iar vorbind despre lucrurile
marunte casi cum ar fi mari inseanina exagera; exagerarea creéehrtotdeauna
comicul, mai ales cand este preluagitsistematid.

O abordare mai recena comicului de limbaj oasim la Lucie Olbrechts-
Tyteca. Cercétoarea belgiahaduce o contrilyie la teoria argumedtii, discutand
comicul limbajului, in lucrarea din 1974, Le comgqdu discours. Aceasta face
distingia intre:

— comicul in retori@ — prin care ofinem efecte persuasiwg reanimarea
atmosferei obosite; acesta permite oratoruuses puti in valoaresi sa Tsi
devalorizeze adversarul; are un rol serios, seiagocu alte procedee
retorice, pe care le imbagste;

86



TEORIILE ESTETICESI LINGVISTICE ALE COMICULUI

— comicul retoricii — este preocupat de caiiléi si cadrele argumedtii, de
schemele argumentative; comicul retoricii este coindiscursului, scris

sau vorbitsi se refedi la limbaj; scopul & este amuzamentul, segtela a

convinge asupra bagei spiritului uman.

Autoarea analizeézprocedee precum: compunegggolivalerta cuvintelor
(unde include: polisemia, omonimia), dgsfarea discursului, erorile in utilizarea
limbajului, derivarile, etimologia, raporturile intre semnifigasemnificant.

O perspecti& interesarit asupra mijloacelor de realizare a comicului ddém
are Karl Rosenkranz, in cartea O esiesicuratului intre frumosi comic, unde i
expune concef@ ci asemenea ofitei determifiri a uratului, incorectitudinea din
cadrul artelor poate fi lesne converfih comic, dag este provocéatde artist in mod
intertionat; incorectitudinea utilizii limbajului devine astfel un mijloc predilect al
comicului — ceea ce altfel nu ar fi decéat urat,imevidicol. Karl Rosenkranz (1984:
157) consider ca ,greselile de exprimare, jargonul sau mania defaipana vorbirea
cu cuvinte sftine sunt, din punct de vedere al frumosului, cadarincorectitudine.
Folosite in& Tn mod interionat, ele vor putea reprezenta in mod deoselinuerant
contradigia spiritului cu sine Tnsusi totodat distanarea sa umoristit. Esteticianul
discut initial cazul poeziei, dar atata si literatura dramatit recurge frecvent la
aceast forma de ,incorectitudine”.

La greselile de vorbire, autorul incadreabalbaiala, dialectul (poate fi
considerat incorect in raport cu o litntiterara evoluai — e utilizat pentru
nuanarea contrastelor la Aristofan, Shakespeare, Maliefargonul — limhb
compozit, cu termeni adunidin diverse domenii ale limbgi ajunse din nou la o
anumit unitate. Pedanteria neologieste urédt cand anuledzunitatea esteti; dar
devine comig atunci cand sluge evidefierii unei contradigi interne sau cand
inceard ridicol si, Tn mod arbitrar, & faci din doudi limbi o alta, cu totul noy
independerdt cum s-a intamplat cyazisul macaronism.

4. In cele mai multai mai importante sistematid si teoretizri, comicul
este recunoscut drept o categorie esidgxcepie facand doar unele acagmi,
cum sunt cele ale lui Crocg Kant). Din cele prezentate mai sus, ob&enci
definitile date acestei categorii sunt variate, intrwe@hicul uneori este perceput
ca un contrast, ca o contragc (Kant, Hegel, Schopenhauer), iar alteori este
asociat sentimentului de superioritate (Aristotépbes etc.) sau estézut ca un
fenomen care se désbari pe etape (ca in cazul congépr lui Lipps sau Freud).

Ne-am propusasurprindem teoriile esteticg lingvistice ale comicului,
dar am constatati@bordirile teoreticienilor impletesc diverse perspectistetice
(Hegel, Schopenhauer, Hartmaryma.), antropologice (Bergson), psihologice
(Freud), puse in refi@ cu teoria argumeinii (Olbrechts-Tyteca) sau lingvistice
(Bergson, Freud, Olbrechts-Tyteca etc.).

S-a putut observaicspecia comicului de limbaj este tratau mai muli
consisteri la Freud, Bergsosi Olbrechts-Tyteca. Henri Bergson a semnalat pentru
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prima dai existeta comicului de limbagi a aftat & poate fi tratat ca o categorie
aparte, cand a realizat clasificarea comiculuidmicul agiunilor, al situaiilor, de
limbaj si de caracter; in cadrul comicului de limbaj, téior@nul a semnalat distifia
ntre comicul pe care limbajul il expring comicul pe care limbajul 7l creeaz

De cele mai multe ori, in létura cu comicul se disciitsi problema rasului,
vazufi ca un punct central in definirea acestui fenom@ropologicsi estetic. Sub
acest aspect, comicul expeinrambivalete condiiei umane, intrucat, pe de o parte,
implica solidaritate (,se rade cu”), iar, pe deiglarte, excluziune (,se rade de”), idee
subliniati atat de Hans Robert Jauss,scée Nicolai Hartmann.

Aceasl cercetare prilejuige Tntalnirea cu numeroase laGrserioase din
domeniul comicului, fie el privit la modul generdie in calitate de comic de
limbaj. Paid a ajunge la tratarea stéich acestuia din urim am redat cadrele
generale ale comicului, In calitate de categorieties. De altfel, de cele mai multe
ori, interesul esteticienilor se ndreapspre problema mai cupriitpare a
comicului, Tn general, comicul de limbaj fiind @matdoar subordonat, ca specie.
Lingvistul este cel care reconsidemportana celui de-al doilea, atat in ceea ce 1l
priveste izolat, casi in Intreftrunderea sa cu celelalte tipuri de comic.
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THE “SHOULD BE” SOCIAL DRAMA

MARIE-LOUISE SEMEN

ABSTRACT. Turner's model of social drama that should degcalronflict in any social
system is not working at all when faced with a camist regime. The communist system
has another path to follow when confronted withrealbh of a norm.

Noting that theatre is very close to life, Turn£®g2, p. 105) sees it as ,the
form best fitted to comment or 'meta-comment’ omftiot”. And the model he
chooses for conflict is the Aristotelian tragedycArding to him, a conflict, in any
given social system, has 4 stages:

e the breach: ,one or more social norms regarded iading and as
sustaining key relationships between persons orgsolps in a more or
less bounded community are broken or all too olshodisregarded”. The
condition is that this breach is so critical thatce it occurs, ,no group
member can turn a blind eye to its implicationsgg82, p. 106).

» the second phase is the crisis: ,people take salgmorting either the rule
breaker or the target of his action. Factions,itimad, cabals are formed, heated
language is exchanged, and actual violence might'c¢1982, p. 106)

* because the community is threatened, those whaesonsible of the
community’s continuity try to contain and remedg trisis. ,These agents
of redress (...) are often the repository and pr&tives of legitimacy, of
conformity to established rules, standards, orgipies.” (1982, p. 106)

» the resolution of the conflict (although Turnenetathat a drama never ends,
its endings are always grounds for a new sociahdyas constituted of ,either
reintegration of the disturbed social group or ted social recognition and
legitimization of irreparable schisms between iatesting parties”.

Turner’s theory, seen also as a paradigm accoufairgpcial change, was at
times criticized. Weber (1995) believed that thedehdost its explanatory power,
while Schechner (2006) addressed the issue morgstamtly. The conclusion by
which he cautions against the use of Turner’s kdcéma has three premises: (1) the
anthropologist adopted a Western, classical motiehe drama; (2) the structure
present in this model is not recognizable anymorday’s plays; (3) “...the visible
actions of any given social drama are informedpstaand guided by aesthetic
principles an performance/rhetorical devices” (8bher, 2006, p. 76). He prompted
the researchers to leave behind the outdatedclagginization of the drama and look
for other forms able to explain contemporary cotsli



MARIE-LOUISE SEMEN

Our contention is that the ,social drama” modelcohflict has another
weakness: it takes for granted the existence aftdigpsphere manifesting at least
some democratic relationships. As such, his modesdnot account for a
communist regime. According to Turner, the socianaa should unfold once a
breach occurs, but in a communist regime this dbkappen, for several reasons.

Indeed, Turner does not omit the existence of syskems and argues that
they ,must seek to control crisis of all types ratly by force, but also by
reritualization of the third phase of all sociaduahas, that of redress — hence elaborately
ritualized trials of heretics and renegades, mestntly the Gang of Four in China”.
(1982, p. 112). However, his observation is maastpport his theory, while there are
other aspects that make the model almost impossibleommunist context.

The most important is the fact that Turner is tgkar granted the existence of
a public sphere — in the sense of a space forelelbhtre all parties can be heard and
where people can take sides and factions can bedorin a communist regime, the
public space has very limited functions: to hightithe success of the ideology, while
pointing out the evils of adversaries. There isowm for anybody to step up there for
taking a side when a breach occurs. More exachigmvhis breach takes place, there is
just one side one can take: the side of the idgolog

An unofficial report presented by lliesiu (2005) ttee current Romanian
President details the multiple actions taken bydbeimunists to destroy the very
public sphere Turner is counting on in developirg theory: the destruction of
multiparty democracy through liquidation of the dematic opposition and the
replacement of democracy with a single party dictdtip; the mockery of justice and
the subjugation of citizens through propagandan#tmnalization of all the means of
production; the liquidation of the free press; tHes-education through
labor”(imprisonment) of the enemies of the state &tcommunist regime lacks all the
indicators of a public sphere: a free press, palitparties, institutions that really
regulate the relationship between the governmeahtlaan governed, a juridical system
that pursues justice. “Under totalitarian ruletipes like freedom, is not only violated
and limited in its validity, but it is altogetheatjolished™ (Buchheim, 1968, p. 45).

Consistent with Turner's ideas, once a breach accarsocial drama
should break; however such a development is implesgi a communist regime.
First, in a communist regime anything that disobdns party imperatives and the
precepts of the ideology is considered to be adbresince the ideology is the
ultimate binding norm. Confronted with the breatte should-be” redressive
agents (leaders of the Communist Party, the poBesuritate) act in two ways.
Either they conceal the breach (by closing as hically as possible the channels
that might conduct information about the breachthey emphasis it in the public
space as a failed attempt to undermine the redims, showing, once more, the
power of the regime to defend itself against itsreies.

Second, since the regime is imposed on the citjzemd not appropriately
legitimized, the logical thing to infer is that tkeshould be numerous breaches of
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the ideological norms. However, the breaches arg naxe as it takes courage to
confront such a horrifically repressive apparatus.

In addition, the regime takes numerous precautionwevent breaches: it
interdicts gatherings, it encourages/constrairgsiye the citizens “to tell” on one
another, it has a terrifying imprisonment systemat thighly discourages people to
break the rules, and the freedom of political act®nonexistent.

Let's say, though, that a breach does occur, aadittsomehow reaches
the public space. In keeping with Turner's modehvrit’'s the time for people to
take sides and form factions. However, as stateslealihere is no public sphere to
allow for a genuine debate. As Korchak (2002) olesetin an extensive analysis of
totalistic organizations, in a totalitarian societa small group of individuals
acting on behalf of the entire society monopolizes right to disseminate
information and to control the channels of its @oation” (p. 84). Moreover, the
rhetoric of a communist regime is basically conding a black and white world:
one can be either with the regime or against thgrme. There is no middle path.
Consequently, the breach either concealed or eriggth@s an action of the
“enemy of the state”, prompts to a stage of rejpresastead of redressive action.

The repressive move cannot either logically or ficatty be followed by
either a reintegration of the disturbed group oth®yrecognition of the irreparable
schisms. In a communist regime, disturbed groupgeosons are forever cast as
enemies of the social order. As such, most ofteg &re imprisoned so they cannot
further “contaminate” other members of the communit

One interesting aspect is the flight from communidm the logic of
“either/or” the fact that a person or group of widuals decide to escape the
communist regime represents a treason to the igg@ond an association with the
“capitalist foes”. Thus, it qualifies as a breattowever, this form of breach is a
running away that cuts the chances, if existeailabf a debate. Knowing that the
debate cannot possibly take place, people sim@grted the “should be” space of
debate. Their act was in itself a political statambut a statement that did not wait
for any reply from those this manifesto was addrégs.
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INTERVIU

LIBERTATEA OFERITA DE DISCIPLINA

INTERVIU REALIZAT CU REGIZORUL ANDREI SERBAN
DE KINGA KELEMEN

Kinga Kelemen: Georges Banu afitrdespre Dvs. in Ultimul sfert de secol teatral
- O panorami subiectivi ca suntgi un artist Tn contind cautare, care nu se
mulumete niciodati, nu ,terming” niciodata un spectacol.

Andrei Serban: Aa e pentru & teatrul e ga, aserinator vigtii, nimic nu e
niciodat perfect. Cum nici vigh nu este perfegte in contind schimbare. A
putea 8 lucrez la nesf&it, nimic nu-i gata niciodat in momentul in care aiagit
un raspuns, o nailintrebare apare.

KK:  §iastainseamihca un spectacol al Dvs. nu este de fapt niciodgtta?

AS: Nu, niciodai. Nu sunt mulimit 100% de ceva ce arichit. Tn clipa in care
as fi multumit, ce @ mai face cu mine tnsumi? E un fel gleetlic de a &méane
mereu taar.

KK:  Avei vreo preferina in ceea ce privee dramaturgia universaP

AS: Sunt cunoscut — in America celtipu- ca regizorul care reinventéadasicii,

1i intoarce pe dosSi intr-adevr, acesta a fost interesul meu cel mare n te&tintry
multi ani. Dar acum simt un fel de curiozitate sau rchesponsabilitate de a pune pe
scen din cand n candi dramaturgia contemporanAm montat Sarah Kane, acest
Don Juan modefrsau Rock and roll-ul lui Tom Stoppard. Dramataigintemporan
nu e aa de bua ca cea clasic— e foarte greuascompari pe cineva cu Cehov sau
Shakespeare —, dar e plide idei noi. Nu sunt texte perfecte, dasegi in ele ceva
care este vulnerabil, despre ritmultiide azi, haosul in careiim, lipsa de viziune
care ne inconjodyceva ce face parte din noi.

KK:  Acest Don Juan montat la Teatrul fdaal din Cluj este undeva la mijloc,
ntre clasicsi contemporan, fiind de fapt o rescriere modeapiesei lui Moliére.

AS: Adevirat. Si este totsi scrisi atat de acum, Tncat pentru mine pare capes
azi. Teatrul ar trebuiasfaci legitura ntre contemporaneitatg universalitate.
"Purificare”, de exemplu, o pig@gare imi place foarte mult, iar unora nu le pidelec,
pentru mine face o lara formidabik intre ceva extraordinar de contemposan
teatrul elisabetasi cel grecesc. Se intanimbsolut acungi in acelai timp di ecourisi

! Don Juan in Soho de Patrick Marber, la TeatrtioNal din Cluj, premiera pe 28 iunie 2007
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reverbergi din culturi vechi, culturi de care suntem lgdati printr-un fir invizibil.

KK:  Tn ultimul deceniu @lucrat in Romania mai mult in ateliere. Cum & fesenirea
n teatru, incepand cu montarea piesei ,Purificade la Teatrul Néonal din Cluj?

AS: Dupi ce am plecat de la Teatrul idaal din Bucurgti in 1993 dezgustaf
furios & mi-am irosit trei ani din vid, nu am mai vrutasfac teatru in Roménia deloc.
Teatrul care sei€ea era atat de medioaiwe neinteresant, incat nudiigiseam deloc n
acest peisaj. Sitgam nevoia de a avea contact cu tinerii. Printrelinegeneraa mea
multi erau absolut termiianeinteresai pentru @ nu mai doreauidescopere nimic, ci
doar se plangeaui cwu mai au succesul pe care-l au avut hainte deA&orii, de
exemplu, sunt sdpeti pe viaa cd nu-i mai recunage nimeni.Si e adedrat. Au trecut
acele vremuri. Oamenii nu se mai duc la teatga $e Tntampl peste tot in lume, iar
acumsi Tn Romania. Teatrul e Tn poliicsi se TntAmp la televizor. Oamenii prefexi
stea acdsin papuci. lar cand merg la teatru, ceeaackde fapt nu ii surprinde, nu le
spune nimic despre valor, nu fisocheaz, nu le ofei nimic. De aici dorita mea de a
revenisi de a lucra cu tinerii, in ed un fel de speraf) dorinta de a avea un contact viu
Cu ceea ce i Inconjaaro nemuumire pe care eu 0 am in mine incontinuu, toide a
pune intrefiri. Nu vreau § fac ceea cgtiu pentru & ma plictiseste si simt & imi pierd
timpul. Caut, vreauasdescopr ceva. Atelierele, workhopurile au fost exact peaista.
Nu faceam altceva decat exeficimprovizaii, teme, pe care le descopeream impteun
si era 0 aventdrcare nu ducea rieri, decat in experiga ingisi, si nu era pentru public,
nu era pentru critici, nu era pentru nimeni, deeditru noi. Prin acel lale workshopuri
eu Tnsumi am avut de gti@at. Casi cu acea serie de confagnpe care le-aninut la
Bucursti la initiativa lui Andrei Plgu si proiectul gu: Noua Europ. Erau prelegeri
despre teatru, despre teafirgpiritualitate, despre Shakespeare azi, care/atuua ecou
puternic Tn tinerii spectatagi cred & mi-am creat astfel un fel de nou dialog cu oamenii
care sunt in afara teatrului. Veneau foarteirstuldeni de la filozofie, de la matemaiic
de la litere, foarte pimi de la teatru care paf §e interesa doar 4 ajungi s joace in
filme americane. Dar agtestudeni de la alte facuiti au fost extrem de interassi cu ei
am avut dialog foarte fertil. Da# sevenim la teatru. Ultimul atelier pe care |-anut a
fost acum trei ani la Cluji m-am simit foarte bine. Printre participarerau mufi
studeni darsi actori, o atmosférburs, si am simit ca aici ar fi un loc in care gi-vrea

s revin 4 lucrezi. M-am sirit bine,si la Cluj, si la Sibiu, acum Tmi placeigac teatru

in Romania, darsavrea 4 revin g fac din noui ateliere. Este posibil doar vara, cand
nu am contracte interi@nale, vara nu lucrez la Columbia University diaviNYork,
unde suntsef de catedr la teatru. Am avut ocaziaa ducrez si la Budapesta, la
Kretakor, au fost zece zile minunate, m-antisifoarte bine cu ei. Aceste exchange-
uri imi plac foarte mult. De fapt nu duc #iEri decat ne Tmprogfeaz pe noi,
mijloacele noastre de a lucra, a@diotr-un fel cuiita rugina care se depune in fiecare
dintre noi. Sunt ca un glyproasgt care te cuita de prejudetti.
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KK:  Am observat un interes special din partea Dag. de recepa spectacolului,
fara de cum reatoneaz publicul, ce dgsete/ce nu dgsete intr-un spectacol.
Intotdeauna v-amdeut uitAndu-d interesat la public, descifrand astfel ce fimmeaz
si cum fundoneaz din punctul de vedere a spectatorului. Este o aersstici a
teatrului cum se face el in America?

AS:  Vine de la Peter Brook. Face parte din imensghbpde idei pe care le-am
preluat de la el. Brook, cand e prezent la unulgfiectacolele lui, se ditatat la
actori catsi la public. Pentru mine spectacolul se intéripl publicsi este foarte
important ca acest publi@ iu amara pasiv, 4 nu amar in afaé, s nu se uite
judecand, cai cum ar vedea pe altcineva. Fac tot posibilulcaduc publicul
fie activ, ¢ fie Tnauntru. ,Unchiul Vania” este un exemplul cel mai bpentru
asta, publicul este pus intr-o sitieacu totul nod, Tn ceea ce priwee locul lui in
spaiul spectacolului. Este un element de sugrpentru mine cel mai important in
teatru. Rra surprize teatrul moare. Spectatorii #ntaici n interiorul scenei
cortina de fier cade, sunt pgirinauntru, casi cum spotul ar fi pe ei. Nu ai cum s
ramai pasiv, trebuieasreagionezi, trebuie & primesti. Si pentru mine, privindu-i,
imi dau seama la ce nivel de penpegunt atigi. Daca spectacolul nu se Intanipl
IN El, inseama ci nu mi-am ficut treaba. Totul depinde de ac@asimunicare, de
aceast relgie, de ce devine viu, ce devinesgare nfuntrul sufletelor oamenilor.
Pentru asta facem teatru, altfel am sta @cam privi televizorul sau ecranul. E
formidabil, singurul loc in care lucrurile se Tngdighaici si acum este teatrul.
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KK: Existz alternativa crarii unui univers inchis, a unei bijuterii care este
oferita publicului fira ca creatorul 8 fie interesat de recej acestui cadou. Pe
cand in spectacolele Dvs. existot timpul o comunicare diregtcu publicul,
replici adresate logamd.

AS: Cand eram t&in, vanitatea era mai puterfidecat minesi vroiam $ ofer perla
propriei mele vaniti. ,Uitati ce bun sunt, uitace grozav sunt!”. Cream spectacole
pentru a fi admirat, a fi respectat. Era o pornaecisisi pe care orice tdno are. Cu
varstasi cu experieta, ar trebui & invingem ptin acest orgoliu pe care-l avem, noi
artistii, si sa fim puin mai modsti — dar nu n dire@ in care modestia este pericuipas
ducand foarte iute la mediocritate — ci prin reagt@pea faptului £ nu noi am inventat
roata, de fapt nu am inventat nin§tin acelai timp 2 accepim c tot ce contedizeste
acumgi aici, momentul de acugi aici, incepand de azi. Ce a fost ieri e altceeaya fi
maine e altceva, trebuié Baim prin teatru acest moment 8u oferim ceva care die
admirat de ai, ci si oferim ceva careaspoati fi impartasit de atii. To share the
moment. Astfel gram intre scehsi sak dispare.Si asta se poate face in mai multe
feluri: teatru de stragl happening, instaia.. Totul duce in aceastiredie, in media, In
dans... Teatrul nu mai are greminu mai este doar teatru, impli¢ spectatorii... E
singurul mod de a face teatru car& intereseax Trebuie § uitam imaginea artistului
romantic al secolului XIX, de excég venic singur, care trebuiei die admiratsi
adorat, acel geniu. Gogtari Ceea ce putem face e doardsscoperim propria noastr
umanitate. Ca actori, ca regizori, ca camémiescoperimazavem absolut cu ioexact
acelea probleme, exact acelgdluzii, aceleai dorinte de a descoperi, de @gin noi o
alta viata, alta decét cea pe care @nr. O viga nestiutd despre care Cehov vogte tot
timpul, pe care nu odim, dar care exist Despre asta e vorba, esteiotare infiniei a
aurului din noi a calitii. Si nu se poate spuné anii sunt pe o partg altii pe alta.

KK:  Asi declarat Th mai multe interviuri sau cu ocazianterirvelor de preg ca
nu vrei ca spectacolele Dvsasibd ceva in comungspoarte o sentiturg Andrei
Serban... Ce irelegei prin asta?

AS:  Am un ideal pe care nu il voi realiza nici o&jgientru & lumea in care
traiim e plini de subiectivitatesi de ideea celebtitii, a artistului care trebuie
recunoscusi al semiaturii. Cum spuneai Andy Warhol, fiecare dintre noi vred s
fie celebru micar pentru 15 minute. Sunt un handicapat al acéstei Idealul
pentru mine este via celor care au construit catedralele medievaleititta aceste
minuni ale culturii,si te gandeti la autor, la artist. Cine este arhitectul care a
semnat, nu sgtie. Sunt anonimi. Asta este pentru mine arta divig&occand dispare
personalitatea creatoare in spatele t@eaDe exemplu Bach. Mozart este deja
mult mai subiectiv, 1l simi, Tl auzi tot timpul. La Bach nuiidai seama, nuagesti
omul. E muzié@ aproape obiecti In teatrul Tmi e imposibil pentruidot ce fac e
subiectiv. Singurul fel in care pol sni degisesc pe mine Thsumi, esté suU M
repet ca stil. Ca stilulisse schimbe tot timpul, ca dogpectacole ale melé au

fie la fel. Nu vreau & ma las prins in capcana stilului, de fapt csgimie a lui.

98



INTERVIU

Robert Wilson, de exemplu, este un foarte marestaiar este ntr-un pericol
imens, pentru £tot ce face esteise imite pe el nsu si repete acela stil pe
care |-a inventat acum 25 de ani. A devenit peepdaricatura. Este foarte trist s
vezi ga ceva. Teatru este oglinda tiieiar viata este irepetali] la fiecare
intersedie se intdmpl ceva negteptat, surprintor. De ce teatrul, de ce un regizor
sa-si repete atunci stilul? 8 foarte muii dintre colegii mei, &rora cand le &d
spectacolelestiu exact ce va f§i cum va fi spectacoluki ies de la teatruafa i fi
primit ceva nou. E o catasteofincerc § scap de acedsinchisoareSi e adevrat,
pati sa spui & spectacolele mele se aséaa? Nu. Nici nicar cele de la acala
autor. Pestrusul pe cale l-am #cut la Sibiu, de exemplu, este un Cehov total
diferit de Unchiul Vania de la Cluj. Nici nu se pmtmpara, nu au nici o l&ira.

KK:  Ays vrea @ vorbimsi de opetl si de spectacolele Dvs. de ofieProbabil gi
mai fost intrebat de difergasi asenanari intre a pune in scehopet si teatru. M-ar
interesa acest subiect, munca cu actorul Tn conjjgai cea cu solistul interpret,
respectiv prezega dirijorului ca un nou partener al procesului degie.

AS: E foarte clar & sunt bucurii foarte mari ih a monta o gpgrsunt de asemenea
frustrari foarte mari.Si una din frustiri este aceeaac dad la teatru am un control
asupra evenimentului, la opasierd controlul, el fiind preluat in final de dini. Si un
dirijor care nu are sensibilitate pentru teatrucpee il deranjedazsi 1l irita faptul &
solistii se mica pe scedsi inceard si fac altceva decatiscante, poate foartgar s
strice un spectacol in ultimele zile de rgpettum mi s-a intdmplat deseori. Suli
tineri care nu sunt foarte formeaau o frici extraordinat 1i ei si sunt extrem de
vulnerabili faa de cele spuse de dirijgji eu i gasesc in situga S vad ¢ in ultima
zi inainte de premiéy la repetia general, ei fac ceva cu totul altceva decét aicut
la repetiii impreuna timp de patru sau cingptimani. Ce fac#? Fai — zic ei — ne-a a
fost frica, c dirijorul ne-a spusavom avea cronici proas§enu ne va angaja nimeni
dac ne micam in timpul ariilor.Si atunci eu nu am avut cé spun. Dar asta nu se
ntdmpki intotdeauna. Atunci cand lucrurile stau bine, cdingh dirijor Gruia i place
ce se intdmplpe sced, cand il interesedzxe e pe scancand ai soiii tineri cirora le
place teatrul, care accepti opera se face diferit de cum geda acum 50 aniaci
propune probleme ale vie casi teatrul, nu-i ga? Boema de exemplu, e 0 dgper
care personajele vorbesccant, dar problemele lor sunt ale noastre, sunt oameni
simpli, din viaa, cum suntem noi, sunt oameni normali, cu singoravenie de asi
exprima relga unul cu altul prin cantec. Absolut nici o difeefata de noi, decatacei
cant in loc 4 vorbeast. Eisi, e la fel. Aa & pe sceatrebuie § fii absolut natural,&
ai sentimente reale, naturale. Toamiscarea in opér astizi merge spre
contemporaneitate. E adeat & se ajungesi la aspecte gin derizorii si ridicole,
pentru & se merge prea departe. Sunt regizori Thaopare vor & socheze burghezia
care vine la opér si care piiteste 200-300 euro pentru un bilet la Salzburg sau
Bayreuth. Ei vor nedipat $i faci spectacole in caré se indefirteze total de trage,
sa provoace pentru dragul de a provoca. O idegewsa si foarte la mod si in teatru,

99



INTERVIU

si In opes. Provocare, provocare, provocare, bun. Provostiudgji orice iluzie, despre
ceea ce ar trebuii die, dar Intrebarea e ce pui in loc? E @ adre distruge, care nu
afirma nimic, si nu recompune nimic, decat descompune. Sunt coriipieotriva
acestui gen de a face teafropeii. Atunci cand muzica este [u® valoaresi in care
solistii, dirijorul, regizorul, scenograful, luministulioti si toate lucrurile merg
impreurd, momentul acela devine teatru tofgilacest teatru total este mai bun decét
orice teatru vorbit, pentruicare muzia, si arta suprem este muzica. In teatru,
Shakespeare de exemplu are foarteamlizici, dar e nescris trebuie descifrat Tn
opet e scrig, e dal, e un avantaj extraordinar. Mergi la 10 dimiaeabia te-ai trezit
din somn, nici nustii bine cum te chealn si auzi un pianist care joacFlautul
fermecat. $asculi Mozart la 10 dimine@ este formidabil!

KK:  Asistand la repetile cu Unchiul Vania, am avut numeroase ocazivé aud
vorbind actorilor despre personaje, compiaziunui rol, structura ritmid a unui
spectacolsamd. Cea mai interesahimi s-a jrut ins: discuia in care le-a cerut
actorilor s aiba curajul st de descotoroseascle actorul din efi sq arate omul.

AS:  Actorul are tehnica lui, ngeesugul pe care trebuidi4 dezvolte Tncontinuu,
lucru pe care pini il fac. lar scolile de teatru ofér din ce in ce mai pin

mestesug, ele sunt, cu mici excgp foarte mediocre. Nu mai sugtoli bune in
care chiar invg meserie de la marii actori, Invee inseamihimpostaia vocal, ce
inseama miscare pe scen Azi un actor iese digcoah utilat cu mai nimic. Cu
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mai nimic, pentru £ nu i se cere mai nimic. | se cerea&ungi Intr-un serial de
televiziune, iar pentru asta miutrebuie tehnig. Sa ajungi 4 joci intr-un film, nuti
mai trebuie nimic. Farmec personahtata tot. lar in teatrul care se face azi, ceea
ce se cere de la un actor este din ce in ce npai gieatru e din ce In ce mai static,
din ce in ce mai politizat, din ce Tn ce mai corge se transmit idei politice, idei
sociologice... Nu se cere nimic nici de la trup, wieila voce, nici de la imagitia
Corpul, instrumentul actorului devine din ce Tmua nefolosit. Dar haidgpresupunem
ca actorul nostru poséd tehni@ extraordinat a corpului antrenat. Ararea acestei
tehnici nu trebuieasfie scopul final. Este ceva perfgcimort. Rece. Peste asta trebuie
sa oferi ceva personal. De aici incepe munca @dév Abia atunci, cand ai libertatea
unei disciplinesi a unei rigori extraordinare, atunci trebuiegisesti in tine ceva
spontarsi complet liber, perménduti sa pui intreliri. Ca $ te ajui pe tine insti

si pe semenuliu care este spectatoralw deschidg in fata misterului, misterului
vietii sau misterului artei, care este agela

(interviu agirut in revista Szinhaz, februarie, 2008)
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Spectacolul Mort, Spectatorul captivsi libertatea de a (nu) merge la teatru

Un spectator, unul singur (din
fericire pentru el o persoapublici) a huiduit
intr-o sal de teatrli Suficient ca®se poat -
conform declandlor asupra libedti ale
stibunicului John Stuart Mill - pune in
discuie intregul edificiu al drepturilorsi
raspunderilor noastre de afitisi spectatori.
Distarta m-a impiedicatj de acea#tdat, si
fiu altceva decit cititorul (foarte interesat,
desi... ,sceptic”) al dezbaterii de peesca
atare pe cea de la filmal am ratat-o
involuntar. Dar, pi#h azi, cind scriu eu, nici
media nu a reflectat-o decit sporadic, intr-o
relatare nu foarte relevandin Evenimentul
Zilei i, mai suculent in substan,rupturii”
imposibil de cusut dintre acter public, pe
blogul Cristinei Bazavan (pentru care trebuie
s fac o fandare ampl ,Chapeau!”). Ca
atare, tot ce imiamine e LiterNetulsi
forumul ad hoc asupra problemei. Majoritar
si hofarit Th favoarea huiduitorului. Dar
aceasta nu e o statigtieprezentatiy, ci doar
un fel de onestsi sanatoas readie de
solidaritate, T@untrul unui club de intelectuali
si critici. Cit despre spectacol, dag bun sau
prost, n-am nici o legitimitate n aam
pronuna, dar nici disdiile n-au vizat in fond
spectacolul. Cel mult, pot spung miesa mi
se pare una suportabildar nici pe departe
excemionali, cum zic unii colegi; iar de
Fatulescu, cu daudecenii n urr, m-a legat
0 caldi prietenie. Cu mult drag mi-l amintesc
mereu pe Virgil Flontgoptindu-mi, de cite
ori il intiineam la Sibiu: ,Anulista a promis

! Pentru cei care n-au Frioformaia, este vorba despre
premiera culstoria comunismului povegtitpentru
bolnavi mintal de Matei \niec, in regia lui Florin
Fatulescu, la sala Atelier a TNB, la carézi#an
Penescuyi-a permis & huiduie, provocind astfel un
happeningad ho¢ manageriat nefericit de actorul
Claudiu Bleon

ci vine si montea!” E, de altfel,si ultimul
cuvint pe care l-am auzit de la el, cudliomi
nainte & ne scape tuturor printre degete.

Ce se amiy nu se mai poate
recupera

Dupa 1989, unii regizori - foarte
puini, Dabija estai la acest capitol aproape
0 categorie cu un singur element - autisim
nevoia imperioasde a se interoga nu humai
incotro se va indrepta de atunci ncolo
teatrul, cisi de ce fac ei teatru. Unele
institutii teatrale §i acestea relativ pine,
corul general - sau mainstreamul, ¢a s
folosim un anglism - suferind mai bine de
un deceniu de suficigh auto-
contemplatid) au sinit si ele, macar
temporar, nevoia de s&-pune Tntrebri
asupra rostuluisi felului in care fac ele
teatru: pentru cine, ce fel de, cu cine,
s.a.m.d. Nici unele dintre aceste intielmu
au @Gpatat vigoarea unor dezbateri publice
serioase, chiafi atunci (sau mai ales atunci)
cind s-au organizat oficial... colocvii
profesionale. Au plutit mereu, spre
inghtirea acestor probleme fundamentale,
atit cega groas a confortabilului (,ce &ne
batem capul, oricum statul TREBUIE e
suginal”), cit si maginaria de fum
consensud) din subcostientul colectiv al
lumii teatrale, cum & romanii fac teatru
bun, sau mai bun catial,,Avem o tradtie,
S netinem de eal”).

Numai @& nici statul, nici tradia
nu sunt mecanisme dinamice, ci sunt forme
convenionale, profund conservative, de
organizare: una a structurilor de
functionare economit si sociak, alta a
mentalului colectiv (sau, mai sofisticat
spus, a supraeului simbolic). Ca atare, atit
cega comoditii cit si masina de fum a
consensului estetico-etico-teatral nu pot s
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puri si NU au cum % puri pe roate ceva
care e esgialmente viu, cum e actul teatral i
complexitatea lui. Pot cel muli.s conserve.
Cirngii si scrumbiile se conseta fum.

Din picate, ceea ce se ariin
sau se ocultedzcu greu se mai poate
recupera. Tind deja ds cred @
recuperarea e imposibiintr-o dinamia
sociali de asemenea ritmusi propotii.
Mai ales cind e vorba de intieite de
coredie, intreldrile de substati la care nu
S-a Bspuns, cu atit mai mult cele care nu
s-au rostit. Brea stupid, cu cincisprezece
ani in urna, si te intrebi de ce vine omul la
teatru. Si, ca atare, cind puneam acéast
intrebaré nimeni (aproape) nu se ostenea
sa cadi pe ginduri, dar mi-te i raspund.
Pirea exagerat (iar unii auidut chiar
aluzie la dogmatism)aste intrebi de ce
spectacolul de teatru atatin ce ih ce mai
prifos si mai baroc. In fond, din ce in ce
mai sofisticat dar si mai golit de
interagiune real, umari si
comunicg@ionah, cu partenerul din fotoliu
Si de ce nu e nimeni interesata s
deslgeaséd raporturile dintre publicul de
teatrusi estetica teatral,oficial” instituita.
.Dar publicul, cum ved& vine, si
aplaud!”, ti se #spundea, de cele mai
multe ori, pe cite-un cpte foaier. Cit de
des? De cite ori se jaaspectacolul? Din
cine e format publicul? Acestea aimas
chestiuni marginale, chiar neimportante
pentru suma (in fine, haiaszicem
majoritatea) membrilor comusiti
teatrale. O comunitate in cea mai mare
masuld bugetat din ce In ce mai
imbekugat, chiar dag in comparge cu
alte tari al caror PIB nici nu poate fi ric
visat de noi, oamenii de teatru (care chiar
muncesc) fac mult mai gai bani. Si fim
serigi, nu vedd festivalurile? Lumea

2 Cotidianul L.A&L, 1993, Semnal teatral1995,
ultimaT, 1998-1999, apoi nModelul teatral
romanescBucurati: Editura UNITEXT, 2000
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vine, cu ghiotura,aminesi pe dinafai.
Cum ¢ te mai intrebi despre publig
adecvarea spectacolului la el, cind
publicul se bulucge?

Dar chiar vine? Sau doar
viziteazi o ceremonie socia? Chiar st?
Sau doar pareacsti in fotoliu? Chiar
urmareste, sau doar pare (ori simuléaz
ca unele doamne profesioniste, n pét) ¢
participi? De unde acest super-simptom,
despre care vorbesc aproapg tei care
comenteaz incidentul recent de la
National, al spectacolului prost, plicticos,
inutil, urmat de ropote entuziaste de
aplauze? Cum s-ascutsi cine intreine
aceast enormi - si in fond profund
schizo-masochist- ipocrizie?

La un astfel de spectacol, cu
vreo sapte sute de oameni Tn &abtind
comod la lof, am nunirat telefoanele
mobile pe care seidea chat. Erau mai
bine de doireci de ,needudd caresi
omorau plictiseala conversind cu te miri
cine, Iné@ de la actul intii. Doireci de
licurici Tn Tntunericul &lii. Sa vedei cu
cit entuziasm strigau, n picioare, imediat
dupa lasarea cortinei: ,Bravo! Bravo!”
La un altul, intr-un ora de provincie,
intr-o enornd sak a sindicatelor in care
se desfsura premiera a - probabil - celui
mai crunt si mai manelistic delir
shakespearian pe care l-am avut de
indurat vreodat in pofida faptului &
muzica a piriitsi ilustratia sonod s-a
Tncurcat de vreo cingiase ori, In pofida
luminilor care alergau haotic daactori,
in pofida completei galimatii din care
nimeni nu mai frelegea nimicsi - cel
mai rau - in pofida hemoragiei de
spectatori care se scursasediscret,
printre  rinduri pe todt durata
reprezentgei, s-a ov@onat ca la
sedinele de campanie electoial
regizorul a fost adus pe scéesi gratulat
cu flori, s.a.m.d. E oare suficient glam
vina pe public, ci vreme fenomenul e



RECENZII

aproape general8tim cu taii ca la al
doilea si al treilea spectacol lucrurile
intra, Tncetsor, Tn normalitate, iar
publicul se #reste, ori chiar dispare cu
desivirsire. S dam vina pe instittii? Ori
pe finanatori? Ori pe... critig?

Dar exist, de fapt, o vinostie,
fie ea colectid, fie ea individual?

Ceremonialul cultural, pterea
si receptarea

Un spectacol de teatru are mai
multe fungii, unele dintre acestea, tocmai
din pricimi ci spectacolul ingil e o
deshsurare temporal sincreti@, putind
intra in competie, ori chiar in contradiie
unele cu altele. Spectacolul e eveniment
participativ, in praesentia, adipetrecindu-
se aicisi acum. Dar tot el &i, la nivel
antropologic, un ceremonial de socializare,
care are reguli ritualizate, mai mult sau mai
puin congtient si  coerent constituite:
proceduri de vestimenia pentru spectatori
dar si convenii de separare a syalui
reprezeritrii de cel al recejtii, proceduri
pre si post reprezente (marketingul de
spectacol, dar si auto-pregtirea
spectatorului, in foaier, prin conveisa
asctirea atefiei, protocoalele convéonale
de instalare etc., pe de-o parte; exprimarea
participaiei si gratitudinii publicului fai de
interprei, protocoalele conveionale de
parasire a 8lii, pe de cealadtparte.)

In acelai timp, spectacolul de
teatru esi produs artistic, pe o pi& a
produselor care e intens competitivie
ca e vorba de pia ,ideilor si formelor
estetice”, fie & e vorba de pia
consumului cultural ca atare, fie ambéie.
nu Tn ultimul, ci chiar in cel mai nelititor
rind, cel ptin In post-modernitatea in care
ne aftim, spectacolul ¢ una,doar unadin
multiplele forme de petrecere a timpului
liber; altfel spus, o fortnde divertisment,&
ne convine sau nu aceasondiie-fundie.
Deci, la acest nivel, teatrul e, oricit dwir
ne-ar irita asta, o procedusociali de

produceressi degustare a pterii, fara de
care toate celelalte procese ulterioare, de
natuéi intelectiva, raionala ori de
evaluare ,estetid sunt, in fond, cu
neputina de atins.

Toate aceste futic lucreaz (se
actualizeaz) simultan, nu de pime ori
certindu-se intre ele. Ele vorbesc nu numai
despre ,ce face teatrul” gi in profunzimea
lor, despre ,ce este teatrul”. Cum vedem,
ngy, fiecare dintre aceste fuimémplica, fara
drept de apel, publicul (sau publicurile
poteniale): spectatorul / spectatorii detertin
- prin gusturile si alegerile lor - ingi
particularitatea funiei, casi dinamica eiNu
estetica spectacolului este, de cele mai
multe ori, forta de indugie a unui public,
ci publicul reprezinta forta de indugie
asupra unei estetici sau alteiachiar dag,
astizi, ni se pare paradofalb asemenea
rasturnare. ,Evenimentul [teatral] nu e un
produs finit Tn felul in care e un roman sau un
poem. E un proces interactiv, care se bazeaz
pe prezefa spectatorilor caasi duc la
indeplinire efectele. O reprezeiga e,
bineineles, invers decit o opertiparita,
totdeauna deschiisinor imediatesi publice
asteptri, modificari, ori respingeri din
partea acelor oameni arora li se
adresea?”.

Altfel spus, spre deosebire de
practicile cultural-sociale care i#trin
cimpul de definie al arteisi care se
adreseavindividual destinatarului lor, pe un
suport anumesi Tntr-un set de coduri
converii omogen, sincretismul darsi
directaea aici-acum a artelor spectacolului -
teatrul fiind doar una dintre ele - e suspus, cu
grad maxim de risc, canoanelor de acceptare
- estetice dagi tematice - ale orizontului
contextual al gteptirilor  publicului’,

® Susan Bennetfheatre Audiences. A theory of
production and receptignLondon and New
Zork, Routledge, 2005, p. 68.

* Vezi in acest sens Victor Turner, ,Frame, Flow and
Reflection: Ritual and Drama as Public Liminarity”
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dispoziiei fluctuante dintr-o searsau alta,
ori chiar dezacordului neteatrul e, deci,

0 intreprindere comunicetionala i
artistica de risc Sau, cel ptin, aceasta ar
fi una dintre 8natoasele concluzii asupra
relaiei sale cu receptarea, cu caidica
aceadt relgie i fie agezad, la rindul ei, pe
0 baz sinatoas. Fiinda, Tn abseta acestui
risc dat de jocul amplu al negocierii (mai
mult sau mai pin tacite)si accepirii, ce
efecte de persuasiung emulgie ar mai
putea avea spectacolul teatral?

Pe de aft parte, In plia luptd
corp la corp cu ,practica burghgza
ceremonialului  teatral, dirgonat mai
degrahi spre o acadeniigi fada ,lingusire”

a receptrii (comercialitate, divertisment
minor, fals realism Tritusat In cliee etc.,
etc.) teatrul secolului trecgi-a diversificat
nu numai strategiile estetice, gipe cele
strict comunicgonale. Ba chiar, ddpanii
'60, aceast diversificare abstractizanta
ajuns (treptat, treptat)assolicite de la
spectator un grad de compeatedin ce in
ce mai sofisticat la nivelul decodiidi si
interpretirii structurilor si mesajelor sale.
El a devenit, in multe locuri din Euroga
chiar din Statele Unite (unde, teitutraditia

- buri sau rea, nu conteaz a produgei
teatrale validate comerciafr intervenia
statului, s-a fstrat netirbita) dintr-o
practi@ sociali popula#, care mai putea fi
revendicat ca atare in vremea cotidi
sale ,burgheze”, o practidn burd masuia
pentru spectatorii ifigti: altfel spus pentru
elite din ce Th ce mai ,profesionalizate”de
destinatari-spectatori.

Niveluri diferite de compete#
ih ceea ce priye practica receptii
teatrale sunt, de la un punct Tncolo (cam
Tncepind cu revolia teatrad produd de
simbolismul russi ulterior, intr-un nou

n Michel Bernamou, Charles Carameloo (editori),
Performance and Postmodern Cultutdadison:
Coda Press Inc., 1977, p. 19-32

106

val, de asimilarea operei teoretice a lui
Artaud) puse acum in joc, particularizind
Jeatrul de ad” in raport cu cel ,de
consum”, desjrtind apele in ceea ce-i
priveste pe spectatorii fiaecui palier si
rafinind simultan atit scriiturgi regia de
teatru, citsi potertialele sisteme de
interpretare ale beneficiarilor acestora
Acest glisaj treptat, dar aparent
definitiv a produs un soi de involuniar
inversare intre conh si  functiile
Ldecorative” ale teatrului renascentisit
baroc, cu adresae legitimare aristocrat
si condtia de aristocratizare” auctorial
(in coada de comeh esteticii romantice a
Jgeniului”, a ,demiurgului artist”). O
inversare care include Tn sige publicul
aferent, care nu mai induce, ci doar

beneficiad, Tn noua sa conig de
confrerie a iniatilor.

Ceva s-a dfligat pe bua
dreptate:  statutul de independen

complex al artei teatrale, atit in raport cu
celelalte componente sincretice ale sale,
luate una cite una (text literar, pictuile
sceri, muzia etc.); casi 0 definire de sine

a teatrului in raport cu alte arte ale
spectacolului cu care are a concura (film,
ope#, concert muzical etc.) Evident, ceva
s-a si pierdut, cel ptin pentru o buf
bucati de vreme: adresabilitatea difgct
care & poati (prin strategii complexe dar

cu efecte aparent simple, integratoare)
produce ,lecturi” multiple, pentru categorii
diverse de spectatori, aflate simultan in
acelai momentsi in acelai loc. Mai curat
spus, s-a pierdut futia de comuniune
intru pkcere (iar plcerea trebuie luataici

® Vezi, in acest sens, Keir Elaifhe Semiotics of
Theatre and Dramalondon: Methuen, 1980,
pag. 55-62, Patrice Pavissnguages of the Stage
New York: Performing Arts Journal,982, p. 72.
Darsi, pentru o disctie mai amp, stric pe acest
subiect, Miruna Runcan, 'Spectatorul co-autor', in
Fotoliul scepticului spectatpBucurati: Editura
UNITEXT, 2007
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in sensul ei plenar, fizic-psihic-intelectiy,
nu in cel restrictiv-fizic, atita vreme
demonizabiki, deci, demonizat).

Era condia ,teatrului burghez”
(cum 1i ziceau avangakti) atit de
rasuflag, ori atit de periculos-manipulaii®
Evident @ da, numai & aici nu poate fi
vorba despre vinatii, cita vreme avem de-
a face cu un proces complex, care acoper
un secol de evofie social si estetié. Fie
Ca ne irii sau nu asta, teatrul e, in cele din
urma, in spaul eurocentric, o practic..
burghea. Adica, etimologic dar si
antropologic vorbind, o ceremonie sogial
urbard. Or, el s-a cerut, in deceniile din
urma, protejatsi revigorat ca atare, in
raporturile lui vii cu populgile urbane
reale. De aici mai departe, cafige si
adecvrile de substag, survenite int din
anii '80, nu mai sufér nici de iluzia
recupefirii ,marilor mase” de public
(ideologic manipulabile), nici de aceea a
conserdrii  auto-reflexive a raportului
privilegiat dintre artissi destinatat.

Coretile si adecwrile, foarte
multesi foarte stratificate, sunt din ce in ce
mai contient direcionate spre stabilirea de
raporturi  de  comunicare  artistic
particulare cu anume tipuri de publicuri,
temporalsi local constituite. Ele uzeazle
problematici si estetici care nu se mai
narcotizea& cu idealul unei uniciti auto-
refereniale ultime. Aicisi acum-ul teatral
tind & devim, pe baza fradil dar si
inconfundabit a prezetei vii, dintr-un
context funciar al perisabilii, strategii
voluntare de comunicargi intervernie
interpersonal si/sau colectid. Tocmai
punerea in parantgza iluzoriului u
fundamentalism (de OPER sisi
suficienti) reuseste de cele mai multe oris

® Ca Tn sublimele experimente cu fundament
sacral ale lui Grotowski, n care se tenta,
luciferic & zice, transferul de cungtare
revelati intre minuscula echipsi minusculul
esantion de participaispectatori.

dea vigoarsi eficiena actului teatral (din
ce in ce mai orientatate condiia sa de
EVENIMENT, ba chiar de irepetabilitate,
asa cum se intimplin performance).

Numai @ e, in sine, foarte dificil
s pai analiza distata dintre receptareg
interpretarea  individual a fiecirui
spectatorsi efectul mai degrabambiental
al receprii asa cum e ea in realitate, acolo
unde spectatorii de teatru sunt imptei
constituie, (casi cei de film, casi cei de
muzic live, fie ea clasi&g ori apatinind
culturii populare) corpusuri cu psihism
colectiv aproape incuantificabil.
Receptarea vecinului de fotoliu, sau a
grupului cu care ai venit la spectacol o
influenteaz invizibil pe a ta, rea@
persona se transmite in anume momente
si se topste n reatia colecti, chiar dag,
la iesirea de la spectacol ori concert, ori
film, constai ci, de ineles, ai Treles
altceva decit cel mai bun prietenal.tDe
foarte multe ori, ga cum bine remarca
Anne Ubersfeld, e ,greuidnai impotriva
curentului”, indiferent dat acesta e unul
de entuziasm sau unul de respingere
totali’. Si aici, dincolo de teoriile teatrale,
semiotice sau pragmatice, intervine...
libertatea. Fiindg, atita vreme cit
spectacolele sunt din ce Th ce mai
diferertiate Tn raport cu publicurile lor
tinta, iar mainstreamul nu mai aduce in joc
un public ,burghez” in sensul comercial
confortabil, ci unul, de asemenea burghez,
dar caracterizat printr-o ,specializare”
culturak din ce Tn ce mai restriciy
comunicarea prin act teatral pare inceficuit
de fluxurile si refluxurile stricte ale unui
hipercentru, f@ de care marginile par
aproape #ra contact. Unde mai incape
libertatea de a te bucura atunci cind agilal
se stimB? Dar aceea de a huidui cind
majorititile ovaionea?

" Anne Ubersfeld'Ecole du Spectateur. Lire le
Theatre 2Paris: Editions Sociales, 1981, p. 306
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Institutii, regizori, colective,
critici. Sau, despre canonul managerial-
esteticsi brandul cultural

S ne dim un pas Thapoi! Faptul
ca spectatorul empatizeazu comunitatea,
hic et nunc constitditca public, nu e, nu
poatesi nici nu trebuie % fie o sclavie. E o
forma silertioasi de libertate. Cum nici
faptul @ el nu empatizedznu poatssi nici
nu trebuie & fie un semn de deficigh
mentak ori emaionaki. Ci doar ceea ce e:
un dezacord, adic o manifestare a
libertatii. Pentru ambele ipostaze de tiela
limita Tntre condia de spectator individual
si aceea de membru al publicului nu se
impune decit o singiircondtionare real:

a onestittii fatd de propriile sentiments
propria gindire.Si aici ne Tntoarcem de
unde am pornit.

Cu un deceniu Tnainte de
incidentul de la Ngonal, cel cu
.dezacordul manifest” al spectatorului
Razvan Penescu in fata uralelor la Istoria
comunismului..., am it pentru prima
dati un embrion similar de sittia
penibiki. La reprezent& din Festivalul
National cu O batigt pe Durire de D.R.
Popescu, Tn regia directorului de pe
atunci, lon Cojar, cam cu vreo zece
minute Tnainte de padizun spectator s-a
ridicat de pe la juidtatea rindului al
treilea din Sala Mare (Mlimagiiava
momentulll!), si-a traversat printre
picioarele celorlai spectatori, tacticos
dar cu aplombsi cu semnificie. N-a
trintit si usa, a provocat doar osoar
rumoare, intr-o salumplug la refuz cu
public festivalier, inclusiv actorime,
criticime etc. Firgte, la final s-a aplaudat
frenetic, cu urale la adresa marilor aetri
care jucau Tn atit de stupida, aproape
grotesca pigs (Mariana  Mihu,
Leopoldina Blanua, lleana Stana
lonescu), din care maestrul Cojacdse un
soi de poem politico-liric, cu vagi note de
Cenaclu Flagra (cred & muzica era a lui

108

Mircea Baniciu, cargt reciclase nite
cintece mai vechi). La gege, un prieten
critic Tmi sopteste: ,Brav kirbat dla de-a
plecat!” Evident, nici o urih din aceast
remard@ de foaier n-a &put in revista In
care scriaSi nici in celelalte, suficiente,
cronici pe care le-am citit, mai toate
centrate pe performgele actrielor.

Si cite astfel de situd, din ce
in ce mai incredibile, nu ntilnim la
fiecare passi Tn Bucurati si oriunde n
tard! Ele sunt cu atit mai uimitoare cu cit,
in fond, ne ofer un spectacol de fals
omogenitate a reéei, de pseudo-
empatie, care roade malign ladicina
actului teatral Tn ansamblulals si a
practicii culturale ( de ceremonie sogial
constitui) Tn ingisi indreptitirea sa
fundamenta. Fiindd, in cele din urm o
practici culturaf falsificai e menii
dispartiei, cot la cot cu falsificatorii ei,
artisti si public de-o potri.

Patrice Pavis algea atetie®
asupra rolului central al spectatorului in
activarea relge comunicéonale in raport
cu structurarea codurilor de constreicale
spectacolului. EI demonstrai qrodugia
(altfel spus spectacolul luat ca afesi
receptarea ei formeamn ciclu hermeneutic,
fiecare  presupunind-o pe  cedalt
degajindusi una alteia, deschis, modsele
formale si diregile de semnificge. Altfel
spus, devenind TmpreinLa rindul 4u,
Marco de Marinis vorbea despre ddipuri
eseffiale, actualizate intr-o inefabil
combinatorie, de ,dramaturgii ale
spectatorului”: unul pasiv, in care acesta este
subsumat canta fixa ansamblului de autori
ai reprezentgei teatrale (altfel spus, intre
echipa de proddtori si public exisi o
relgie fixa de tip cereresi ofera, fiecare
stiind precis ce i se cexg ce i se ofef, ca
ntr-un contract de utilizare§i unul activ, Th

8 patrice Pavis, ,La Réception du texte dramatijue e
spectaculaire”, iWersusnr. 41, 1985, p. 69-94
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care ,percefin, interpretarea, evaluarea
esteti@, memorizarea,aspunsul emgonal
si intelectiv’ sunt permanent provocate,
stimulate si largite, spectacolul insu
incircindu-se energetig silistic de pe urma
acestui schimb

Atunci, Tn anii '80, nici Pavis nici
De Marinis nu aveau T@ccum 4 prevad
nici ,inchiderea ciclului hermeneutic” (spre
mortal ar zice Brook), nici, cu atit maitpuy
0 a treia ,dramaturgie a spectatorului”, cea
captiva. Spectatorul captiv este comhina
perfect echilibrat dintreinstalarea reagiei
de receptare intr-un inventar
hermeneutic aparent activ,al cliseului
cultural (neagrat ,haute couture”, oricit de
fantasmagorice ar fi asotie si imaginile
metafoll) si pasivitatea absolusi in raport
cu plictiseala generai de absera oricirei
provociri la nivel emotional-intelectiv.
Spectatorul captiv este cel caste, ceea ce
vrea 4 afle” si ,afla ceea ce dejgie”, auto-
excitindu-se numai n raport cu jocurile
recunogtere, in defavoarea diiei
cunogteri reale. Care, 1in artele
spectacolului, nu poate fi decit etmoal-
intelectiva, nu si invers. Altminteri am
reagiona orgasmatic la simpla citire sau
recitire a filozofilor clasici ori contemporani.

Spectatorul captiv nu ieste
numai in Roménia, el e universal. Se
hraneste din simularea pterii si refuz pima
si adierea ei pe c#hlt trotuar, aa cum
cilugarul medieval era datoasi refuzesi
Si-si pedepseadc visele erotice, ca pe
iminena picatului cu gindul. Spectatorul
captiv caut mituri acolo unde vede o sirtipl
mas@, pune in orice gogainie imaginea
unui déja vugi inventeaz relgii intre ele.
Fiindci spectatorul captiv e snob, nu
recunogte G a venit la spectacol cai s
cadioneze (cu entuziasmul lui fabricat
dinainte de a firunde pe sa masid a

° Marco De Marinis, ,Dramaturgy od the Spectator”,
n The Drama Reviev@1.2, 1987, pag. 101

teatrului) un regizor sau unui actor care
functioneaz drept locomoti® Tn mica
industrie a box-office-ului de turism
cultural. El vrea atingerea, fie giala zece
metri dista, a ,marii arte”, indiferent dac
productul ofertat insearficeva sau nu, vrea
ceva sau nu, sau propune ceva sau nu. Vrea,
de fapt, un BRAND. Spectatorul captiy 7
poart captivitatea ca pe o decgea la
butonied, iar libertatea i &i la teatru cai-
n viaa, o povak incalificabib. Finda,
spectatorul captiv nu e cult (nu are, ade
cultura a fundiilor si procedurilor propriei
libertati, Tn raport cu care arta e un vehicul
principal), el e cultural. Tot astfel cum
anume doamne care tac vastexpresiv,
Jfocmai la pont”, Tn cluburile boeme,
reusesc & pare culte cind sunt, de fapt, doar
diletant culturale.

Sa nu-l demoniZm! Spectatorul
captiv esi produssi produator; relaia e
una, @a cum semioticai pragmatica au
demonstrat-o de decenii, de stiict
reciprocitate. Instittia teatrai trebuie &
traiasa si ea. Pentru a i, de la buget,
are nevoie, in #@suri aproape egale, de
artisti care & produd, si de spectatori
care & cumpere bilet. NMcar de form.
in condiiile in care un spectatosding,
un pre pe bilet egal cu ddupachete de
tigari, orice regud economid iese din
joc. Banii de la spectator nu pot produce
teatru ntr-un ritm minim compensabil.
In schimb, un regizor importat de la
Bucurati, Pitesti sau Copenhaga e cu atit
mai valoros cu cit Tn mentalul colectiv va
fi fost excitat neuronul unui ipotetic
succes de cassau de critis. Cum
spectatorul nu-l poate il din biletele
vindute, la mijloc int& statul, adié
contribuabilul. Preul cu care va fi
contractat regizorul va fi, indegtie, cu
atit mai mare cu cit neuronul
spectatorului captiv va fi mai lesne
excitabil, iar statul finagator mai lesne
mindru de ,mplicsia sa cultura” in
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BRAND. De aici si extraordinara
afacere: in Roméania de azi, ingtau
teatrai (publici, adi@ de STAT) este
sifona cu aceleg mijloace cu care,
mutatis  mutandis, erau sifonate
combinatele siderurgice deim. Un
mare festival de teatru sau de madzic
consun cit bugetul unui judepe un an,
fara <4 aibd decit rar produé proprii (si
acelea alese pe brandul captiv); dar a
aduna a mia parte din atiebani pentru
0 comisionare de pias (cine-a mai
vazut?!), o publicare de volum, ori o
produgie independefit de teatru e
aproape o imposibilitate.

Spectatorul captigi artistul captiv
al propriului model estetic, dirgonat Gtre
conservarea propriului status, formeaza
cum zicea Pavis, un ciclu hermeneutic: numai
cd nu unul deschis, ci unul evident inchis.
Domnul lonescu, ori Marinescu, sau doamna
Grigorescu, ori Petrescsi tonserd statusul
de ,culturali”, acceptind faptubicdin salariul
lor de bugetari de 1.000 de lei,#tjzica prin
bilet, o alta prin impozite, se duce la marele
regizor Z sau Y. #ticica, de regul se ridi@
la minim 5.000, maxim 25.000 de Euro. E
ceva ciudat aici? Nimic. Orice qokre se
plateste, piri si una simulat. De aceea
spectatorul captiv nu e niciodatnici
emaionat, nici contrariat, in schimb e
totdeauna muimitsi de sinegi de spectacol.

Nu e adewrat? Ba da, dar cine ar
indizni si-si purd public vreo intrebare
despre ingineria financi@ra produgei
teatrale oficiale? Institia teatral (publici)
se d peste cap, aleatgde nebufh dup
sponsoriari din care, in Roméania batal
urbard, dar dornié de teatru adeévat, s-ar
face cinci spectacole. Fiinglcinstituia
teatrad nu lucreaz nici dug legile piaei,
care sunt dgmane artei, dar nici dagcele
ale generoasei imtive de implicge, care
presupun, &uri de arta implick,
voluntariat,  experimentalism  realsi
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generozitate. Deci ri&t Instituia teatral e
la rindul ei capti& captivi a mentalitilor
vetuste, captiv a legisla@ei structural
pagoptiste, capti& a presiunilor publicului
captiv, captii a criticii encomiasticesi
turismului teatral.

A merge la teatru ar trebui §e
0 bucurie exercitatin libertate. Tot ga
de bine cum a fluiera la teatruicar din
cind Tn cind, ar trebuiasfie nu o
mitocinie, ci un semnal consistent c
libertatea de a te bucurai e drastic
incilcati. Ar fi catastrofic & punem pe
umerii solitarului spectator care a huiduit
o dati (fie elsi o persoaa publici) toat
incircitura #zburitoare pe care am
acumulat-o Tn ani. Mai degratar trebui
sA ne trezimsi sa scutudm larturile
captivitati, ™n mod sistematic. Nu
neagrat huiduind. Plecind cu aplomb
atunci cind nu mai e nimic de sperat de
la spectacolul cu pricina, sau refuzirid s
aplaudim. Tntelegind ce ni se Intimpki
refuzindu-ne captivitatea.

MIRUNA RUNCAN

%Aflu dintr-o carte receat dedicai avangardei
americane din anii '60, cea cunosub numele
de offf-off-Broadway (Stephen J. Botttoms
Playing Underground The University Of
Michigan Press, Ann Arbor, 2006)a @norma
problend care a dus la disala micarii
alternative teatrale din New York a fost presiunea
sindicatelor de a se vinde bilafede a se semna
contracte colective minimale cu actgriregizorii.
Altfel spus, normalitatea din mainstream a ucis
avangarda. Oare cititorul-spectatorul roméa
imaginat vreodat ci marile spectacole despre
care a citit sau auzit dirargi, ca Paradise Now
originalul lui Hair ori chiar Trilogia anticz.... nu
au avut Tncdsi, nici drepturi de autor? Nu vreau
S spun, se ielege, & asta ar fi fost vreo fericire...
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The Fictionalized Body in Cinema

ABSTRACT. Fascinating figure in
the world of theatre and film as well, Bob
Fosse puts his life on screen in his semi-
autobiographical film All that Jazz, in an
attempt to make amends for his life. This
essay attempts to deconstruct the elements of
the movie that hold a direct, personal
connection with Fosse's real life; and to
analyze the connection being created between
Joe (as Fosse’s alter-ego) and the audiences,
through a phenomenological understanding of
this connection.

One of the jokes on the DVD
audio documentary of the movie All that
Jazz, as told by Roy Scheider, reveals that
Bob Fosse’s friends were very upset about
this movie. And that wasn't because it was
badly received, or because it held no real
connection with Bob Fosse’s life, but
exactly because it represented too much and
too accurately his life. We can just presume
that they based these opinions on the not-so-
flattering description that Bob Fosse created
for his fictional self, the character of Joe.

One of the main focuses of the
movie is the arch taken by a body on its
journey towards sickness and ultimately
death, and we follow this journey; but
what is more interesting in that case are
the reactions awoken inside the spectators,
the phenomenological response that the
audience’s bodies recreate the happenings
on screen.

Staging the movie: an introduction
into the content of All that Jazz

This is the semi-autobiographical
story of a choreographer/director,
completely obsessed with his work and
with an unhealthy appetite for drinking,
smoking and women. Based on Bob
Fosse's real life, the movie traces his
struggle in putting together the Broadway
show, Pippin, while at the same time
editing his movie Lenny, and trying to
keep his personal life into one piece.

The movie has been compared
to Federico Fellini’'s 8 ¥, due to its auto-
biographical approach and to the
combination between reality and fantasy,
used by both directors to portray the
communication between their real lives
and their fantastical, imaginary worlds.
More than this, both movies show the
insides of the creative experience
(whether it is theater or filmmaking).

The narrative starts out with the
daily routine of Joe Giddeon (Roy
Scheider), which comprises of Vivaldi,
Visine, Dexedrine, a cigarette, a shower,
Alka Setzer. This sequence that appears
repeatedly splits the movie into separate
parts—and as the facial expressions of Joe
decay from an image of optimism and joy
into the face of a sick man—it documents
the slow decay of this man’s health and
ultimately his approaching death.

Than see Joe Giddeon trying to
select the dancers for his next Broadway
show, wunder the scrutiny of the
producers’, his ex-wife Audrey (played
by Leland Palmer) and his pre-
adolescent daughter Michelle (played by
Erzsebeth Foldi). We get a chance to see
his relationship with the women in his
life from the very beginning of the
movie: he makes an escape from
spending time with his daughter, by
claiming that he has to work on the film,
he dismisses Kate, his girlfriend (played
by Ann Reinking—Bob Fosse’s real
girlfriend), by not paying any attention to
what she is saying and wiggles out of his
work on the film by claiming to have to
work on the Broadway show—all this
just so he could spend the night with one
of the dancers of the show.

All that being said, the only one
with whom Joe can talk about his work is
Audrey, his ex-wife, and in some way his
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equal (though not completely) when it
comes about the play; it is with her that he
confides when he has the creative block,
and it is her opinion that he seeks. The fact
that there is a great understanding between
them regarding their artistic views, is
plainly shown in two key moments in the
movie: when the songwriter is playing for
the first time the central tune of the show
(Take off with us), and after Joe has
presented his choreography for the
numbers, and is getting the feed back from
the producers and from Audrey. In the first
case we see a secret talk between them, a
creative way of using the gaze to express
something which they don't want the
producers and the other people to hear, and
we can sense from this exchange that they
are sitting on the same line, and they are
not in league with the producers. In the
second situation, the producers are
displeased with the choreography, though
they don'’t tell him this into his face (‘I
don’t want to hurt his feelings”™—one of the
producers says), but when he goes to
Audrey, she tells him, with tears in her
eyes: ‘| think it's the best work you've
ever done, you son of a bitch!”

Joe is insured by the show's
producers for one million dollars, in case
he is to die before the show will start
running. When he gets sick and ends up
in hospital the possibility of them losing
a lot of money on the show occures, the
producers meet with representatives of
the insurance company and discuss their
options. In a sequence that combines
images of Joe’s chest being ripped open
with images of the producers sitting at a
table, talking about money, and realize
that the only way that they would turn a
profit would be if Joe would die, we
come to realize that the ideal situation
for the financial backers would be a
really inhuman wish, that is of Joe dying
on the operation table.
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During the first reading of the
script, Joe’s body seems to reject any sound
that comes from the outside (everything
around him is mute), and the audience
sharing the same perspective as Joe (as
he is the central character in the story)
also loses any sound perception relating
to anything outside Joe’s body. Audrey
reads one of her lines which produce
laughter for all the people in the room,
except for Joe and herself. Suddenly the
noise is cut out and we see a close up of
Joe’s right hand with the fingers tapping
on the table next to a Camel pack of
cigarettes, and a matchbox; all we hear is
Joe’s fingers hitting the table. The shot
changes and we can see the other people
in the room laughing, but we hear only
the sound of feet walking, and as the shot
gets wider we see that Joe has stood up from
the table and moved away (we can still see
the whole table behind him, reading the
script and reacting, but we can't hear
anything coming from them) towards a
metallic structure which he touches and
starts to scratch with his fingers. The scene
goes on with different close-up images of
people around the room, but our ears can
only hear Joe’s footsteps as he comes back
to his chair, the sound of him extinguishing
a cigarette, his chair as it is drawn back on
the floor, the sound of a new cigarette
being hit on the table before it assumes its
rightful position in Joe’s mouth, the sound
of a match scampering after being lit, and
all through this Joe’s breathing getting
heavier and heavier. Somewhere between
these lines a sound comes to us, barely
perceptible, but there none the same, a
sound that doesn't come from Joe, but
which has a meaning to his life: the sound
of a clock ticking—a sign of the fact that
his time is coming to an end. And indeed
after this scene Joe is taken to the hospital
with a serious attack of angina.

All through the movie there are
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certain moments in which he is in his
‘fantasy world’, a world in which he
already flirts with the angel of death,
Angelique (played by Jessica Lange).
And actually in the third part of the
movie (from the moment he is taken to
the hospital) the fantasy world wins a
central stage position, becoming an equal
representation as is his real life and body.
After his heart surgery, the hallucinations
become so powerful that there is a
separation happening within Joe: there is
the hospital bed-bound Joe that cannot
talk and move, and there is the fantasy
world Joe, who is directing (but at the
same time trying to take direction from
the sick Joe) some musical numbers.

All that Jazz: reality and fantasy
combined

The main character, Joe Giddeon,
the Bob Fosse alter-ego, even though spends
his entire life surrounded by women and
with a very high interest in the female sex;
he seems to be a very lonely character in a
classical narrative sense. According to
Patricia Mellencamp the classical musical
genre holds the dominance of the
heterosexual relation between a man and a
woman, respecting in full the forms of
patriarchal society. This coda is revealed to
us by the central framing of the main couple,
done through camera movement, the higher
ground of the main character(s) and the
recreation of a theatre related experience by
the inclusion of an audienceWhereas in
All that Jazz, Joe doesn't end up in the end
with the girl (hot even in terms of his
daughter Michelle), but rather than that it is
in the arms of Death where he finds himself
at the end of the movie. The movie both

1 patricia Mellencamp, “Spectacle and Spectator.
Looking through the American Musical
Comedy”.Explorations in Film Theory. Selected
Essays from Cine-TractsEdited by Ron
Burnett, Bloomington and Indianapolis, Indiana
University Press, [1991], p. 5.

breaks and respects this genre code: if it
were to follow the traditional musical
threads the movie would have ended with
Joe in the arms of Kate, Audrey or any of
his show dancers; but the movie points out
from the beginning to the end that he is all
alone (distanced from everyone in his life,
by his workaholic way of living, and his
nonchalant way of dealing with all the
women in his life). Still finds a female
companion in Angelique. It is interesting
that Fosse choose to portray Death as a
woman (a very different image from Death
in Ingmar Bergman's The Seventh Seal for
example), most probably in an attempt to
demonstrate that women have brought the
death to him. The relation between Joe and
Angelique is a very peculiar one, for in a
sense, their connection could be read as a
husband and wife. Angelique has always a
sort of white veil on her face (like a bride),
and when Joe gets very sick and is taken
into the hospital she takes this veil off and
prepares herself for the moment in which
she will give him the kiss, like a bride
waiting to be kissed by her groom once the
ceremony is finished. She tries to kiss him a
couple of times during his stay in hospital,
but each time he manages to escape this
deathly kiss, by postponing it to a later time,
and she accepts this delay because she
knows that in the end she will get her prize
of taking him into her arms.

As noted before, All that Jazz
combines images taken from the real life
of Bob Fosse with virtual, fantastical
elements of the character. Joe is re-living
images, stages of his life, very much like
in a confessional, or on a psychiatrist
consultation—with  Angelique playing
the role of the priest/psychiatrist. In these
scenes there is almost a literal
application to the saying “Flirting with
Death”, as Joe can not stop his charming
attitudes around women, and tries to win
her affections, though both know that

113



RECENZII

she’s not going to fall for his lines.
Patricia Mellencamp notes an interesting
contradiction happening between the
musical as filmic object and the
spectators that experience the movies—
in the fact that the elements that should
produce the lowest level of lack-of-
reality awareness, are working exactly as
fantasy alarms.

“Ironically, then, the moments
of greatest fantasy and potentially
greatest identification would coincide in
musicals with the moments of maximum
spectator alertness”

This seems to be a very valid
statement, in the fact that the spectator is
immersing his whole existence into the
happenings on the screen when he/she
watches a movie; but the moments that
have the highest degree of fantasy in
musicals (usually, but not an all around
rule, in the musical numbers) are the
ones that seem to put a stop to the
impression of reality of the film,
breaking the illusion of the cinema and
the projection, by pointing out the
spectator’s bounded body in a chair in a
darkened room, as opposed to the free
dancing-singing body on screen.

In the movie theory there is a
cyclical form generally attached to the idea
of musical—usually this genre starts and
ends with a performance (most of the time
on stage) by the main characters, as
observed by Patricia Mellencamp in her
article. She also points out the “four
interacting codes” that define the relation
between spaces for the spectators:

- the performer is centrally framed by the
camera;

- the performer’'s movement is followed
through camera movement and editing,
and in musical films it follows the
rhythm of the music;

2 |bidem, p.9.
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- the performer is seen in an elevated
height (on a stage or a higher ground);
- existence of an audience within the shibt.

This description of the musical
genre could be easily applied to this movie,
but a slight difference must be made aware.
The movie does have a cyclical form, in
the fact that it starts (almost) and it ends
(almost) with a stage representation. The
difference between this representation and
Patricia’s Mellencamp description is that in
the case of the first performance (the
audition for the Broadway show), Joe is
not the central character for the dance
routine. The camera moves back from
Joe’s back to reveal his whole body sitting
hunkers, and then moves in an even larger
frame and we see that the stage is full with
dancers. We get a sense, from this moment
that our main focus as spectators will be
Joe’s story, not only because we see him in
a position of authority—he’s the one
choosing the dancers, but we also see him
in a position of isolation—he is separated
by everyone around him by his work, and
no one can really reach out to him, not
even his daughter, Michelle. On the other
hand, though, the final number, Bye, Bye
Life, is the only time when Joe takes
central stage and in his own way takes his
bow to the ones around him—the people in
the audience are all people that we have
seen through out his life (including a
teenage version of himself)—before he
glides on towards Angeliqgue knowing that
he can't stop the kiss of death.

The narative changes towards
the end from being a movie about the
difficulties and troubles of staging a
show, to Joe becoming the Ground Zero
element. We need to go (as spectators)
through the whole story and structure in
order to reach this point with the central
character; by doing this we receive a

13 bidem, p. 8.
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passport into his life, we realize that
everything else becomes just supporting
environment, and also (in a slightly
melodramatic way) it helps us identify
better with this flawed character.

What you saw in that movie or
how audiences identify with movies?

The position of identification of
the spectator with the film is a subject
that has troubled the minds of film
theorists. Mary Ann Doane said in one of
her articles:

“Identification as a mechanism is
conceptualized as reducing the gap between film
and spectator, masking the absence upon which
the cinematic representation is founded. Image
and sound, reconfirming each other's depth,
proffer to the viewer a lived space inhabited by
bodies similar to his or her owit”

Also it must be made clear, that
the identification of the spectator in
cinema, as noted by Mary Ann Doane, is
done with the body of the character on
screen which becomes the “perceptual lure
for and the anchor of identificatioft’
Although at the same time Doane notes
that the real identification of the spectator
happens through the intermediation of the
star—which gives the spectator the
possibility to create a super-person with
which to identify. The trouble between
this description of identification and the
example of the movie is the presence of a
star, with which the spectators could be
able to identify with. According to Roy
Scheider’'s audio commentary on the
DVD, the film producers were a bit
unsure about his casting as Joe, they saw
him to be unfit for the role, because of his
previous filmography (as Scheider put it:
“not the guy from Jaws!”). But particulary

14 Mary Ann Doane, “Misrecognition and Identity”.
Explorations in Film Theory. Selected Essays
from Cine-Tracts Edited by Ron Burnett,
Bloomington and Indianapolis, Indiana University
Press, [1991], p. 15.

15 |bidem, p. 16.

this lack of star material (especially in
relation to musical films) that makes the
movie work better; due to the fact that
Fosse is putting (almost entirely) his life on
the screen, it takes someone who hasn't
been on the same beaten path in the field to
make it all believable.

The question of spectator's
identification is discussed by both Laura
Mulvey and Mary Ann Doane, and they
both share a common belief regarding this
issue: in the fact that the audience is losing
itself in the movie, but at the same time is
aware of the differences between the body
of the spectator and the body on the screen.
According to Mulvey the spectator both
recognizes himself on screen (by projecting
his image to the body of the protagonist),
and misrecognizes himself (by realizing
that the image on screen is an ideal ego, an
improved version of him or herséff)

By using the Lacanian
psychoanalysis and the mirror schema,
Doane is discussing the form of
identification of the spectator with what is
represented for him on the screen.
Commenting on Christian Metz application
of the mirror schema for the cinema
experience, which is almost completely
similar, Doane notes however that there is
something that is different in these two
experiences: the spectator can find
identification with any object or subject
on the screen, except with his very own
body—which can not be reflected on the
cinema screen, as it is reflected in a
mirror'’. In a literal sense, we see mirrors
all around in the movie—a condition of
the choreography. In putting together
dance shows the mirror is used to
underline the mistakes that might not be

1 Laura Mulvey, “Visual Pleasure and Narrative
Cinema”. Film Theory: Body, Senses and the
Moving Image Reader University of Amsterdam,
MA Film Studies, September-October 2007, p. 108.

* Ibidem, p.18.
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visible for the dancers, and to give a true
image of the dance routines by reflecting
things as they are in reality, and not a
perfect image as projected in the
dancer’'s minds. But in the movie it is a
means to link and bring together the
spectator and the performers on screen.
Whereas the mirror is still a reminder of
the fact that the spectator's own body is
the only thing that is impossible to find
reflected on the screen, it also works as
an intermediate between what the body
on the screen can do, and the body in the
cinema chair cannot.

Feminist film theory and who
wins in All that Jazz: the male or the
female?

The difference between the male
and the female spectators’ gaze bridges a
gap in the perception of the identification
process with the images on screen.
According to the feminist film theory the
position of the woman as body spectator is
diminished by her difference in comparison
with the male as body spectator. Doane is
noting this difference, by pointing out that it
is only the male gaze that can really identify
with the mirror image, whereas the woman
is never seen as a spectator in the proper
sense of the word, because of her lack, and
because “she has no autonomous symbolic
representation™—her body is seen as a
castrating image, due to the female lack of a
penis®.

“Identification on the part of
women could take place only via a
complicated process of transference. The
woman could either betray her sex and
identify with the masculine point of view, or,
in a state of accepted passivity, she could be
masochistic/narcissistic and identify with the
object of the masculine representatidn”

8 Mary Ann Doane, Idem, p.22.
9 Mary Ann Doane, quoting Luce Irigaray, Idem,
p.22
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Most of the women in the film
seem to be objectified by Joe’s rendition
of them as sexual objects, but then again,
Joe turns from a position of power, as the
bearer of the gaze, in a position of
submission under Angelique’s scrutiny.
So the question is: is the gaze of the
spectator exclusively a male one? And if
it is how can it cope with the loss of
Joe’s power? Because it is easier for
women to accept a position of the male
gaze, that it would be for a man to accept
the fictional castration of the male lead.
Or it is perhaps that the character of
Angeligue is seen as a-sexual (because of
her lack of interest in the others, male or
female, as sexual objects) that it would
be easier for male audiences not to be
disturbed and find the pleasure of
viewing her taking control?

One of the described ways of
pleasure viewing (in Mulvey's article) is
scopophilia—which stands for the pleasure
in looking, but also the pleasure of being
looked at. Mulvey goes even further and
claims that there is a narcissistic
scopophilia created by the film as a form,
in the fact that mainstream film offers the
images of the human body, encouraging,
thus, the fascination of the spectator for the
body on screen (which both resembles and
differs from the image of the body of the
spectator itselff.

Mulvey separates the pleasure
of looking in cinema, based on the
gender difference into the active (which
is the male gaze) and passive (the
female) or otherwise the gaze is
distinguished between to look (active
gaze) and to-be-looked-at-ness (passive
gaze). Because of this separation
between the sexes, Mulvey argues that
the movie is constructed around the man
as a representation of power and as the

2 |bidem, p. 108.
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representative of the spectator's daze
If we were to consider this argument to
be correct in all and every situation in
cinema, then the object of the gaze in All
that Jazz would not be any of the women
in film—not even the female dancers—
but Joe, who is actually the container of
the gaze, both from inside the movie and
from the outside. And also Joe is the
bearer of the passive gaze (to-be looked-
at-ness) whereas the active gaze is
Angelique. This happens because Joe is
(virtually) castrated by her gaze, and by
her masculine presence. It is this angel of
death that holds in her hands the whole
understanding of his life: he can’t cheat
her or sweet talk her, like he does with
any of the other women. He knows that
he can't dissimulate in front of her and
that any fault that he might have would
not be judged by her. It is this power of
knowledge that she holds over him
(including in opening his eyes to some of
the facts in his life) that gives her a
higher ground in their relationship and
really gives her the pants in the movie.

The body and our senses:
feeling in cinema

The phenomenological perspective
on cinema, presented by Vivian
Sobchack, comes to describe the physical
relationship between the body on screen
and the body of the spectator. It is
through and with our whole bodies that
we feel a film (not only with our eyes),
but Sobchack is making a distinction
between the “body object (the body that
we have)” and the “lived body (the body
that we are)}®. Now, this dichotomy of
the body can be applied to Joe's

% |bidem, p. 109-110.

2 \/ivian Sobchack, “Beating the Meat/Surviving the
text, or How to Get Out of the Century Alive”.
Film Theory: Body, Senses and the Moving
Image Reader, University of Amsterdam, Film
Studies, September-October 2007, p. 171.

character, and it could be considered that
his body object is his real-life, tired, sick,

overused body, whereas the lived body
would be his fantastical, healthy and

problem-free body. But a much better

connection can be made in relation to the
body of the spectator. For the spectator is
a body object, bound in the seat of the
cinema; but it also has a lived body, an
ideal body, which is a super-body—the

body on the screen.

There is a two-fold connection
created between the movie (and Joe’s
body) and the spectators, in which there
is an exchange of positions. Twinkling
with the descriptions used by Tarja Laine
in her article about Eija-Liisa Ahtila’s
movie The Hous& for the theory of
displacement and the relationship
between the inside and the outside, we
can draw a figure of our journey as
spectators in relation to Joe’s body in All
that Jazz. There are two crucial moments
for this relationship: one of them is when
he is presenting the dance routines for
the show to the producers and the other
when he is in by-pass surgery. In the first
case, he is expelling visual information
from within his body to the outside.
Right before the dance routine starts Joe
rushes into a toilet booth and throws up
(because of nervous jitters), and this is a
practical translation of him expelling
things from inside his body and sending
it into the world. In the following
sequence we see the dancers perform two
musical numbers: Take off with us and
Air-otica; out of which the first is a very
clean, nice, typical Bob Fosse
choreography (with body movements
choreographed to match the rhythm of

2 Tarja LaineEija-Liisa Ahtila’s Affective Images in
The House on Blackboard, University of
Amsterdam, Film Studies, course: Film Theory:
Body, Senses and the Moving Image, September-
October 2007, p.4-6.

117



RECENZII

the music), whereas the second number
is a much more apparently chaotic
dancing number, but also one that
focuses mainly on the sexual
representation of the body. Between the
numbers we get to see the dancers taking
their clothes off, marking the difference
between the two numbers, but at the
same time acknowledging the fact that
this underway striptease is catching the
gaze of the audience (especially the male
one) in a scopophilic manner. This
particular number (Air-otica) proposes
images of heterosexual, homosexual
nature, of group sex, and it can be seen
as a breach into the code of morals
imposed by the classical musical genre.
But only if this genre wouldn't have
already been a sexualized cinema from
the very beginning, due to the presence
of the show-girls on stage wearing short
dresses that practically invited the
scopophilic gaze of the male audience.
Air-otica is a musical member which
creates the strong feeling of a voyeuristic
insight into the spectator. In the second
case—the heart surgery—the gaze of the
spectator (which coincides here with the
gaze of the camera, and not of one of the
characters) goes from outside Joe’s body,
literally, into his body. The
phenomenological experience is so
powerful in this scene, in which Joe’s
chest is ripped open that we can almost
feel the knife slicing our own skin and
breaking into our body.

There are many presentations
and different expositions for the
metaphor of the body in All that Jazz,
but ultimately it is with Joe as central
character that the audiences identify
with. And this identification is not a
classical one, for Joe is neither the image
of the classical musical hero, nor the all
around sympathy inspiring character. His
shortcomings, the excessive use of
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alcohol, women and cigarettes, are
probably not the most fascinating
characteristics that you could find in a
movie. But these defects become part of
him to such a degree that they can not be
seen as separate entities anymore, and
they become part of our fascination for
him. He is particularly abusive in the use
of cigarettes—which he uses so often
that they become an integral part of his
body. There is hardly any scene in the
movie in which he doesn'’t have a lighted
cigarette into his mouth; that includes a
scene in the shower, where Joe realizes
that he had a cigarette in his mouth
which has been soaked wet.

If we were to take the literal or
metaphorical meanings of the word
body, there are quite a few that could
find a representation into this movie. The
most common use of the word body is in
explaining the physical human entity; but
it could also mean a dead person (Joe at
the end of the movie), or a group (the
dancers, the producers), or the dancer’'s
bodysuits; body language (Joe portrayal
of his decayed state of health in the
mirror scenes); body odour, etc. | would
like to stop and discuss briefly the last
definition, that of body odour. Because if
we were to consider Vivian Sobchack’s
description of the lived body, and her
statement that we see movies not only
through our eyes, but with our whole
bodies and using all of our senses, this
definition of body odour might create
some problems. The obvious reason
being of course the fact that our sense of
smell is negated access into the movie;
due to the fact that there isn’'t any way in
which the cinematic apparatus can
transfer odours in the same way that it
transfers images and sounds, a gap might
be created between the film and the
spectator. This argument breaks into the
statement that the filmic experience
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should be an experience lived through
our whole bodies. But even if the sense of
smell is not properly enticed, the images

presented on screen that would suggest a

certain smell could create transition of
information to the brain that would then
extract memories of that smell and thus
create a ‘virtual phenomenological
experience. We see in All that Jazz
moments in which the dancers are really
sweaty, and even if we don't smell that
sweat (hopefully we won't have sat next to
a sweaty person in the cinema), we have
the memory of the smell and feel of the
sweat from our own bodies, and thus we
can recall those feelings and complete the
“lived body” experience.

Conclusion

We, as  spectators are
transported through the life and ‘virtual’
death of one man, trying to find peace
with his life. We see Joe’s surgery, the
way in which his chest and ribcage is
opened to our eyes. Now, this has a
practical insight because we experience
the sight the images of human entrails,
but it also has a metaphorical connection,
in the fact that this opened up chest is
symbolic to the whole movie and his
openness towards the audience in
relation to his life. His non-abashed way
of dealing with his style of living, and
the honesty with which he portrayed the
less glamorous elements of his
personality may have enraged some of
his friends, but it is certain that it has

endeared a consistent part of the audiences.
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A felugyelt vilag
Georges Banu: A feluigyelt szinpad

Georges BanunakA fellgyelt
szinpadcimi, a Koindnia kiadénal most
megjelent kdnyve a szinhazat a felligyelet
aspektusabdl targyalja. A szent felligyelet
és a profan feligyelet elemzése utan a
felligyeleti berendezést, majd a felligyeletet
a megfigyelés és a voyeurizmus
flggvényében veszi szemigyre, tovabba a
felligyelettipusokat vizsgalja. Ezt koéeh
olyan niiveket boncolgat, amelyekben a
feligyelet hangsulyos poziciét foglal el. A
szOveg késbb attér a felligyelet
.Szemszogéhl” a szinhaz gyakorlati
tanulméanyozésara, és végul évet Gilles
Deleuze az ,ellefrzés” aktusardl vallott
fejtegetéseinek targyalasaval zarja.

Banu a felligyelet vizsgélatat a
felugyelet 6rzéshez, Ugyeléshez
viszonyitasaval kezdi. Adrzés kapcsan a
joakarat és a normalitas tényét emeli ki, az
Ugyelésnél pedig az emberi megjelenését. A
felugyelet szerinte ,atlépi” az emberi hatart,
igy nem is lesz nehéz a teoretikus szdméra a
felligyeletet a szenthez kétni. Banu a profan
fellgyeletet a szent felligyelet utanzataként
fogja fel. A szent feligyelet példazza
maganak a feligyeletnek a lényegét,
amelyet majd profanizalni lehet. (,A
felugyelet a szentséggel egylényetsten,
az istenek mindent latnak, és az emberek
kizérolag a fels hatalom elletrzése alatt
cselekednek, surgiinek, jénnek-
mennek.®) Ennek a szent feliigyeletnek a
profan mésolata a mindent-latast, a minden-
informacio-begijjtést tartia a
legfontosabbnak. A szérzaz ebbbinek a
lehetséges mddjat a benthami Panopticon
révén mutatja be, amelynek legfontosabb
jellemzje, hogy a kdzépen, egy toronyszer

% Banu, GeorgesA feliigyelt szinpadKolozsvar,
Koinénia, 2007.
% Banu: i. m. 16.

épitményben  elhelyezkéd felugyeb
minden egyes egyént lat, és ezek az egyének
nem tudjdk megmondani, hogy az az adott
pillanatban éppen melykiket nézi. Mivel

a feligyeb tornyan 1é% lvegezett fellletet
be is lehet Ugy fedni, hogy az csak a kilvilag
felé (a medfigyeltek felé) képviselien
zartsdgot, a medfigyeltek szamara a
feligyeb lathatatlan maratf. Ezzel mar a
felligyelet egyik lényeges tulajdonsaga
teljesul: a laté lathatatlan maradhat.

Jollehet a néy altal gyakorolt
felugyelet profan attribtumokban
bévelkedik, Banu bevezet ra egy (j
felugyeletet, amely sem nem szent, sem
nem profan, hanem ,szinhazi jeligd’. A
szinhaz kontextusaban targyalt
felligyeletek sorravétele & a szerd
megprobalja elkuloniteni a felugyeletet, a
medfigyelést és a voyeurizmust. Taldn ez a
szOvegrészlet tekinthiet a kotet egyik
legérdekfeszéibbjének. A teoretikus itt
arulja el, hogy a felligyelet rendszerint
valamiféle hatalommal szembenire val6
valaszakeént jon létre, és hogy a Hatalom a
felligyelet segitségével tud informéaciéhoz
juni a vele szembenallorédl, vagy
legaldbbis a réla tudomast nem &el. A
medfigyelésre a felligyelettel ellentétben a
semlegesség jelleiz  mig a
voyeurizmusra az erotikus vagy. Ez
utébbit nem lehet teljes egészében
elvélasztani a felugyelétt majd kégébb
ismételten meg is jelenik a fellgyelettel
val6 kapcsolataban.

A szerd a felligyelet
mibenlétének pontositasa utan mar attérhet
a tipusok ismertetésére.  Mindet

%5 A kép a benthami Panopticonrdl a kovetikelzialon
talalhato: _http://architectures.danlockton.co.uk/?
page_id=fP007. december 3.]

2 Banu: i. m. 22.
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dramékkal vilagita meg. A célzottat
olyan Shakespeare-darabokkal illusztralja,
amelyekben egy fiatal lany &lruhaba
bdjva hireket gfjt be; a kozeli
felugyeletet Goldoni  Chioggiai
csetepat@ramajanak egyik éhdasan,
illetve Alexandru KirfescuSzarkafészek
cimi mitvén keresztil elemzi. Ez ut6bbi
felligyelettipusra a szerepek cseréje
jellemzs. A feligyeb és a felligyelt
szerep valtakozhat, ,mindenki felvaltva
lathat és valhat lathatov&” Banu e két
felugyeletfajtat kovéten végil ratér a
konyv ezen részében elemzett utolsé
tipusra, a tuntétfelligyeletre, amelynek
meghatarozé jegye, hogy a feliigyeltek
tudnak a felligyelett. A teoretikus erre

a legjobb példat egy prézai timen
taldlja, George Orwelll984€ben, am
emellett egy drdmét szintén felmutat,
Gabriel Aroutigenjét.

A dramak szinpadi
megvalosulasai beleiitkdznek a felligyelet
abrazolhatésaganak problematikajaba, azaz
abba, hogy a felugy&Helugyelt ketbs
mind a két tagjat lathatova kell-e tenni.
(Erdekes, hogy a feliigyelathato létének
eme kérdését Banu majd a reridez
kapcsan veti ismételten fel. Ott majd a
rended mint a sajat éhadasara feligyél
jelenik meg, illetve nem jelenik meg.) Ez a
felugyeb—fellgyelt viszony majd humoros
formaban inik fel a bulvardarabokban,
ahol a fellgydli szerepbe kényszeriilt
(legtbbbszor szer@t egy rejtekhelydl
tarthatia szemmel a fellgyelteket gy,
hogy az egyik feligyelt tud, a masik
viszont nem a ,rogtonzott feltigyelétr:

Ez esetben a felligyeltek szama minimum
kettbre emelkedik. A felligyéHfellgyelt
kettvssh6z még hozzdadddik egy harmadik
instancia, aki majd kivalogatja és értelmezi
a szerzett informacidkat, amelyekért a
felugyelet egész aktusa végbemegy. Banu a

% Ya. 38.

harmadik instancia létét nem tudja
tovabbvinni a kiiszéb targyalasakor, hiszen
ott mar GenetSzigoritott bortondek
vizsgélata kapcsan egy olyan fellgyél
beszél, aki az informaciokat értelmezi is.
Nem véleten a harmadik szerépl
felvetése ebben a felligyeleti viszonylatban,
hiszen maga a viszony hierarchiat
feltételez, ugyanis mindig van, aki a
fellgyeletet megrendeli egy a
hierarchidban altalaban lejjebb helyezked
egyénbl, aki a felligyeletet vagy parancs
miatt, vagy fizetség fejében teljesiti. A
fizetség — a teoretikus ramutat erre — sok
esetben elmarad, a felugyelpedig a
fizetés ebtt még eltiintetik; a felligy&ltdl
sokat tud, az informéaciét masnak is
eladhatja, illetve informaciét vihet az
eddigi megrendéjérsl.

A feligyebk az informaciét nem
csak és kizarélag rendelés miatt szerezhetik
be, hanem sajat elhatarozasukbdl is.
Példaul akkor, amikor valakit meg akarnak
téveszteni. Ekkor persze nem valodi
informé&cidszallitasrol van sz, hanem
szandékoltan hamis adat szolgéltatasarol. A
feligyeb igy becsapja aldozatat, majd
annak a hamis adat miatti tettét figyelheti
ki. Ezt a technikat alkalmazza Shakespeare
a VizkeresztbenA becsapas — amelynek
vég® kimenetelét azonbanéeé nem lehet
l&tni — negativ kdvetkezményeket szintén
eredményezhet. A helyettesités és a
szinlelés igénybe velieta csel soran. A
becsapasnak létezik egy masik fajtaja
Shakespeare-nél, amelyLaar kirdlyban
vehet észre. Ez esetben a feligyel
poziciojaban l&¥ nem szamol azzal, hogy
a felligyelet félrevezethet, igy azt latja, amit
az akar, hogy lasson, aki a felugyel
poziciéjaba helyeztét. A Lear kirdlyban
az apa ehl adéddan hitt a megrendezett
feligyeletben.

Banu a felugyélk altal elfoglalt
teret a kiiszbbmetaforaval érzékelteti. A
kiiszobok méar tobbé nem védik a
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maganszférat, annak hatérait — ha ugyan
léteznek még hatdrai. A roman teoretikus
megallapitia: ,a kiszob  poétikai
szempontbol a kdztes tér, a személyes és
a kozos kozti atmenéf’. Banu tehat itt
ugyanazon jellentket emliti, mint
Arnold van Gennep az &tmenetek
jelenségének  targyalasakdr. Van
Gennep szerint létezik egy ,kbztes tér”,
amelynek a semlegesség hangsulyos
attribituma. Ez a semlegesség a roman
szerd szerint akkor dmik meg, amikor

a feliigyebre hatassal van a felligyelt. A
feligyeb leleplefdik, az alruha
szétfoszlik. A feligydl a feligyelethez
kapcsolodd jelentést, irastevékenységet
mar nem tudja megfel&n ellatni.

A teoretikus, miutan tanulmanyozta
a felligyelet tipusait és a felligyelet soran
kérvonalaz6d6é  jelenségeket, egyes
darabokat alaposabban vizsgal a
felugyelet eddig targyalt aspektusaisiel
A fentiek nyoman elemzi &lamletet a
Tartuffe6t a Nok iskolgjat a
Britannicust A vitat, aHitelezket aFel
is Ut, le is Gtat a Bernarda Albahazat,

Az erkélyt és a Marat/Sadeot. Az
elemzések mindegyike nagyon
invencidzus, €s mégis szendteltartja a
feligyelet alaptulajdonsagat, az
informacioszerzés utani véagyat a
felugyeletet végrehajté/végrehajtaté oldal
biztonsagérzetének fenntartasa és
megebsitése céljabdl. Talan a Bernarda
Alba haza révén megjelénanalizis a
legnagyobb hatasu.

A mivek tanulményozasét
kovetten Banu a gyakorlati eljarasokat
vizsgalja. A cenzlraval kezdi. A
szerkesztés nagyon jonak il
hiszen az élz6 egység utolso fejezete és
a ra kovetkei egység €l fejezete kozott

* Ja. 60.

%0 Gennep, Arnold vantes rites de passage:
étude systématique ....Paris, Librairie
Critique, E. Nourry, 1909.
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kapcsolat van. Az utols6é elemzett darab
a Marat/Sade, amihez  politikai
aspektusokat figyelembe vev
tanulmanyozas sziikséges, ami meg is
valésul. A politikai aspektus 6sszekoti a
Marat/Sade kapcsan fého szoveget a
cenzurardl irottal. Banu a szinhazhoz
parosuld cenzirdk targyaldsa soran az
irodalmi széveghez #6d6 cenzlra
vizsgélata mellett azon cenzlrékra tér ki,
amelyek magat a szinhazi 6atast
erintik, vagyis emliti, hogy a bemutatok
eléstt még a szinhadzban megjelenhettek
feligyebk azzal a céllal, hogy az
eldadast megnézzék a premierétel
illetve a teoretikus széba hozza, hogy
olyan felligyebk szintén léteztek, akik a
prébafolyamat kulonb@z stadiumait
figyelték meg. Banu nem felejti el a
kézbnség soraiban méar a nagyobb
publikumhoz sz6l6 éhdasokon jelen
lévé ,hivatalos” felligyebket sem.

A kbzonség tagjai tilnyomorészt
nem a cenzra mechanizmusahoz
kotsdnek. A szinhaz leh&té teszi a
kdozonség szamara az Onfellgyeletet,
hiszen a publikum egyik tagja feltigyelheti
a masikat akar a paholybandéikdor, akar
a szinhazi latds  segitségével.
Természetesen a kozdnség a szinpadot
ugyancsak felugyel(het)i. Az d&ldas
megkezdése &t nem szokatlan, hogy a
jatsz6k és a rendéz fellgyeletet
gyakorolnak a kozdnségen a fliggonyon
lév6 lyukon keresztill. Megismerkednek az
aktudlis publikummal. A kbdzbnség
felugyebi kozt lehet rendegfeligyeb,
ugyanis j6 néhany rendezszereti az
Osszes éhdaséat estélestére medfigyelni.

A rendedk feligyeletének targyaladsakor
Banu tébb rendéitipusra is hoz példat:
szerinte Ariane  Mnouchkine allandé,
segi® és minden egyes eseménysorhoz
kothet felligyeletével prezentalja mind a
L0Ujkalé", mind az ,anyai” felligyeletet;
Tadeusz Kantor a szinpadon maradt, és
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ezzel valami olyasféle fellgyeletet
gyakorolt, amely jelezte, hogy azdatlas
végig az6 uralma alatt volt; Peter Brookra
a ,diszkrét feliigyelet” jellemz amelyet
vagy a kdzénség soraibdl, vagy a folyosén
Ulve, vagy egy az Oltében &%
hangszoro élt tartézkodva visz véghez.

A szerd ezen fellgyeletek mellett
kittr még az egy-egy d@&dason a
szinpadtechnika altal abrazolhat6
feliigyeletekre, amelyeket be lehet mutatni
kiloénbod bonyolult technikai
megoldasokkal, videokamerak mindenivé
helyezésével, &m sok rendemnkabb az
archaizmus kiemelését tekinti fontosnak a
szinpadtechnikdban is. Emellett tobb
rended maganak az atlatszésagnak a
tényét hangsulyozza olyan falak
felallithsaval, amelyek a feligydl
semmilyen megéitetést nem varnak el,
hiszen vékonyak, és ezért minden
athallatszik rajtuk.

Georges Banu konyvét a
felugyelet jelenségének tovabbgondolasaval
zarja, Gilles Deleuze ,ellérzés” aktusarol
vallott nézeteibl kiindulva. A zarlatban
még szembedllitja a filmet és a szinhazat
az elledrzésfeligyelet  kefsének
viszonylatadban. A filmnél (az amerikait
emlit) a technikai megval6sulasok, mig a
szinhdz kontextusdban az emberek kozotti
kapcsolat vonatkozdsaban targyalja a
feligyeletet. A konyv zar6 mondataiban
még hangsulyozza — amit az egész kotet
soran ditérbe allit —, hogy a ,felligyelet
gyermeke®’. A megjele torténelmi és a
politikai aspektus — amely az archivalas
problematikajanal ételies — éppen ezért
emelheti ki az elemzéseket egy tisztan
teoretikus kontextusbol, és teheti a konyv
egészét a feligyelet kérdésének alapos
vizsgélatava.

KOVACS FLORA

%1 Banu: i. m. 170.
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Mihai M #niutiu — Despre mast si iluzie®
Symposium. Versiunea Miniutiu

Chiarsi pentru cei care cunosc
indeaproape eseistica teatrallui Mihai
Maniutiu,

Despre mascsi iluzie, volumul
publicat de Editura Humanitag lansat
la Bookfest 2007, poate constitui o
revelaie. In ceva mai mult de o sutle
pagini se afl concentrat — dato#tunui
inspirat efort de sintéizasumat de Lidia
Bodea, redactoareadrd@i — un Tintreg
esafodaj teoretic ale acui de linii de
fortd erau vizibile Tng din anii '80 (cand
au aprut studile Redescoperirea
actoruluisi Act si mimare, reeditate, in
2003, de Funda Culturak ,Camil
Petrescu”), dar a aeui confimare
academig a venit abia de curénd, o dat
cu substatiala tez de doctorat finalizat
de Mihai Maniutiu.

Filosofia artei actoruluisi nu
numai ea, &ci demonstrga implica si o
filosofie a recepirii (sensul -
Jmplinirea operei dincolo de corpyi
materialitatea ei” — realizadndu-se, pentru
regizor, n ,ceilafi, spectatorii”), ba Tnt
mai mult, o filosofie a teatrului ca

modalitate  ontologic —  expresie
sublimat si intensificai a vidii,
.demiurgie sui-generis” —, iat ce

constituie nucleul noului volum. Despre
masé@ si iluzie este, 4ra Tndoiah,
rezultatul anilor de experighdirect ai
artistului — o experigfi senzoria,
intrucat erotizat, dupi cum ndrturiseste

el Tnsyi, oglindd a relaiilor pasionale
intrginute cu partenerii de joc, cu scopul
declarat de a evita ,capcanele
narcisismului” —, dar estgi rodul unei
curiozititii mereu reaprinse, niciodape
deplin satisfcute, in faa misterului
originar al artei pe care o practic

%2 Editura Humanitas, Bucugté 2007

inainte de orice, Mhiutiu se
araf sedus de misterul pe care nici o
interogaie si nici o teorie nu au fost n
masuld si-l dezuiluie si sa-l explice —
fiinta actorului: ,,Ce straniu, ce absurd, n
fond: 4 fii invadat de tine Tngiy care e
un altul,si sa te regsesti in fantoma care
bantuie locul abseei tale!...” Regizorul
stie acum & orice tentatig de formulare
ori normalizare a misterului nu face
decéat 8- oculteze, &l opacizeze. Din
acest motiv, pentru el, ad@atii oameni
de teatru sunt naturi poetice, vizionare,
care preuiescsi cultiva vraja constitutig
oricarei efort de ,intrupare”. Prin
urmare, citeazdirect numele lor ori doar
invoca Tn tairdi prezema unui Craig,
Artaud, Grotowski sau Brook, de care il
apropie opunea radicdl pentru o ait a
histrionului inteles ca ,oficiantul consacrat
lui a fi", iar nu lui ,a face”, pentru o d@ra
Jluziei deschise spre nivelul ei ontologic”,
iar nu ideologic (acolo unde nu sunt de
gasit decat ,mortalul mimesis” si
reflectarea naturalist-narci§ic  a
manifesirilor viului). Aceasta si doar
aceasta este perspectiva din care teatrul
devine, in Absolutul spre care artistul tinde
mereu, instrument de  curtere
(gnoseologie) si ,aventusi formatia”,
exerciiu spiritual al ,remodelii de sine”

(pedagogie).
Scriind el Tnssi asemenea unui
artist cu viziune, Mihai Nniutiu

semneaz o opel de refletie teoretia
care ademenee cititorul (initiat sau nu)
intr-o rgea dens de abstractiri si
metafore, refractdr oricarui efort de
rezumare ori simplificare. O dovede,
de altfel, chiar segmentarea textului Tn
capitole — altele decét cele din versiunile
anterioare ale eseurilor care-l compun —,
operaie necesdr si totusi arbitraf, de
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vreme ce temele antate Tn subtitluri
revin, se Tnintuie, se cheam sau se
rasfrAng unele pe alteleirfi putind de
sistematizarsi delimitare cet.

Dincolo de reperele teatrale
recunoscute, modelul poeticiiamutiene
il reprezing, de altfel, réionamentul de
tip metaforic specific filosofiei lui
Platon, druia regizorul 1i face loc in
eseurile sale ori de cate ori Intamgpin
refuzul raiunii de a cuprinde teribilele
paradoxuri ce definesc fia histrionului.
Asa se intdmpl de pildi, atunci cand
ihceard i aproximeze limita dintre
libertarea generativa ,actul ludic” si
cenzura ,agiunii  scenice”, dintre
sconcentratul psiho-fizic de energie care
e actul” si materializarea Iui n limitele
conveniei. ,Sa ne imagiam — ne invid
Mihai Maniutiu, inspirat, desigur, de
»mitul pesterii” — un culoar cufundat in
claorbscur, prin care bajbéie sau
Thainteaz ferm actorul — acesta e sjph
interioritatii lui, spaiul ca Tintreg al
vocgiei sale. Undeva, la capl
culoarului se afl o wa deschis,
neagprat deschis prin care ptrunde
lumina rece, difuz, a vigii din afara
vietii de pe scem Pragul ei desparte
actul de mimare. Congl histrionului
inspirat e aceea de a nu trece niciddat
acest prag, dar totodiatle a-l1 presupune
neincetat, de a sésh @lauzit de lumina
de dincolo, de a nu o uita nicicand.”

Pentru practicianul-teoretician,
filosofia artei actorului nu poate vizasaa
cum lesne se falege de aici, decét
Lveritabilul histrionism”, acela care
Jmplica o morai a caliiti’, a
diferertei de nivel ontologic dintre via
si arti. Maniutiu merge chiar mai
departe, ricanand in t& ,mortificarii”
individului captiv in cercul conveiilor
sociale (in ceea ce el nugte rolurile-
mata” sau ,carcex”): ,Vietii 1i apatin
mastile necrozate, tiraniceamra nu li te

poti smulge decat riscAnd sanmile
cuvenite hybrisului, in timp ce teatrului i
revin mastile infidele, judcuse, care
promit intotdeauna mai mult decét
implinesc si care trezesc doria mai
mari decét pot satisface”.

De altminteri, pentru regizor,
teatrul nu poate fi descris decat in
termenii jubilatorii specifici tensiunii
erotice — dci ,si dorssti si sa fii dorit”
implica bucurie, picere, exuberas,
graie, chiar da&, aa cum ostie si 0
presimte orice artist inspirat, nimic nu se
Tnrudete mai intim cu dinamismul erotic
decét ,frisonul letal”.

Influenta covéagitoare a Iui Platon
asupra poeticii @niutiene e sesizaliilmai
cu seard in aceagtpoztie central pe care
0 ocu in cadrul ei Erosul — fea stihiah ce
polarizeaz fiinta, n ega masug
regeneratoaresi mistuitoare.  Principiul
placeri  condiioneaz, dug Mihai
Maniutiu, Tngisi existena  actorului,
implicaAnd tensiunea dintre ,abandonrf
Ldespuierea de sine”, dintre risipirea de sine
si ,autofagia simbolig”, cu toate atributele
ce decurg de aici: inconstan libertatea de
metamorfoz, proteismul, mistifigrile,
travestiurile (sau ,olizarele”), confuzia
rezultai din anularea cenzurii, sediac
dedubidrii, alteritatii si pluralitatii.

Sa nu ne Relam Tns, cici la
originea voinei lui de prefacere se afl
nostalgia unittii irecuperabile a fiigei”.
Ce altceva este adeatul histrion dag
nu ,alcituire androgig, nici reafi, nici
ireak”, sediul carnalsi campul de lupt
simbolic al tensiunilor, aporiilor si
extremelor psihice cg-cau soluia si
desdtusarea?

Analiza modalittilor specifice
prin care actorul atingel transgreseaz
limitele interiorititi umane 1l confirni
pe Mihai Maniutiu Tn ambiia sa de a
forja concepte si viziuni profund
personale, propunadnd, in acelaimp,
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categorii de lucru perfect futionale. O
astfel de categorie este, in primul rand,
Jigura ludica” (sau ,cel de-al treilea
corp al actorului”, prin care acesta yege
S demiseasé neajunsurile dualitii, un
trup ,intrupat exclusiv pentru joc’si
ingloband atat persoana priyatcat si
personajul). Ea nu va fi nicicand Tnt&iria
captul unui efort mimetic, ci doar in urma
unui proces de instrumentalizare” prin
care actorul se re-cre@aza ,magine
carnal-fictiva”. Doar fabricAndui un
,COrp spectacular”, profund cerebralizat
in acelai timp profund sexualizat,
histrionul se elibere@zde personajele care
pre-exist in el ca virtualiiti nerealizate, ca
shomunculi” sau tensiuni  echivoc
nevrotice” ce rist altminteri, ,$ se
necrozeze, & nu & afle expresia
eliberatoare”. Sunt doar céateva dintre
conceptele-imagine acora eseistul le
consack unele dintre cele mai
interesante pagini ale sale.

Dac ar trebui § desprindem
din amplul eseu al lui Mihai Bhiutiu o
singuti idee memorahil ea nu ar putea
ar fi decat una profund stegicactorul
ne arai ca Visul e ,practicabil”, el ne
salveaZ ca indivizi, ademenindu-ne pe
tardmul posibilului, al propriei noastre
virtualitati  si  poterialitdti, mereu
cenzurate in regim diurn. Prin el, scena
devine spaul de experiment al fiirei, al
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riscului si primejduirii de sine (&ci, n
fond, ,actorul este ceea ce il congiijn
laboratorul Tn care sunt fabricate crizele
si anarhiile care ne destabilizéagentru
a ne purifica mai apoi (efectul de
catharsis), teatrul revelandu-se astfel, ,nu
numai [ca] o parantézfictivd a vidii,
darsi [ca] centru iradiant al ei, un centru
datator de sensi energie spiritudl’.

Cu o0 asemenea idee germinativ
Despre mascsi iluzie are toatesansele
si fie tread, printre (pdinele) darti
consacrate teatrului pe paa editoriak
romaneast; drept una profund inactual
Ar fi de ajuns & citim numai aceasfrazi
pentru a descuraja destui cititori: ,orice
tentatha  novatoare  in domeniul
interprediri actoriceti  este  sortit
inevitabil esecului [...] dag nu pornete de
la ideea de a reforma caracterul celui
destinat & experimenteze 0 naumetodi
de joc”. Inactualitatea ei nu trebuie priyit
totusi, ca o sédere, da& ne gandim £ in
exerctiul teatral cotidian — tot mai des
localizabil sub zodia negocierisi a
compromisului —, inactuali au devesit
Craig, si Artaud, si Grotowski, cu
imposibilele, utopicele lor exigem
morale, al @ror ecou viusi frisonant
izbuteste €i-1 amplifice, Tn eseurile sale
teatrale, regizorul Mihai hiutiu.

ANDREEA DUMITRU
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Emberbdl majom

Noha a Mihai Mniutiu rendezte
elbadads megtartja a bibliai széveg cimét,
mégis minden elemében gydkeresen eltér
attol. Maiva teszi a problematikat,
méghozza olyan maodon, hogy teljesen
atértelmezi a szituaciot, a szefd@t, a
konfliktust és magat az Gizenetet is. Mindez
elgssorban abban nyilvanul meg, hogy a
rended mozgasszinhazi nyelvbe Ulteti at
az Enekek énekétA szoveg teliesen
hattérbe szorul, &$zerep a mozgasé lesz.
Abbdl sziletnek meg a figurdk, és az
jeleniti meg a szereft kozti viszonyokat
is. Ez a formanyelv egyszerre jelent
kihivast a szinészeknek és adkdek. A
szinészek, a nyelvet alig hasznalva,
kénytelenek szinte kizarélag a testéikb
épitkezni. A néi pedig egy kodoltabb,
bonyolultabb jelrendszerrel all szemben,
hiszen csak kevéssé tadmaszkodhat a
mozgasnal talan egys#bb nyelvi jelekre.
Az a kevés nyelvi jel viszont, ami jelen van
az ebadasban, sokat segithet az
értelmezésben, mivel szervesen
Osszefonddik a mozgassal.

A bibliai sz6veggel ellentétben az
elbadas nem nyolc, hanem hét fejezetre
oszlik. Ezeket a jeleneteket élesen
elvélasztja egymastol a fejezetcim és a
mottd, amely minden Ujabb fejezettel
fehér vetibvasznon jelenik meg. Ezek a
fejezetcimek és mottok ©sszefoglaljak,
elérevetitik, hogy mi fog torténni a
kdvetked pillanatokban a jatéktéren, és
egyben az értelmezés iranyat s
meghatarozzak. A jelenetek szokatlanul
hatérozott elkilonitése ellenére sem esik
szét az éladas, hiszen a részek szorosan
egymashoz kapcsoldédnak. Mindegyik egy
lépés a vilagossag és a sotétség, a szent és
a profan, a szeretet és azdsmak
konfliktusanak megoldésa, a végszenet
kimondéasa felé, azaz, hogy ¢era szeretet,
mint a halal”.

A szeretet kétes léte &ll adatias
kdzéppontjaban. A szent érzés
elpusztitasaért, a sotétségért kiizdenek az
Ej varfalainakérei (Balla Szabolcs, Bir6
Jozsef, Bodolai Balazs, Buzasi Andras,
Dimény Aron, Fogarasi Alpar, Hathazi
Andrds, Laczkdé Vass Roébert, Molnar
Levente, Orban Attila, Salat Lehel, Sinko
Ferenc, Sics Ervin). A rendez
koncepcidjdban adrok groteszk bohocok.
Groteszkséguket hangsulyozza minden: a
jelmez, a torz smink, a mozgas, a
gesztusok és a mimika egyarant. Az
eléadas els jelenetében egyenként jonnek
be a jatéktérre, mindannyian artatlan
bohéctréfakkal szorakoztatva a &z
Mindegyikiknek megvan a maga

visszatéd mozgassorozata (egyik bohdc
példaul fel akarja venni a foldlra kalapjat,

de minden esetben elrigja magéatol), amely
csak akkoriinik el, amikor karra alakulva,
kollektiven megefszakoljdk Szulamitot
(VavaStefinescu/Gyorgyjakab Endly.

A kollektiv nemi eszak valtja
ki Szulamit ellenallasat a szintén karként
megjelenitett Jeruzsalembkkel (Albert
Csilla, Boldizsar Erbdke, Katé Endke,
Kali Andrea, M. Kantor Melinda, Péter
Hilda, Skovran Tiinde, Tordai Tekla,
Vindis Andrea) szemben. Habar Szulamit
az anyasdg, a szeretet megtestesitoje,
megerdszakolasa kovetkeztében nem képes
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magan viselni a tisztasag szimbdélumat, a
menyasszonyi ruhat. A Jeruzsalemi nok
Ujra és Ujra megprobaljak raadni, de
Szulamit mindannyiszor letépi magarol.
A jelenet repetitiv. mozgasokbdl Aall,
amelyek Szulamitnal a
leghangsulyosabbak. Az 6 esetében
érvényesul leginkabb a mozgéasszinhazi
formanyelv, hiszen az eldadasban
egyszer sem szélal meg. Mindent a néha
ismétlodd, néha szakadozott, néha ndies,
finom mozgéasok altal fejez ki. Vava
Stefinescunak és Gyoérgyjakab Enikdnek
egyarant sikeril csupan ebbdl az
eszkdzbdl megépitenie a  karaktert.
Ugyanazokkal az eszkdzokkel dolgoznak,
meégis a dupla szereposztas két kilonb6zo
Szulamitot eredményez. Vavgtefinescu
Szulamitja célratordbb, férfiasabb, mig
Gyorgyjakab Enikbé az artatlansag, a
tisztasdg €s a noiesség megtestesitoje.
Mindemellett példaul a menyasszonyi
ruhat ¢ is épp olyan vadul és meglepd
hatérozottsaggal tépi le magardl, mint
VavaStefinescu Szulamitja.

A folyamat eredményeként az
Oreg (Senkalszky Endre) megjelenésekor
mindegyik Jeruzsalemiénmagéhoz vesz
egy-egy menyasszonyi ruhat. Ezzel jelzik,
hogy ¢k hajlandok ennek a lépésnek a
megtételére, hajlandék menyasszonnya
valni, de csakis annak az igaz szeretetnek a
megéléséért, amelyet az Oreg képvisel. Az
Oreg mindenben mas, mint amit és akiket
eddig lattunk.O) az egyeddli, aki polgéri

ruhat, elegans kosztimot visel. Kora
egyeértelniien a  szeretet létének

kérdésességét tamasztja ala. Azt sugallja,
hogy kihaléfélben van az az eszme, az az
értékrendszer, amelyet 6  jelképez.
Utazotaskaja is azt jelzi, hogy Utban van
valahonnan valahov, talan az éet@szul
atlépni a haldlba. Ez a sejtés bizonyos
szinten be is igazolédik, hiszen a Szulamittal
kozos reggeli utan az Oreg meghal. Halalat
a Jeruzsalemidk elfogadjak, a karbdl kilon
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identitasként kilépve mindannyian
megprobaljak egy-egy piros paplannal

letakarni az Oreget. Szulamit viszont
minden esetben magaval rancigala a
holttestet. Neki hosszabb 6@ van

sziiksége, hogy megeméssze a Férfi halalat,
de végul bebujik a paplanhalom ala, ezzel
adva a néztudtara, hogy tovabb lépett.
Ebben a folyamatban prébalja
segiteni az Embermajom (Gallé Bjris.

Ennek a figuranak a
ragaszkodasa Szulamithoz mar az Oreg
halala eftt is érzékelhe€t volt, de a
kotédés megkérdielezhetetlen
kinyilvanitasa akkor torténik meg,
amikor levéve majommaszkjat,
megprobal emberré valni. Szulamit
ekkor visszautasitia. Amikor pedig
Szulamit teszi meg ezt a lépést, és
megprobélja &hivni az embert béle,
mar kég. Az Embermajom mar nem tud
kiegyenesedni, mozgdsa mar nem tud
emberivé valni. Eluralkodott benne az
allati, és mindent elpusztitott, ami emberi
volt. Gallé Err, kidolgozott és pontos

mozgasa révén valéban egy
embermajmot lattat. Ez a lény6ekor
elfogadja mibenlétét, néha inkabb

majom, néha viszont @bn beble a
roncsolt, csonka, de é&zmber. Késbb
pedig szenved attél, hogy az allat
ottragadt benne, hogy még azértéEm
sem tudja mar visszaforditani a
folyamatot, akit szeret, akit mindig véd a
sotétsegreitol.
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llyen médon Szulamit egyedill
marad, egyediil kell végigmennie azon az
uton, amelyet rdosztott egy félbatalom,
az Isten. A Jeruzsalemidk ott vannak
mellette, ugyanazt az értékrendszert
valljak, kovetik, mégsem tekinthik
konkrétan segitségnek. Szulamit az
egyedlli, aki elegertd akarattal és
tisztanlatassal rendelkezik ahhoz, hogy
legy6zze az Ej varfalainakreit. Viszont
a bohocok is tudatosan dolgoznak a
totdlis profanizacién. A Sziget cim
jelenetben  mar nem csak 6tn
erdszakolnak, hanem megszentségtelenitik
a templomot, amelyben a jeruzsalemi
nék Szulamitot hivé imai elhangzottak.
A bohdcok az imadkozasra szant padokat
fizikai erdprébakra, erotikus tancra vagy
épp alvasra hasznéljak. Végul pedig, azt
gondolvan, hogy Szulamit egyedil mar
konnyii prédanak szamit, étel talaldsara
alkalmas edénybe zarnak egy-egy lepkét,
azaz csapdaba csaljak&t.n

A végeredmény azonban azt
mutatja, hogy 6k a naivak, Szulamit
hatalma pedig nagyobb, mint hitték. Az
utolso jelenet gyz meg erdl, amelyben
Szulamit mirhaval keni meg a padokon
fekvé halottakat. llyen médon hozza
vissza a szentséget, a tisztasagot ebbe a

térbe. A folyamat kozben (jra
megjelenik a szinen az Oreg, ugyanolyan
elegansan, meéltdsagteljesen, utazétaskaval
a kezében. Halottak kdzott jelenik meg,
hiszen fizikai 1étét tekintve, elhagyta az
éloket, és megérkezett oda, ahova
tartozik ¢ is. Az eszme, az érzés viszont,
amit képvisel, a fizikummal egyitt nem
veszett el. Eddig csak latta, mostmar
hallja is a né& hogy ,ebs a szeretet,
mint a hal&l”. Nem éisebb ugyan, de épp
olyan nagy a hatalma, ,Langjaiiznek
langjai, / Az URnak langjai. / Folyok arja el
nem fojthatna, / Ozoénviz el nem olthatna.”
Tehat a szeretet semmilyen evilagi
eszkodzzel el nem pusztithatd, mert egy
felsdbb szinten létezik.

Az elbadast viszont a mar
majomma valt Embermajom képe zérja,
azt jelezve, hogy a szeretet drokérvény
ugyan, az embert mégis folyamatosan
érik a szellendl, a lélekbl, az embertil
eltavolitd hatadsok, amelyek majomma
teszik, amelyeknek ellen kell allnia. Az
eléadas tehat, példazat-jellegéb
kifolydlag felszdlita a né# sajat
értékrendje atgondolasara.

MARTON IMOLA
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Death as a Possible Escape

Perhaps as Americans we
wonder why we should be interested in a
play from a remote corner of Eastern
Europe such as Andras Visky's Juliet
which tells of a woman from a minority
culture who is deported with her children
and imprisoned in the Communist gulag.

Yet, Juliet is not a character so far
removed from us. She was born in
cosmopolitan and sophisticated Budapest,
a city of legendary beauty which she can
summon up in an instant by remembering
the porcelain taps in her parents’
apartment.

She leaves that life of comfort
and finds herself in the gulag as a result of
that most mundane and exquisite
happenstance: she falls in love. Love of a
man — her husband, a minister of the
Hungarian Reformed Church — combined
with love of the divine, of God, propels her
inexorably towards disaster and crisis.
Through her story we are reminded that
love often compels us to do outrageous,
dangerous, and even foolhardy things, even
as love enables us to survive terrible
vicissitudes. Juliet exchanges a life of
porcelain taps for life as a humble
minister’'s wife and follows her husband
East, towards the advancing Iron Curtain,
knowing this is a foolishly dangerous thing
to do. Love can help us to escape the
material plane, and to fly; love can
miraculously permit us to transcend the
most terrifying circumstances, to forgive
our tormentors, and to escape that most
frightening of fates: a life ending in
bitterness and regret.

Juliet's husband, who incidentally,
never appears on stage, is a great
romantic figure. He is a man of

"Andrés Visky:Juliet. A Dialogue.Theatre Y,
Carol Stream, IL.
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considerable erudition coupled with total
commitment to his beliefs. He seems
one of those superhuman types,
persevering in his faith at all costs. And,
like any great teacher, he knows that
sowing seeds — the seeds of faith, love,
and freedom — is a vital and absolutely
essential act. In sowing seeds, whether
actual or metaphorical, lies the very
continuity of life. And the sower of
seeds must sow whether or not the result
is ever known; the act of sowing is one
of the great expressions of faith.

Andras  Visky's play is
remarkable because of its profound
dramatization of the processes of time.
Juliet, who repeatedly realizes and refuses
her resemblance to Job, is placed Job-like
into universal history. Through her trials,
humiliations, and acts of love, we are made
aware of the presence of the divine in
human life. A character like Juliet is truly
cast down and truly reborn. In the words
of critic Ernest Auerbach in his seminal
work Mimesis, the stories of characters
such as Juliet allow us to share the very
process of a human being’s formation, the
“formation of those whom God had chosen
to be an example.”

As with all great fictional
characters, we come to empathize with
Juliet because she is so like us, so
imperfect. She is confused and looks for
answers. She both treasures and rebels
against the confines of parenthood. She
finds the miraculous in the everyday: a
sudden rainstorm proves a life-affirming
benediction. Lacking other options, she
considers death as a possible escape for
herself and her children.

Most significantly, she cannot
cry. She cannot cry at the moments when
conventional wisdom tells us we must
cry. For anyone who has ever
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experienced shock, her dried eyed
response is credible, but nonetheless
remarkable. Juliet is not one of those
people who can cry at the drop of a hat.
When her tears finally do come, they
come like water in an emotional desert.
Contemporary American audiences
are relatively unfamiliar with the crimes
of the Communist gulag. We are so
overcome with images and stories from
that other great 20TH century horror
story, the Holocaust, that it is easy for us
to forget the immensity of the crimes
committed in the name of achieving
socialism. The Bolshevik revolution of
Lenin led inexorably to the horrors of
Stalinism and its successors, such as the
Romania of Gheorghiu-Dej, and worse,
of Ceagescu. The great dream of a
socialist transformation that would
perfect human society was perverted,
leading to tyranny, stultification, and
death. It is a historian’s commonplace to

say that Romania was possibly the worst
of a very bad bunch of Communist

dictatorships in Europe. Juliet brings us
inside a compelling chapter of that

appalling and amazing history.

As human beings we need to be
told repeatedly that resistance to such soul-
killing tyranny is possible. We know that
it can destroy indiscriminately; we need to
be reminded that love and faith can allow
the individual to survive. We need to
know that humanity can transcend such
horrors and that light can illuminate the
darkness. This is perhaps the greatest
conflict drama can represent for us: the
struggle between “good” and “evil.” This is
the conflict at the heart of Juliet.

Expect to be challenged and
moved; a work of art like Juliet can never
be fully explicated, only experienced.

CHRISTOPHER MARKLE
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Berszan Istvan: Riturile literaturii. Scris si literatur i pe terer?

,Cititul este gestul corpului (la
urma urmei, omul citge cu corpul
propriu) care instaureazi rascolate n
acelg timp ordinea aceasta; este
surogatul intern al perversiunii“ — afirma
Roland Barthes in scrierea sa Despre
citire, dar aceasta o face in cadrul
traditiilor structuraliste. Cititul este, deci,
o indeletnicire care se extinde la Tntregul
corp pe care Hi solicita.

Berszan Istvdn in cartea sa
Cartea pe teren defiste gestul din
punctul de vedere al ceragt praxisului:
ca fiind mkcari marunte, impulsive
provenind din diferite provaeci ale
ateniei. Cititorul se va opri, poate, la
lecturarea acestor randuri sub incitéen
acestei afirmgei, deoarece pentru o
intelegere exadtare nevoie de o atga
amplificati. Trebuie luat Tn considerare
ca titlul poate & se autoimpub prin mai
multe i, prin formd, prin propria
construgie, prin trimiterile tematice,
ntrucit nu-i gor si umbli pe teren.
Parcurgere corpuluiactii necesid si ea
un anumit exerdiu: exerciii de citire si
de mbdare. Cofinutul propriu al &rtii
ne introduce pe terenul real al exéilar
de citire si de scriere. Terenul nu este
aleator deoarece nu doar literekd
semnele grafice pot fi felese, ci se pot
fi citite parmi si ,adaosurile” naturii.
Desigur, la semnele de aceastatua
accentul se pune mai mult pe autor.

Participanii praxisului traversedz
triada magig: opera de ait autorul si
(recurgéand la cadrul tional) receptorul.
Mai mult, ei experimentedz aceast
tripolaritate, o tiiesc prin propria lor
piele. Elementar este faptula doate
acestea se fac intr-o naturalitate, doar

% Berszan Istvan: Terepkényv Ed. Koindnia,
Cluj, 2007
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prin ritmicitatea descoperir§i explofarii

de sensuri se pot experimenta riturile
exerctiilor de citire. Intii, prin téirea
semnelor, a ,simurilor” (si, eventual, a
lipsei acestora), apoi prin exsitide
citire pe teren. Urmand acestea, textele
maghiare contemporane trebuiesc citite,
experimentate uneori pe firul unor indica
viscerale. Chiar mai mult, trebuie ufrib
migscarea miinii  naratorului din textul
exemplificativ, apoi se poate reconstitui
corpusul textului, urirind atent ,relgile
normative” din text. Toate aceste achtit
fnseami nu humai un travaliu independent,
darsi contrariul acestuia: relanarea ateit
sensitiv, grija pentru Calalt.

Ordinea si structura exerdilor
functioneaz cu exactitea unei partituri. Ca
0 mica surprizi, In partea doua aaii
gasim discursuri teoretice ce ne Tmping
chiar la masa de scris. Ele dfestrategii
interpretative pentru o mai biiasimilare a
riturilor externe, a exergilor de teren.

Aceste riturigi meditaii nu ne
invata la citirea sistematic Prin ele
gasim, mai degrahh o ordine — ne
pozitionam altfel in actul de citire, dar nu
numai atit, regim sa delimitam si riturile
noastre oBnuite premergtoare actului
de citire. Vom trata altfel chiarsi
obiectul aspirgilor noastre. Punctul de
unde se reface ordinea...

BAKK AGNES
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Ungvari Zrinyi lldiké: A latott 1ét dramaturgidja =" —
Posztmodern szemszodih az abszurd

Az abszurd drdma és szinhaz
tudomanyos, ,bonctani” elemzésének most
lehet igazan relevanciaja. Konyvéneksels
fejezetében  Ungvari  Zrinyi  Ildiko
megallapitja, hogy az abszurdnak ,ma mar
nincs olyan felforgatd ereje, mint az '50-es,
'60-as években”. Bar a hivatalos kanonba —
Martin Esslin 6vatosabb fogalmazasaban a
. 6 dramba” — valé bevonulas a szokatlan
végletessége altal sokkolni akaré abszurd
mialkotasnak nem tett j6t, torténeti
elemzésének perspektivikussagat
mindenképpen lehgié teszi. Ugyszolvan
befejezetté valtoztatja az abszurdrél szold
irodalomtorténeti fejezetét.

Az abszurd-jelenség a modern
és posztmodern kozétti  atmenetet
illusztrélja. Ebtelies Osszekdt kapocs
mindségével azt is bizonyitja, hogy e két
korszak kulén-kilon aligha targyalhaté.

E folyamatként elképzelt kulturdlis
tapasztalatot jarja  kordl tudomanyos
munkajaban a Marosvasarhelyi
Szinmivészeti Biskola szinhdz- és
dramaelmélet tanara, aki az abszurdot az
.eurépai kultdra utolsé atfogd kutatasi
tervének” tekinti — olyan irott és latott
kulturalis doméniumnak, amely filozdéfiai
és szellemféldrajzi szempontbol is a
.Szemlélt lét peremén” helyezkedik el.
Ezen a periférian — a modern utolso,
végletekkel kacérkodd stacigjan — a
drdma szerepje, akarcsak a nétren
elhelyezked egyén, szemléts csupén,
€s nem cselekv résztvew. Mindketit
magaba szippantja a latvany, a détr

34 Ungvari Zrinyi lldikd:A latott 16t dramaturgiaja
Mentor Kiadd, Marosvasarhely, 2003.

% Emellett érvel a konyv szefie, amikor
megallapitja: mai szemmel Martin Esslin és
Nicoale Baloi az abszurd viragkordban irt
monografikus munkai ha nem is hianyosnak,
de befejezetlennekiinek.

kialakitott kép, amelynek targyi niiségben
alkotérésze is. A két szempontl
voyeurizmus pedig kilonos katarzisélmeény
lehetiségét hordozza magaban.

A kiadvanyhoz Angi Istvan irt
elészot. Angi a hermeneutikai munka
fontossagat a modern és posztmodern
kozotti értékkulonbségek feltérképzéseben
latja, amelyet a szefzaz abszurd jelenség
vizsgalatan keresztll valosit meg.

A kétszaz oldalas szakmunka
tébbszempontl elemzésnek veti ald az
abszurd jelenségét. A munkamoddszer
leirasaban Ungvari Zrinyi lldiké a
hermeneutikai munkafolyamat negyedik
lépéseként emliti az abszurd irodalom és
szinhaz '50-es és '70-es évekbeli
viragkoranak vizsgalatat. Kiillénvalasztja
ezt a vilhgképként és gondolati
miveletként értelmezett abszurd
szemléletil, az abszurdként jeldlt
mivészeti  stilust6f® tovabba az
esztétikai midségként boncolgatott —
tébb esztétikai kategéria keveredésiéb
létrej6tt — abszurdtol.

Ezt a vizsgalati rendszert a
kégbbiekben az is legitimalja, hogy az
abszurd vilagszemlélet meghatarozo
elemeként a népontot emeli ki a
szerd,”” majd megdllapitja: a dramai
minem az, amelyben a tébbdgpntlisag
megjelenitheét, konkrét formaba onthét
A jelenség vizsgalata tehét
természetszéen vezet el a drdmai
miinemhez mint a ,megfejtések” jelést
hanyadat rejtegétmegmutaté kutatasi

% Az abszurdra jellendz mivészeti stilust a
témakezelés, a formai eljardsok, a
kompoziciés technika, az archetipusok és
motivumok sajatossagaban éri tetten.

37 Az ideolégiai-vilagszeméleti, tér- ésétueli,
verbalis vagy pszichikai-receptiv
nézpontokra kilon hivja fol a figyelmet.
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terllethez. Ungvary Zrinyi lidikd doktori
disszertaciobol szakkiadvannya lett
munkajarol tehat azt a kijelentést is
megkockaztathatjuk, hogy nem egy belterjes
szinhazi munkéra jellerbz érvrendszer
alapjan épitkezik, hanem egy vildgnézeti
szemléletvaltds atfogé elemzédéladddod
torvényszeliségek szerint.

A tudomanyos munka az
altalanostél a partikuléris felé halad,
vagyis fokozatosan jut el a szinhazi
abszurd részletesebb bemutatdsdhoz. Az
abszurd irodalomtérténeti betagozddasanak
kifejtése utdn a dolgozat a terminoldgia
hasznélatanak tisztazasaval és az abszurd
nédpont specifikumainak leirasaval vezeti
be e vilhgszemlélet meghatarozé — a
hagyoményossal szdges ellentétben
értelmezett — elemeit. De aé&#l
kilbnbséget tesz példaul vilagszemlélet
és vildgnézet kozott. Ez azért is
szilkséges, mert a  kommunista
szbhasznalat igencsak eltérolte e két
fogalom kulonbodgségét, amely a
vilaghoz val6 aktiv, illetve passziv
kdzeledést hivatott érzékeltetni. Az
abszurd vilag emberére a szerifds, a
nézdi mivolt hangsilyozottsaga miatt a
passzivitds, tehat a vildgszemlélet
kialakitasa jellemi inkabb.

A négy Ibvebben elemzett
alapelem az  identitas, a test
problematikussdga, a mindennapisag
megjelenitése, valamint azéids a halal
viszonya. Ugyanis ezek azok a témakorok,
amelyek altal az abszurd sz&m vilagrol
vald médosult gondolkodast bemutatja.

A szubjektum és a test cim

alfejezet  kultartorténeti adatokkal
indokolja az  abszurd  sajatosan
hermetikus  vilagképének |étrejottét.

Gyakorlatiasabb megkozelitésben ez a
rész kifejezetten jol hasznosithatd
elméleti tAmpontként az abszurd drdma
szinrevitelekor, illetve ennek
elemzésekor. Gondolok itt6ként az
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abszurd testl sz6l6 részre, amely a test

és a kommunikaci6 0Osszeflggéseit, a
nyitott és zart test ellenparjat, a frusztralt
€s az ambiguus, valamint a kiforditott

test mibenlétét targyalja.

A test ellenmitoszat &brézolo
abszurd test a szubjektumma valt egyén
eszkdze. A verbalis kommunikécion tali
lehetségeivel kisérletezik &altala. Az
abszurd eme kommunikacios eszkdzének
elemzésekor a szérazt probalja tetten érni,
hogyan valt a test az abszurd vilagszemiélet
problematikus  pontjavd és  milyen
kultartorténeti  jelenségekkel hozhaté ez
Osszefuiggésbe. Kiinduldpontként  Mihail
Bahtyin és Szent Agoston egymassal
ellentétben all6 testértelmezéseit idézi.
Elébbit — a karnevali thlarado testet — az
abszurd test nyitott voltanak, utébbit — a
racio diadalat jeledttestet — zartsaganak
szemléltetésére haszndlja fel, majd
hangsllyozza: erre a hagyomanyra
jatszik ra az abszurd testdbrazolas,
ellentétes  djellel szemléltetve a
bahtyini és agostoni jelentéseket.

Ungvari érdekesen irja le az
ezzel Osszefudgvegleges paradigmavaltast
is, amelyet az abszurd Kkonkrétan,
targyszeflen abrazol. Ez a véltozas a
vilhghaboruk kivaltotta civilizaciés sokk
révén kovetkezik be — irja a szérz,
amikor a szétmetszett, bomlasnak indult
vagy csonka test a mindennapok alafpvet
tapasztalatava valik.

A felvazolt test-értelmezések
arra hivjak fel a figyelmet, hogy a kortars
hazai roman és magyar szinhaz az
abszurd szinhazi gyakorlatot gyakran a
korabbi dramatorténeti korszakok
szdvegeinek szinrevitelekor is tAmpontként
hasznéljid® Ebben az abszurd szinhaz
keretein tilmutato gyakorlatban

% A teliesség igénye nélkil, Bocsardi Laszlé és
Mihai Maniutiu antik tragédian alapuld
eldadasait sorolnam az abszurd szinhazi
gyakorlatot érvényre juttatd produkciok kozé.
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tulajdonképpen az abszurd altal kikisérletezett

lldikd koényvének érdemi olvasatahoz.

szinpadi hatasmechanizmusok atmentésének Mar csak azért is, mert a szemléletvaltast

megvaldsulasat véljik felfedezni, annak
ellenére, hogy ezeknek az effektusoknak
ma nincs a sajat kdzegikben akkora
felforgatd erejuk, mint annak idején, az
abszurd fénykoraban.

Ha a behaté szinhazi szaktudas
nem is foltétlen kdvetelmény, az abszurd
drdma és az utana létrefjv beble
kinovo, latleleteit’, ha modosult
formaban is, de magan hordozo
posztmodern dramairodalom ismerete
mindenképpen sziikséges Ungvari Zrinyi

jelen abszurd illusztrdldsara a szérz
elméleti - filozofiai, szociolégial,
esztétikai stb. — jelldg szovegrészletek
mellett drama- vagy dramai szovegbeli
fragmentumokat is felhasznal. A dramak
ismerete elengedhetetlen ahhoz, hogy az
abszurd vilag térvénysziségei — egy-
egy szerefd torténete révén — lathatova
véljanak.

BARTHA REKA
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Ungvari Zrinyi lldiké: Latvanyolvasés *° —
Tanulmanyok a drdmardl, a szinhazrdl és az élebt

Szinhdzelméleti targyd konyv
ritkdn jelenik meg Erdélyben. Ungvari
Zrinyi lldiké Latvanyolvasasimii kotete e
kevesek kozé tartozik. A szérza
Marosvésarhelyi Szinfmészeti Egyetem
tanara, oktat a marosvasarhelyi Sapientian
és a kolozsvéri BBTE szinhazi tanszékén —
minden bizonnyal rélat az erdélyi és az
eurdpai kortars szinhaz helyzetére.

A kotet szinhdzi esszéket és
tanulmanyokat tartalmaz. A tanulmanyok,
a megkozelitési moddok tdbbnyire a
németorszagi Erika Fischer Lichte nevével
fémjelzett szinhazantropolégiai hagyomany-
hoz sorolhatok. Ungvari Zrinyi lldiko,
akarcsak Erika Fischer Lichte, draméakon
keresztill vizsgdlja a szinhazat, a szinhézon
keresztll pedig az antropoldgiai, kulturalis,
szociolégiai viszonyokat. Gyakran ezt az
iranyt megforditva, az &dasokon keresztill
vizsgélja a dramét, illetve a szinhazi
eléadason belll, abbdl kindulva a valés
élethelyzeteket. A szinhdz és a valdség
sokréti kapcsolatara helyezi a hangsuiyt.

A kotet hdrom szerkezeti egységre
tagolodik, ezeket meddi egy olvas6hoz
cimzett ebsz6. Az el§ fejezet (Lassitott

szbvegnézeés) dramaelemzéseket tartalmaz.

A masodik fejezetben (Alloképek és klipek
a szinhazrdl) ésebben expondlodik a
szinh&zantropoldgiai latasmaéd. A harmadik,
rovidebb  fejezet  (Latleletek) két
elbadaselemzést és egy zarétanulmanyt
tartalmaz. A kotet tagolédasa folyamatosan
segiti az olvasé kénnyebb tajékozédasat. Az
elgy fejezetben a figyelemorientaciot még
inkabb segiti az az olvasodbarat eljaras, hogy
a tanulmanyokat rovid, ajanlo jelieg
témafelvetés inditja.

% Ungvari Zrinyi Ildiké: Latvanyolvasas.

Ariadné Koényvek. KOMP-PRESS Korunk
Barati Tarsasag, Kolozsvar, 2004.
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A Lassitott szOvegnézés dim
fejezetben tehat dramatikus szdvegek
felé iranyul a figyelem. Az elemzés talan
ugy lehet igazan relevans, ha a dramakat
a szinhazi jatékhagyomany dgél
olvassuk Ujra. A Jassitott”
szbvegolvasasi/-nézési eljaras 6szibr
Tamasi Aron szévegeire iranyul (A kicsi
€s a nagy: Tamasi és Tamasi). A

masodik vilaghdbord utani erdélyi
kisebbségi 1ét sajatos beszédmaodot
indukdl a kor irodalmiban. Ungvari

Zrinyi lldiké6 Tamasi el§ dramajabol, az
Osvigasztalasbokiindulva vizsgélja azt,
hogy mennyiben hatarozza meg a séerz
miivészi irAnyultsagéat az adott
tarsadalmi/politikai  helyzet.  Ungvéri
invenciéja a Tamasi-kutatdsban, hogy
Gilles Deleuze nyoman alkalmazza a kicsi
€s nagy beszédmaodokrél és nyeldekr
sz6l6 megkodzelitésmoddot. Deleuze szerint
a minor (kisebb) és maior (nagyobb)
tényallasok a hatalomhoz val6 viszonyban
definidlhatok. De a két kateg6ria nem
feltétlenil a kilonbdz nyelvtipusokra,
inkdbb  ugyanazon nyelv kilonféle
hasznéalataira vonatkozik. igy Tamasi
regionalizmusa, székelykultusza az
Osvigasztalast, mely eredghdmddon
minor volna, normalizalja, ,mert egy
kisebbség akkor kezd el normalizaloédni,
ha magéba zarkézik, és dnmaga korul
eltancolia a régi szép dd tancat.”
(Deleuze, Gondolat-Jel 1994i1.)

A fejezet masodik tanulmanya
régionk abszurd dramdja és szinhaza
koré szerveidik (A kelet-eurépai
abszurd: szine és visszgja). A sdem
nyugati abszurd dramatipus kelet-eurdpai
variansait vizsgalja benne. A nyugati
abszurd drama kifigurazta a
modernizmus gondolkozasmodjat: a
racionalitas elvének, a féflés elvének,
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a metafizikai gondolkodasnak a
primatusat. Erre a dramatipusra a
minimdlisra szabott informaciés helyzet
mellett a konkrétumok, az oksagi
viszonyok hidnya jelleniz A mifaj
kelet-eur6pai valtozatdban a forma
absztrakt, transzcendens p6lusa médosul.
Ameddig a nyugati tipus elvont,
szimbolikus, addig a kelet-eurépai
abszurd dramara nagy hatassal volt a
tarsadalmi kornyezet, tiikrédtek benne

a kommunista diktatarak zart
szerkezetének  torzulasai. Ez a
dramatipus témavalasztasaban és
abrazolasmodjaban mégi kapcsolatat

a  konkrétumokkal, a  tarsadalmi
kérdésekkel, illetve az egyén és a
hatalom viszonyaval. Feluilik azonban

a kérdés, hogy mi torténik, ha ez a
tarsadalmi-politikai helyzet megvaltozik.
Vele egyltt a kelet-eur6pai abszurd
drama is a sillyesibe keril?

A Maga a viz. Esszé a forditott
Hamlet(ek)6l cimii tanulmany Nadasdy
Adam Hamlet-forditasat (1999)
vizsgalja, a kortars értelmezbiseég és a
szinpadi dladhatosag szempontjabdl. A
tanulmany  felvillanta a  kortars
dramaforditas elméleteit, kulonos
tekintettel az éladhatésag szempontjaira.
A kovetkezetes elemzés 6sszehasonlitja a
Nadasdy-forditast a kanonizalddott Arany
Janos-szoveggel, illetve az 1988-as Eorsi
Istvan- és az 1996-os Mészoly Dézs
forditdssal. A szetz kOvetkeztetése az,
hogy napjaink meghatarozé szinhazi
konvencidinak szempontjabdl a Nadasdy-
forditds dramaibb és kovetkezetesen mai
értelmezést ny(jt. A forditd a beszélt
nyelvhez kdzel &ll6 nyelvezettel, illetve a
szerepglk személyiségének, viszonyainak
kortars kulturalis modellek szerinti
leképezésével éri el ezt.

Egy masik tanulmany (Erkolcsi
kommunikalhatésag — sajat és idegen a
tragédia terében) azt a vissza-visszatér

kérdést jarja kordl, hogy milyen
autentikus, kortars értelmezése lehet ma
a tragédia-irodalomnak. Hogy létezik-e
olyan formai és tartalmi szabadsag,
melyben a M horizontja legalabb az
erkolcsi  kommunikélhatésdg  szintjén
talalkozhat kulonbdg korok befogaddinak
horizontjaval. A tanulmény e€isrésze a
tragédia dladdsmodjanak és terének
szinhaztorténeti mdédosulasait, a szinészek
és a nésér kozti  mindenkori
kommunikaciot vizsgalja. A
tragédiaformak vazlatos attekintése utan a
mindennapi kommunikacios formak és a
konfliktuskdzpontd szinhazi kommunikacio
analégiait vizsgalja a széiz

A Ki legyen az erdélyi
drdmair6? (Erdramil — csoportkép indiannal)

cimi tanulmédny a Marosvasarhelyi
Nemzeti Szinhaz altal kiirt
dramapalyazat feltételeit, illetve a

dijnyertes niveket elemzi. A pélyazat
elidleges célja a romaniai magyar
dramairas tamogatasa, tovabba az erdélyi
drdma és szinhaz kapcsolatanak apolasa
volt. Ungvari Zrinyi lldikoé ezuttal is a
szinpadra alkalmazhatosadg szempontjabol
vizsgalja a harom dytes niivet
(Hathazi Andras: A dilis Resner, Kiss
Csaba: Hazatérés Déanidba, Lang Zsolt:
Jéaték a kriptaban).

A masodik fejezet az Alloképek
és klipek a szinhazrdl cimet viseli. Az
el tanulmany (Szinhaz és linearitas) a
szinhazi dladas és a befogadoi
értelmezés viszonyat vizsgalja. A szerz
azt elemzi, hogy kommunikacios
hatarhelyzetben hogyan torténik meg a
konvenciovaltas, hogyan filiggesdik
fel a hétkdéznapi konvencid, és hogyan
jon létre egy Uj konvencié, amely
értelmezési lehéséget nyujt a befogadé
szdméra. Az alapos szemiotikai elemzés
egyik kovetkeztetése, hogy azéatlas
tobbféle jelentése, illetve a kddrendszer
miikddését iranyité konvencio
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fokozatosan épul ki azd&ldas folyaman.

Az egyes jelek az &édas mikrovilagaban,

a jelegyuttesek kontextusaban
értelmeddnek. A szemiotikai elemzést a
szerd keretbe foglala. A keretben
megprobalja 0sszeboronalni a
szinh4ztorténetet Vilém Flusser
kulturafelfogasaval. A kerettéma
azonban diltetett ebfeltevésekre épil, a
két téma nem talélkozik.

A Képgorblletek: a szoveg képi
dramaturgidja cifn tanulmany a dramai
szbvegek szinhazi aspektusat vizsgalja,
azon belll is a szoveg és a kép
kapcsolodasat dialogushelyzetekben. A
szerd a dramét olyan irott szovegként
értelmezi, amelynek performativ tere
van. igy a szerepk dialogusai, az
instrukciok konkrét tér-id viszonyokra
és cselekvésekre utalnak. Az ilyen
dréamai szdéveqg a szinpad Vvildgara
vonatkozo szdveg, s mint ilyen, a latvany
elemeire vonatkozé utalasokat hordoz.
Ennek az utaldsrendszernek a vizsgalata
a drama és az &das viszonyanak
komplex ¢sszefliggéseit vilagitja meg.

Mesterkedések szinhaz és iskola
kozott cimmel izgalmas tanulmanyt
olvashatunk a mindig rejtélyes és
ellentmondésoktdl sem mentes sziniiskolak
szerve#désébl. Ungvéri Zrinyi lldikd két
szinhdzrivészeti tanszék tanara, igy
sokoldali tapasztalattal rendelkezik e
targyban. A szinhazi oktatas specifikuma: a
milvészeti kreativitds €s az intézményes,
tudomanyos oktatas Osszeegyeztetése. A
szerd a fel$fokd szinhazi képzést harom
pontban targyalja. Az disaz egyetem
intézményes felépitésére fokuszal, a
méasodik az egyetem A&ltal folytatott
beszédmaodra, tevékenységre, a harmadik
pedig a szinész sajat testével és
kifejezéeszkdzeivel folytatott munkajara.
Ennél a résznél rovid attekintést kapunk
a szinhaztorténet soran kialakult
kilonb6d testkoncepciokrél. A harom
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szempont elméleti vazolasa utan a sierz
azt vizsgalja, hogyan kellene
szerveddnie konkrétan a hazai szinhazi
oktatdsnak. A tanulmany tapasztalatai
messzemeien hasznosak lehetnek a
hazai Dbelteries és ellentmondasos
szinh&zoktatds szamara.

A Szinhazi érzékenység és
gesztus a globalizaci6 terében @im
tanulmany a Kkortars szinhdz egyik
legaktualisabb kérdésével foglalkozik.
Mennyiben befolyasoljdk a szinhazi
érzékelést a médiatarsadalom megvaltozott
érzékelési és kommunikaciés stratégidi,
azaz a technikai globalizacio. A XX.
szazad folyaméan alapvéen megvaltoztak
a szinhazzal kapcsolatos elképzeléseink és
tapasztalataink. Ez a valtozas, mely a
szinh&zriivészet bels esztétikai
struktarajat is érinti, a latvanyossagon
alapulé tarsadalom komplex medialis
formainak, a technikai médiumoknak az
eléadasba aramlasa mentén torténik. Pavis
a média testet dltésibeszél a szinpadéél
miivészetében, ezzel is jelezve, hogy a
medialis érzékenység és a szinhazi
érzékenység kozott lényeges kilonbség
van, a szinészi jelenlét, illetve a technikai
médiumok anyagisaga, természete miatt.
Jakfalvi Magdolna szerint a kortars elmélet
a test jelenlétének modifikacidjaval
mutathat r& az ezredvég szinészére. A
tanulmany masodik része a mediatizalt
tarsadalom szinhaziassagéat, teatralitdsat
vizsgalja. Szerintem konstruktivabb volna
ehelyett a kortdrs szinhdz helyzetét
vizsgalni a megvaltozott kultdrtorténeti
feltételek kozepette.

A maésodik fejezet utolsd
tanulmanya egy jelets ebadast, a
kolozsvari roman szinhazban Vlad
Mugur altal 2001-ben rendezett Hamletet
elemzi. A szeré a komplex d@ladast a
szinpadi targyak létmddja télolvassa.

A szinpadi targyak jelentése nem csupan
anyagukbol és az alland6 formai, fizikai
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jellemzsjikbsl  tevodik Gssze, ezen
tiimerben a rendez altal megkomponalt
gesztuskombinaciok, = mozgasok és
formak Osszességébis. Ezaltal Mugur
elbadasaban a targyak targyi jellege és az
absztrakciok kozotti atmenet folyamatos,
a targyak gyakran latvany- és
hangeffektusként viselkednek.

A harmadik fejezet (Latleletek)
harom rovidebb irast tartalmaz. Azéebz
1992-es kolozsvari magyar tarsukaipasz
énekesfiének  angliai fogadtatasat
vizsgalja. A tanulmany visszacsatol afels
fejezetben talalhatd abszurd témaji
szoveghez, mely szerint a kelet-eurdpai
abszurdot gyakran tarsadalmi-politikai
esemeények hatérozzadk meg, igy az &ltér
kulturdlis konvenciok miatt az angliai
nézsk nem tudtak ,egyltt lélegezni” a
helyi eseményekhez Kils utalasokkal. A
masodik tanulmény (A Wedekind—Bradu-
oltés) atfogo, igényes dedaselemzés az
Anca Bradu rendeztd tavasz ébredésé
rél. A kitiing eldadaselemzés némiképp
mégis idegen anyag a
tanulmanykétetben; az utols6 széveghez
hasonléan, amely egy masik szinhazi
tanulmanykoétet, a Szin-tér-kép
szerkeszii elészava/dsszegzése.

Az utolsé fejezetet leszamitva
azt lathatjuk, hogy bar a kétetben szdfepl
szovegek kulonb@iztémakat vetnek fel, a
kdzos antropolégiai megkozelités, illetve a
gondos szerkesztés segit abban, hogy
egységes  gondolatrendszert  lassunk
kiépiilni a tanulmanyok koriil. igy a kotet
egyszerre sokoldali és egységes. Kinek
lehet tehat ajanlani Ungvari Zrinyi lldiko
kdnyvét? A szakma szamara kitlintetetten
fontos olvasmany. A szinhazelmélettel
foglalkozék szdméra hasznos lehet az a
lathsmdd, ahogyan Ungvéri az erdélyi
szinhazi élet jelenségeit elhelyezi a

kortars szinhazelméleti hagyomanyban.
A gyakorl6 szinhazfivészeket s
segitheti munkdjukban az ilyen jelleg
szakmai tajékozottsag. Ezenkivdl
hatarozottan ajanlani lehet a kényvet a
szinh&zszerét néd/olvasd szdméra. Az
elmélet segithet a szinhdz sajatos
nyelvének megértésében, abban, hogy az
elbadas bels szerkezete, értelmezési
szintjei megnyilianak a befogadd&stel A
szinhazriivészetre nincsenek kész
befogad6i  stratégidk, a megszokott
konvenciok atlépése pedig nehéz helyzetbe
hozhatja a néit. A néd helyzetét tovabb
bonyolitja, hogy a szinhazi Geldas
esetében az alkotas és a befogadas ideje
egybeesik, tovabba nincs maradandé
mialkotds, az ékhdasnak pillanatnyi a
léte. Miért ne tekinthetnénk tehat az
elméletet hidnak, amely kozelebb viszi a
nést az ebadashoz, az &hdas
értelmezési lehéségeit pedig a néhoz.
Egy olyan bel§ fajlnak, konyvtarnak,
amely segit abban, hogy elmélyitsik
jovébeni befogaddi éiményeinket?

Ajanlani lehet a kdnyvet altaldban
a mivészetszerétolvasonak, és azoknak
is, akiket ugymond ink&bb az élet, és nem a
miivészet érdekel, mert ahogy adszloban
ija a szerd: ,Dramérdl, szinhézrél és
életl szélnak az it kovetkéz
tanulmanyok”. Az egyre valsagosabb
helyzetben |& szinhazrivészet egyik
utolso elvitathatatlan értéke, hogy a szinész
€s a néz éB személyek, ez pedig
kétségtelendl az élethelyzetek ésiavé@szi
narraciok kozeliségére utal. Ebben a
kontextusban a szinhdz alkalmas
kifejez6eszkdz lehet arra, hogy a tordén
élettel kommunikéljon, torténésének
pillanataban.

ILYES ISTVAN
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Hozzész6las Ungvari Zrinyi lldiké Bevezetés a szidzantropolégiabd® cimii kényvéhez

A kotet a szefz szandéka szerint
olyan szemléletmédot kivan tikrozni,
amely a kulturdlis antropoldgia eszkdzeivel
Jsemélhebleg gazdagitani és arnyalni fogja
a szinhazelméleti gondolkodast és a
szinhdz gyakorlati folyamatat is, tagabb
értelemben pedig a kultdra performativ
folyamatanak alkalmazasét.” (8k0) Egy
jol megirt szinhdzantropoldgiai kdnyv mar
valoban idszefi lenne. Fontos lenne
ennek az interdiszciplinaris terlletnek a
leirdsa, mind az antropoldgia, mind a
szinhdztudoméany szempontjabdl. Segithet
egymas teruleteinek jobb megismerésében,
és interferencigjuk Uj tavlatokat nyithat.

A szerd a szinhazantropolégia
fogalmat részesiti éhyben, véleménye
szerint ez jobban kifejezi, hogy az
érintett kérdések a két tudomany
hatérteriiletén helyezkednek el, mint a

szinhdzi antropoldgia, ami az angol
kifejezés (theater anthropology)
forditdsaként a magyar irodalomban

nagyobb teret nyert (i.m. 59.).

Amint Ungvéri Zrinyi lldiké az
elészoban jelzi, ez a kdnyv nem meriti ki a
szinhazantropoldgiai kérdések teljes korét,
és az egyes témdakat sem dolgozza ki teljes
mélységiikben. A Bevezetogalmakban az
antropologiatudoméany  targyat, agait,
részteriileteit és modszereit irja le a szerz
és kitér az  antropolégia  mas
tudomanyokkal val6 kapcsolatara. Ezutan a
Kultdrantropolégiai kozelitések cihrész
kovetkezik, a harmadik rész maga a
Szinhdzantropologia. A kdnyv végén
talélhato lllusztraciok a kdnyv
mondandéjanak kiegészitéseként jelenik
meg. A fejezeteket szbvegkozi, keretben

40 Ungvary Zzrinyi Ildiké: Bevezetés a

szinhazantropolégidba. Szinhaztudomanyi
tankonyv. A Marosvasarhelyi Szifiwészeti
Egyetem Kiaddja, 2006.
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kiemelt fogalomértelmezések és rovid
szovegek, valamint fejezetvéqi
olvasmanyok  teszik  véltozatosabba

(példaul Laura BohannantolShakespeare

a vadonbah Tankdnyv-jellegét
hangsllyozzak az  olvasmanyokhoz
kapcsolédo, szbvegelemzésre vonatkozo
kérdések, feladatok (ezt teszi Clifford
Geertz &@rii leirdsaval), valamint az
olvasottak tovabbgondolasara buzdité
tennivaldk (a térhasznalat kapcsan
Botticelli Primaverajanak vagy della
Francesca Krisztus ostorozasanak
elemzését, megdfigyelését kéri). Ezeknek a
feladatoknak egy része a konyvben
foglaltakra alapoz, mas részik a szinhazi
szakemberek szamara bizonyara kénnyen
hozzéaférhét forrdsokra tamaszkodik (ilyen
az Edes Anna citnelsadas — Gali LaszIo
2003-as rendezése —, vagy a Danaidak —
Silviu Purdrete rendezése).

A kdnyv masodik részének
harom fejezete a szinhazantropoldgia
szemszogéll legfontosabbnak  itélt
kultdrantropoldgiai tertleteket mutatja
be. A kultdra cini a kortars kultdra
problémait a szimbolikus antropologia
eszkbzeivel kozeliti meg; a nemzeti
kultira, a globalizacio és a multikulturalitas
fogalmainak jegyében mutatja be az ember
fogalmanak problematikajat. Az érzékelés
antropolégiaja méar érezléen a szinhazi
narrativa felé mutatd fejezetében a tér
domindl: fontos proxemikai fogalmakat
mutat be. Az érzékek modernizalédasanak
kultdrantropol6giai bedgyazodasa pregnans
érveket jelenit meg a szinhazantropoldgiai
szemléletmaéd mellett, hivatkozasai
kiterjednek a virtudlis valésag-terekre
vonatkoz6 (virtual reality) legfrissebb
média- és kommunikacidkutatasi, vagy
neurobiolégiai eredményekre is. Ezt a
részt A test a mindennapokban @im
fejezet  zérja, amelyben a test-
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problematika torténetének kronologiai
bemutatasa utan a test léelés kul$
szabalyozasat foglalja Ossze a séerz
foként Elias és Foucault eredményeire
tamaszkodva, majd a tedtr mint
targyrél és kommunikaciés médiumrdl
ir, mintegy ebrevetitve egyebek mellett
a szinészi test meyerholdi diskurzusat.

A harmadik rész hat fejezete és
azok alfejezetei a szinhazantropoldgia
siriijébe vagnak. Az interdiszciplina
kezdeteinek és mai  helyzetének
bemutatasa két alapven kilonboz
nézpontbdl jelenik meg. A szinész, a

e

performance-kutatasokkal (Turner,
Schechner). A kényvben mindharom
szerdre hiséges utaldsokat talalunk. A
szinészi test diskurzusairdl szol a kényv
leghbvebb fejezete, és valdban, szinhazi
szakemberek, szinészek, rertiflezlletve

az ilyen szakok hallgat6i szaméra éahiet

a legtartalmasabbnak. Uggnik, a fejezet
célla az 6 esetilkben a képzés soran
elvarhaté, ennél sokkal mélyebb
ismereteknek (pl. szinészi testnyelv, test-
technikdk, teatralizalt test) a kultar-
antropoldgiai  Ujrafogalmazasa. Ezt a
fejezetet érthét médon az Arc és maszk
cimi  koveti (az arc jelentései,
interfacialitds, maszk stb.). Mindkét fejezet
szemléltei képekre hivatkozik. It tortént
egy sajnalatos, valosfieg a ,nyomda
Ordégének” tulajdonithatd, de az olvasast
megnehez# szadmozasi hiba, ti. az 5-13.
képek szamozésa elcsUszott eggyel a
szoveg és a melléklet viszonyaban (pl. a
67. oldalon az 5. képre torteimivatkozas
tartaima a 6. képre utal; a 34. képre
egyaltalan nincs hivatkozas).

Az ebben a részben kifejtett
gondolatok A szinpadi tér antropoldgiaja
cimi fejezetben folytatddnak, ahol a
szinpadi tér fogalman belil Pavis

nyoman gesztikus teret, kinesztétikus
teret, partitira alatti, centrifugdlis teret,
proxemikai  teret, valamint  annak
milkddtetése soran mimetikus, szcenikus
teret targyal a szefz A szinpadi targyak
rendszerén til az antropolégiai szempontok
a gesztus, gesztus és kép, gesztus és
cselekvés,  szcenari6 és  narrativa
viszonyéban érvényesulnek.

A néz antropoldgiajanak alig
otodfél oldalt szan a szérz egy
Antigonéebadas részbeni elemzése zarja
ezt a részt, amit az lllusztraciok rész 34
képe kovet.

Ungvari elengedhetetlennek
tartja a szinhazantropoldgia megismeréséhez
az antropoldgia eddigi kutatdsainak
bemutatasat. Ez rendben is van, azonban
agy tinik — és ez felvédik nemcsak az
antropolégia, hanem a szinhaztudomany
kapcsan is — mintha egyseldas vazlatos
szbvegét olvasna az ember, nem egy
kdnyvet. Sokszor cimszavakban beszél a
témakrol, vagy nagyon gyorsan, egy-egy
mondattal ,elintéz” olyan embereket,
mint Jirgen Habermas, air csak
annyit tudunk meg, hogy kidolgozta a
tarsadalmi nyilvdnossag fogalmét. Bar a
szerd nem antropolégus, amint ezt az
elején eb is tarja, de nagyon sok
irodalmat ismer a tarsadalomtudoma-
nyoknak erél és mas terlleteil is.
Ezekkel az irodalmi hivatkozasokkal,
kutatokkal azonban nagyon mostohan
banik, amikor egy-egy mondattal vagy
jelzével, kategoriaval elintézbket. Tul
sok név van egymas mellé zsufolva, és
igy felsorolasszéwé vélik az egész.
Elvész adott esetben az antropoldgia és a
lényege is. A szinhdztudomanyi részre ez
szintén elmondhatd. Egyetértek azzal,
hogy nagyon sok az anyag és hatalmas
hattéranyagot olel fel egy-egy részterulet
is, aminek kifejtése esetleg nem tartozik
a téma targykorébe. Bar minden egyes
részterilet tobb féléves anyagot jelent a

141



RECENZII

tarsadalomtudoméanyokkal  foglalkoz6
egyetemeken, azokat Ungvari Zrinyi
lldik6 megprébalta beldsiteni olyan
hisz oldalba, amivel pontosan a
szépsédl és érdekesséagjtfosztotta meg

az antropol6giat és az érdédtbket, és
kicsit sablonossa tette a fejezetet. Ennek
kikiszobolésére talan emliteni lehetett
volna néhany bibliogréfiai tételt, olyan
konyvekkel, melyekben igény esetén
elmélytlhetnének az érdékbk. llyen a
Meérfoldkdvek a kulturalis antropoldgiaban,
Lévi Strauss: Strukturalis antropoldgia,
Clifford Geertz: Az értelmezés hatalma
(ebkpl meg is jelenik egy
olvasmanyrészlet), Bicz6 Gabor (szerk.):
Antropolégiai iranyzatok a masodik
vilaghaboru utan, Boglar Lajos—A. Gergely
Andrés: A tukor két oldala. Bevezetés a
kulturdlis antropolégiaba, Edward T. Hall:
Rejtett dimenzidk stb. Ez utébbit kb
emliti is, inkabb csak az érzékelés és
tavolsagok kapcsan, pedig a térhasznalat
kérdésének 0Osszevetése a szinpadi
térhasznalattal szintén érdekes kérdés
lenne. Erdemes lett volna tébbek kozott a
fentebb emlitett riveknek par oldalt
szentelni, és az antropolégia egy-egy
részteruletét jobban, arnyaltabban leirni,
kifejteni. Erzékeltetni lehetett volna az
olvasdval, vagy a didkkal, hogy hogyan
kapcsolodik 6ssze az antropol6gia és a
szinhdztudoméany, melyek a kozos
pontok, hol komplementerek. Hiszen itt
ugy ftinik, mintha két tudomany csak
egymas mellé lenne éllitva, de hogy
igazabdl miért, az épp itt nem deril ki az
olvas6 szamara. Annak kifejtése is fontos
lett volna, hogy ezek a teriiletek hogyan
és hol kapcsolédnak a  tdbbi
tudoméanyterilethez: mint kommunikacio,
szociolbgia, filmelmélet, irodalomtudomény
sth., és ezek a tudoményteriletek mit
adtak hozza a szinh&zantropoldgiai
kutatasokhoz. Itt példaul megemliteném
Bicz6 Gébor (szerk.): Antropolégia és
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irodalom. Egy Uj paradigma Utkeresése
cimi  mivét. Fontos lett volna

megemliteni, hogy az antropol6gianak
milyen modszerei vannak, és ezek a
moédszerek,  megfigyelések  hogyan
jelennek meg a szinh&zantropolégidban.

A kultirantropoldgiai kozelitéseknél
a szerd tébbnyire a posztmodern
kultdrantropol6giai megkozelitést emeli ki,
amelyen kivll létezik tobbek kozott
akcidantropoldgia, kognitiv antropologia,
interpretativ. antropoldgia... A kognitiv
antropologusok, ha nem is szallnak szembe
Clifford Geertz-cel, mindenesetre ellenzik
a kognitiv  fogalom elvetését, és
atértékelését javasoljgdk. Ramutatnak a
posztmodern kultirafogalom hianyosségaira
is: ,Strauss-Quinn szerint a kultdra a
kulturdlis jelentések olyan rendszere,
amely nem pusztan az emberek fejében, de
nem is kizérélag a viselkedés illékony
formaiban létezik. A kulturalis mintazatok
allandéan és folyamatos véltozas kbzben
Ujratermebdnek, tiszta, homogén
formaban sohasem érbikt tetten.** A
sémaelmélet megalkotdi arra torekednek,
hogy a konnekcionalizmusbdl és a
kultdrakutatas taldlkozasabél egy Uj, a
megebzéeknél korvonalazottabb kultdra
- fogalom és a kultara jobb megkézelitése
sziilessen meg (Mester, 2002). Itt utalnék
Niedermuller Péter A kultdrakutatas
esélyei cimi tanulmanyarf és a ra vald
reflektdlasokra is; ezek jol tikrozik az
antropoldgia soksz{iségét.

Az ember-fogalom univerzalis
leirasa Foucalt leirasabol szemlélve akar
ugy finhet, hogy valéban ennyire
egyértelni a kérdés, azonban itt is

4 Mester Tibor: Sémaelmélet az

antropolégidban PTE BTK Kommunikacios
Tanszékének kiadvanya. Pécs, 2002. 40-41.
2 Niedermiiller Péter: A kultGrakutatas esélyeiAn:
komplex kultirakutatas dilemmai a mai
MagyarorszagorMiskolci Egyetem, A Kulturélis
és Vizudlis Antropolégia Tanszék fiizetei 1.1993.



RECENZII

hianyt érzékelhetiink, hiszen nem jelenik
meg sem Derrida, sem Heidegger vagy
éppen Lacan neve. Ez azért is furcsa,
mert Derrida és Foucalt szinte minden
kérdésben ellentétes allaspontot
képviselt, és ahhoz, hogy megértsik e
kérdés 0Osszetettségét, mindkét oldalt
érdemes megvizsgalnuik.

A szinhazantropoldgiai részben
talalkozhatunk a szinészi test, illetve az
arc és a maszk, valamint a szinpadi tér
diskurzusaval. Ezeknél a megtestesités / —
megtestesiilés az alkotasban kérdése
mellett — amely nagyon szépen jelenik meg
egyrészil — hianyolom a nézés aktusanak
tematizalasat, mert ez a befogadoi
mozzanat elmarad, pedig itt az alkotas
mellett elengedhetetlentl ott  kell
szerepelnie a befogadasnak is. A
szinhdzkultaran bellil ez elméletben és
gyakorlatban is elengedhetetléh.

Olvastam volna a szinész és a
szOveg viszonyanak kérdéskrilletve a
rended—szinész—szoveg viszonyrol,
valamint a ,hagyomany” kérdésir(l.
Kékesi) is, mert ezek megkeriilhetetlen
témak, mint Kékesi is irja emlitett
tanulmanyaban.

A nézx antropoldgiajanal
felvetsdik tobb érdekes kérdés s,
amelyeket ériilegesen emlit a szérzde
mindezt J4kfalvi Magdolna A nézés drome
cimii tanulmanyabdn még érzékletesebben

3 Lasd Maurice, GodelieBzocidlantropoldgia vagy
kultdrakutatdsn Lettre 43. szam. 2001.

Tél. 1-9. [online: http://fepa.oszk.hu
/00000/00012/00027/ godelier.htm]

4 Lasd Kékesi Kun Arpad: Recepci6 és kreativitas
a szinhaz(kultra)ban. In Szegedy-Maszak
Mihaly szerk.: Atvilagitas. A magyar szinhaz
eurdpai kontextusbarRecepcié és kreativitas
program. MTA Filozéfiai Kutatéintézet.

[online: http://zeus.phil-inst.hu/recepcio/htm/4
/402_belso.htm]

5 Jakfalvi Magdolna: A nézés 6réme. Az avantgard
szinhazi paradigma. In Szegedy-Maszék Mihaly
szerk.: Atvilagitds. A magyar szinhaz eurdpai

elénk tarja. A torténelem soran a virtualis
test létrehozasa allt a kodzéppontban.
Eur6pdban ez a klasszikus balettben
figyelne6 meg: a produkciok olyan
szinpadi testet igyekeznek megmutatni,
amely legyzi a gravitaciét, és kivll all az
egyébként mindenkit ériit gravitacié
torvényén. Keleten a tanc a féldhoz
kotottséget jelzi. Mindkét helyen olyan
jaték- és nézéskonvenciokat tett magaéva a
tAnc, melyek a valos tedfttvald levalast

igazoljak. A jaték dltti  képzés
gyotrelmeinek titkolasa volt & Tél.
WAZ avantgard szinhaz

felszabaditotta a testet a jatékétel
gyoOtrés alol és a test gyotrésének a
folyamatéat a szinpadra tette.” (Jakfalvi, i.
m.) A néd immar nem passziv
befogadd, hanem a szenvedés részese. A
befogaddi azonosulas helyett az ért
kovetés 6romére 6sszpontosit, igy héz
€s szinész a imdlvezés és a imlkotas
paros pillanatait élheti meg (Jakfalvi, i.
m.). A néd percepcidja csak azdéeldas
végéig tart, de kognitiv munkaja,
melynek soran értékeli és érzékeli a
latottakat és a hallottakat, és ugy itéli
meg a szinhdzi &hdast, olyan erkolcsi
és esztétikai kritériumok hasznal r4,
amelyeket az élet mas dolgai kapcséan is
(Kékesi, i. m.), fugg a nézkulturalis és
szocidlis befogadoi attitljétsl. Erdekes
kérdés még a néik értelmezés és a
rendedi szandék kérdése. Fontos kérdés
tovabba az, amit a feministak vetettek fel:
»a Néd vagy néans kildnbodképpen lat-
e, érzékel-e”. A nézés dromekor ezenkivil
beszélhetiink a ,modrol, ahogy a test abban
a konkrét fizikai térben érzi magat”
(Jakfalvi, i. m.).

Sajnalatos, hogy a munka kevés

magyar szinh&zantropoldgiai és

kontextusban Recepci6 és kreativiths program.
MTA Filozéfiai Kutatéintézet.

[online:  http://zeus.phil-inst.hu/recepcio/htm/4
/406_belso.htm]
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szinhdztudomanyi vonatkozast tartalmaz,
pedig Kiss Gabriella A kockazat szinhaza.
El6adas a ,paradoxon kultdrajaban” ¢im
tanulmany&® példaul szépen érzékelteti a
finom elkllénuléseket az egyes iranyzatok
kozott, az Osszecsengéseket a
szinhaztorténet és a szinhazantropoldgia
esetében. Kékesi Kun ugyan felhivia a
figyelmet arrd’ hogy a kultirak
taldlkozadsanal az 0 torekvések atvétele
jellemz itt is, csakigy, mint mas eurdpai
orszagban. Kékesi felteszi tanulmanya
végén a  kérdést:  bir-e  olyan
jellegzetességekkel a magyar szinhaz,
amelyek lehéivé teszik a folytatast, és ha
igen, akkor milyen iranyba megy tovabb?

Azon a kérdésen is el lehet
tanédni, hogy az erdélyi magyar és romaniai
szinhazaknak milyen leldségeik vannak
ezen kivil? Tovabba, mikor tud(na)
megjelenni egy olyan tanulmany, amely ez
utobbi kérdésekkel is foglalkozik.

Egy masik kérdés, amely A
szinhazi kritika helyzete és valtozasai
kapcsaff vewdik fel bennem, fentebb
mar emlitést nyert, a médiahoz és mas
teriiletekhez vald kapcsoldédas 6hajanak

% Kiss Gabriella; A kockdzat szinhaza.

Eldadaselemzés a ,paradoxon kultarajaban”.
In  Szegedy-Maszak Mihaly (szerk.):
Atvilagitas. A magyar szinhaz eurdpai
kontextusban. Recepci6 és  kreativitas
program. MTA Filozéfiai Kutatdintézet

[online:  http://zeus.phil-inst.hu/recepcio/htm/4
/410_belso.htm ]

47 Kékesi Kun Arpad: Kitekintés—Attekintés.
Innovativ térekvések az eurdpai szinhdzban. In
Gajdd Tamas (szerk.Magyar szinhaztorténet
1920-1949. Magyar Konyvklub — Orszagos
Szinh&ztorténeti Mlzeum és Intézet, Budapest,
2005.[online:http://tbeck.beckground.hu/szinh
az/htm/02.htm]

8P, Milller Péter: Szinhéz és tarsadalom. A szinhazi
kritka helyzete és valtozasai. In Gajd6 Tamas
(szerk.): Magyar szinhaztorténet 1920-1949.
Magyar Konyvklub — Orszagos Szinhaztorténeti
Muzeum és Intézet, Budapest, 2005.

[online:http:/tbeck beckground.hu/szinhaz/htmiBa.h
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kifejezédésekor. Itt is utalnék ra: értékes
€s érdekes lenne egy &t a
szinhaztudomanyhoz kapcsolédd szinhazi
kritikussag kinevelése egyréékrilletve jo
lenne, ha a szinhazi kritkdak is a
szinhdzantropolégia  egyik kutatasi
tertletévé valnanak.

KORTESI GYOPAR TEKLA
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