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ea de-a treia si ultima zi de Festival Readings

a avut loc tot in prezenta celui care, pe toata

durata evenimentului, si-a asumat rolul de
moderator, dar in acelasi timp, a fost si unul dintre
cei care au incantat participantii cu propriile povesti,
din experientele profesionale: Hugo de Greef.

Dupad ce am avut ocazia de a cunoaste experientele
franceze alaturi de Bernard Faivre dArcier, ni
s-au Tmpadrtasit si cele britanice, de catre Nelson
Fernandez, iar in ultima zi, Hugo de Greef a povestit
despre experientele belgiene, dar nu s-a rezumat
doar la ele (la fel cum si ceilalti doi mari experti si-
au dezvdluit experiente minunate din diferite colturi
ale lumii).

Hugo de Greef a vorbit despre contextul anilor
1970 in Belgia, din punct de vedere al existentei
unor teatre de repertoriu clasic si a noii generatii
care venea cu elemente noi, de neacceptat la acea
vreme. Datoritd caracterului de inovatie in teatru si
a faptului cd noii artisti nu puteau lucra si nu aveau
cum sd se promoveze, Hugo de Greef a infiintat
o organizatie informald, iar pe urma un festival,
pentru a putea promova noua generatie de artisti
(printre care se numdra nume importante din
prezent). Pana in 1984, acesti artisti lucrau gratis,
deoarece veniturile lor se foloseau pentru realizarea
turneelor. Tntre timp, a apdrut ideea salvatoare
de ,coproductie”, iar odatd cu asta si investitiile,
motivarea si promovarea artistului.

in 1977, Hugo de Greef a creat primul festival
international avangardist, bianual si cu un program
foarte puternic. Interesant de mentionat este faptul
ca foarte multe festivaluri din scena alternativa
au luat nastere in aceeasi perioada. La un anumit
punct, dupa ce scopul de a promova artistii a fost
atins, festivalul s-a anulat, lucru care a reprezentat
o greseald, deoarece, desi erau cunoscuti, acestia

nu mai aveau contextul si spatiul de joc. Intr-un
final, datoritd acestei lipse a unui spatiu de joc,
a aparut Kaai Theatre, care, la acea vreme, era o
cladire nefolositd, construita in 1929. Guvernul
si proprietarul au acceptat sa o dea in folosintd
artistilor si, astfel, Hugo de Greef a ajuns directorul
general al Teatrului Kaai.

In continuare, printre raspunsurile la intrebarile
participantilor si istoricul evenimentelor din viata
sa, Hugo de Greef a povestit cu entuziasm despre
importanta coproductiilor si despre cum acesta
a promovat o companie de artisti din America,
organizandu-le turnee in vestul Europei, pe o durata
de sase ani. E important ca managerul sd ia o decizie
bund pentru artist, cdutand coproductii, deoarece
asta le ofera o experienta puternica si fi ajuta, nu
doar din punct de vedere al notorietdtii, cat si in
propria dezvoltare profesionala si personald. Pana
sa aiba propria cladire, Kaai Theatre a avut un succes
enorm in toatd lumea, mai putin in Bruxelles.

Ultima parte a intalnirii a fost dedicata dialogului,
prin intrebari adresate de cdtre participanti lui Hugo
de Greef, discutii legate de contextul festivalurilor
in diferite tari, atragerea sponsorilor si mentinerea
relatiei cu acestia, ,festivalizarea” societatii,
programul Capitale Culturale Europene, retele care
sprijind si promoveaza festivaluri din intreaga lume
si importanta acestora.

Au fost trei zile in care participanti de toate varstele
au avut ocazia si deosebita pldcere de a asculta si
purta dialoguri cu trei mari experti in domeniul
festivalurilor si al organizarii de evenimente, iar in
urma acestor intalniri, cu sigurantd constructive,
fiecare a plecat cu un bagaj de cunostinte care, in
viitor, va avea o greutate importantd, in luarea
deciziilor sau de ce nu, organizarea propriului
festival!

Acest eveniment
se desfasoara sub inaltul patronaj
al Reprezentantului Comisiei Europene
pentru Educatie, Culturd, Tineret
si Multilingvism
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BURSA DIALOGULUI: ,VERY SLOW SPEED

de fincurajare a dialogului, de rememorare

a anumitor momente din istoria FITS, dar si
de apreciere fatd de oportunitdtile create pentru
viitorul manifestarilor artistice, la un nivel superior.
Constantin Chiriac, Noel Witts, Nelson Fernandez
si Lavinia Alexe au invitat la comunicare deschisa si
activa pe toti cei prezenti, in maniere personale.

D eschiderea Bursei de Spectacole a fost un prilej

Dialogul, tema acestui festival, poate fi vazut mai
mult ca o dorintd, mai mult decat o realitate. in
viata de zi cu zi, in modul in care interactionam
formal sau informal, dialogul lipseste. De cele mai
multe ori, dorim sa ne impunem o opinie, decat sa o
dezbatem cu celalalt. Bursa de Spectacole de la Sibiu
este o platforma a dialogului, dedicata deschiderii,
comunicdrii, dezbaterii. Desi nu este perfect, dialogul
trebuie exersat, incercat, perfectionat. Nu trebuie
sa uitdm ca FITS este o structurd independenta, nu
depinde de nici o forma institutionalizata, de stat. lar
acest lucru se datoreaza in primul rand unei viziuni,
a unei consecvente in urmarirea idealului artistic.
Bursa este o parte a acestei viziuni, care sustine
independenta artei. Desi nu este un lucru nou,
aceastd ,piatd de desfacere a culturii”, are nevoie de
practica limbajului ,tranzactionarii”, al pietei. La fel
si institutiile, mai ales cele din Romania.

,Bursa este si un altfel de sistem de evaluare. La
Edinburgh sau Avignon, cele mai mari festivaluri din
Europa, ce exista de peste 65 de ani, evaluarea se
face prin prisma partii financiare. Uneori, aceastd
selectie si evaluare poate promova multe creatii
mai putin valoroase”, a declarat Constantin Chiriac,
director FITS. ,,Daca este sa vorbim despre teatrul
din Sibiu sau FITS, biletele se vand in totalitate,
mereu. Acest lucru se explicd prin ,investitia in
sufletul publicului”, in spectacole selectate, dedicate
acestuia. Investitia continua prin sprijinirea scolii
de teatru de la Sibiu, care va creste pe partea de
teatrologie si criticd teatrald, dar si pe management
si marketing cultural. Colaborarea cu alte scoli de
renume de teatru din alte tari si continente va ridica
nivelul, mereu”, a addugat Chiriac.

Limbajul pietei culturale trebuie prezentat si
politicienilor, mai ales la nivel european, pentru
o bugetare corectd a actului cultural. Cultura si
educatia culturala sunt principalele motoare de
dezvoltare a societdtii. Importanta economicd a
unui festival nu trebuie, nici ea, neglijatd. Tn anul
n care Festivalul de la Avignon nu a fost organizat,
economia locald a avut o scddere de 60%.

De aceea la Sibiu, bugetul local a alocat 12% culturii.
Cultura inseamnd, asadar vizibilitate, promovare,
dar si venituri financiare pentru comunitate. Bursa
provoaca la dialog continuu, in speranta unor noi
colaborari, noi solutii, noi proiecte.

Noel Witts a crezut in visul sibian inca din 1994, cand
a ajuns prima oara in Romania, trimis de BBC. Atunci
ainteles cd la Sibiu se vor intampla lucruri uimitoare,
iar in 2007 orasul a devenit Capitalda Europeana a
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Culturii. ,,Daca esti un profesionist al artei, trebuie
sa fii acum, aici: nu exista un loc mai bun in toata
Europa, pentru a invata teatru, muzicd, dans sau
management cultural”, a declarat Witts.

Bursa este o piatd, dar este mai mult decat ,buy and
sale”. Este si agora. Dincolo de relatiile economice,
exista mereu relatii umane. Dialogul, comunicarea
reald, trebuie sa existe. Artistii trebuie ascultati, nu
doar contractati.

Nelson Fernandez considerd ca aceste interactiuni de
la bursa trebuie sa fie ca un fel de ,very slow speed
dating”. Trebuie sa fii sensibil la realitatile celuilalt si
este important sa cunosti si cultura tranzactionald a
anumitor artisti, specificul lor national. Anul acesta,
la bursa, sunt reprezentanti din Iran, Coreea si Noua
Zeelanda, de exemplu. Bursa de spectacole este
deschisd pana in 15 iunie 2013, la sala Aida, Hotel
Ibis.

ALTE EVENIMENTE DIN CADRUL BURSEL:
Focus 2013 - FESTIVAL READINGS

Atelierul reprezintd o introducere intensiva in
managementul unui festival din perspectiva
artistica: motivatia artistica a celui care creeazd,
mediul experientei artistice deschis inovatiei si
experienta unica oferita publicului. Atelierul este
initiat si condus de Hugo de Greef. Intélnirile Festival
Readings au avut loc la Centrul Habitus din Piata
Micad din Sibiu, in perioada 11 — 13 iunie, de la
ora 15:00, iar intrarea la eveniment a fost posibila
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exclusiv pentru tinerii manageri inscrisi la Bursa de
Spectacole de la Sibiu.

Focus 2013 - CULTURAL CONVERSATIONS

Seria  interviurilor cu invitatii  Festivalului
International de Teatru de la Sibiu a continuat si
acest an, sub semnul unui dialog sincer si deschis, in
perioada Bursei de Spectacole de la Sibiu. Interviurile
realizate de prof. Noel Witts si publicate cu sprijinul
Departamentului de Arta Teatrald al Universitatii
,Lucian Blaga” Sibiu au ca scop oglindirea , pozitiei
unice ocupate de Festivalul International de la
Sibiu in Europa, prezentand o varietate de artisti
— unii foarte cunoscuti si consacrati, altii care sunt
la inceputul carierei, devenind astfel, de-a lungul
anilor, o platformd importanta pentru noi evolutii”
(prof. Noel Witts).
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. [™ English version

O NOUA INTALNIRE,

O NOUA DESCOPERIRE.
A DOUA /I DE
FESTIVAL READINGS

3 © FITS Dragos Dumitru

PaN
n dupa-amiaza zilei in care Bursa de Spectacole

a avut deschiderea oficiald, participantii de la

Festival Readings s-au intélnit pentru cea de-a
doua sesiune de discutii, moderate de Hugo de
Greef. De data aceasta, povestitorul a fost Nelson
Fernandez, producdtor si trainer in managementul
de artd, cu o vastd experienta dobandita de-a lungul
timpului, datoritd calatoriilor sale prin fintreaga
lume.

Originar din Cuba, Nelson Fernandez a fost pasionat
de muzica si dans inca din copildrie. Provine dintr-o
familie in care tatal a fost doctor, iar toti ceilalti
membri au avut meserii in domeniul stiintelor
exacte. El a fost exceptia din familie, artistul care
a ales calea dansului. Desigur, acest drum a fost
inceput de tandrul artist, ,alergic la medicind”, in
secret, pentru a nu-si supara familia datoritd deciziei
deja luate cu privire la viitorul sdu. Intr-un final,
si-a demascat profesia, familia i-a acceptat decizia,
iar in urmatorii 21 de ani, a dansat in cadrul celor
mai mari companii de dans si a calatorit prin toata
lumea. Pe urma s-a decis sa renunte la dans, fnainte
de a renunta dansul la el si a devenit producdtor si
programator de evenimente artistice. O experienta
personald, o intdlnire cu o persoana deosebita, i-a
starnit o adevdratd fascinatie pentru festivaluri si,
astfel, a ajuns sa participe si sa se implice in foarte
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multe astfel de evenimente, lucrdnd cu directori
ai Festivalului de la Edinburgh si ajungand sa aiba
propria companie.

In urméitoarea parte a intalnirii, s-a discutat
despre Festivalul de la Edinburgh, realizindu-se
comparatii cu cel de la Avignon, pe baza discutiilor
din ziua precedentd, cu Bernard Faivre d’Arcier. Spre
deosebire de Festivalul de la Avignon, care renaste
de la an la an si are ca scop reinnoirea artei, punand
accentul pe creatie, cel de la Edinburgh se bazeaza
pe lucruri concrete, pe siguranta ca produsul oferit
este unul de calitate, iar publicul stie asta si va
aprecia. Discutiile s-au dezvoltat, iar in momentul
in care s-au comparat cele trei mari festivaluri ale
artelor spectacolului din lume (Avignon, Edinbugh
si Sibiu), desi toate au aspecte comune, concluzia a
fost cd fiecare e diferit, iar diferenta o face inspiratia.
Fiecare creator de festival, creeaza din inspiratie,
isi transpune propria viziune in festival, lucru care
confera unicitate fiecarui eveniment.

Nu exista o retetd prestabilita pentru a crea un
festival. Fiecare festival se naste intr-un moment-
cheie si un context anume, iar legat de cele trei mari
festivaluri mentionate mai sus, ceea ce la face cu
adevarat interesante, pe langa toate calitdtile lor,
este diversitatea.

Doriana Taut

Un maestru al mastilor
isi dezvaluie secretele:

Erhard
Stiefel

A

iy

asca are o viatd a ei insdsi, iar omenirea
IVIa cdutat mereu sa o intrebuinteze in

toate activitatile sacre prin care ea putea
juca rolul de pasaport intre lumea cereasca si
cea pamanteascd. Daca la inceputuri, mascatii nu
trebuiau sd fie recunoscuti de zei pentru a nu fi
pedepsiti pentru pacatele lor, mai tarziu, masca
capatd un statut al ei, ajungdnd, la unele triburi
din Noua Guinee, sd aiba propria ei camera si sa fie
adorata asemeni zeitatii pe care o reprezenta.

Este fascinantd aceastd lume in care obiectul
cioplit devine o entitate dominatoare, iar de la
ritual la teatru nu este decat un pas. Erhard Stiefel
ne vorbeste despre descoperirile sale in raport cu
mastile pe care le perfectioneaza deja, de atatia ani.
A facut cunostintd pentru prima oard cu acest obiect
ciudat la Carnavalul de la Bale, cand inca era copil.

Dupd ce a absolvit institutul Beaux-Arts, a avut
marea sansa sa munceasca la scoala lui Jacques
Lecoq, unde a vazut mastile lui Amleto Sartori. Dar,
mai mult decét orice, calatoria in Japonia a fost cea
care a declansat fascinatia pentru masca. Primele
sale tentative de commedia dell’arte nu erau
intotdeauna reusite, iar uneori, din zece creatii, doar
doua ajungeau sa fie folosite pe scena. Acest lucru
il intriga, dar il si ambitiona, deopotriva. Mult mai
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tarziu, a avut revelatia faptului ca aceste creatii teatral-plastice sunt unice, in felul lor.

Singularitatea le este data de actorul care le poarta, deoarece acesta are o anumita
conformatie a fetei, pentru care trebuie construitd masca, dar si de sculptorul care
o realizeaza si a cdrui semnatura ramane incrustatd n interiorul mastii, prin urmele
lasate de instrumentul folosit pentru a sculpta.

Obiect universal, enigmatic, nu trebuie nici o clipa sa ascunda actorul. Ea prezinta
un portret imaginat de artist sau impus de regizor, insa felul in care portretul prinde
viatd este dat de actor, iar daca masca lucreaza impotriva sa, procesul de creatie
poate fi franat. Jocul cu masca a fost teoretizat in ultimii ani si grupat in teorii diverse,
nsa Tn opinia lui Stiefel, forma cea mai apropiata de adevar si naturalete se regaseste
n vechile genuri de teatru japonez: no si kyogen.

Actorul de no repeta fara sa poarte masca pe figurd, iar atunci cand, inainte de
intrarea in scend, urmeaza sa si-o aseze pe fata, el are o relatie speciala cu aceasta,
credndu-se un punct de legdtura foarte puternic intre eu-ul sau creator si personajul
pe care urmeaza sa il inzestreze cu talent.

Sa porti o0 masca este ca si cum ai spune o rugdciune, iar seriozitatea creatiei
trebuie sa fie prezenta in ambele parti ale baricadei: si cea a creatorului, dar si cea
a purtatorului, numai atunci, ea va reusi sa isi indeplineasca menirea, dand nastere
unor forme vii.

Masca este mai puternica decat actorul si fi antreneaza acestuia toatd mdiestria,
tocmai de aceea, in relatia actor-mascd nu este loc de teama, ci numai de respect,
incredere si apreciere, cele trei ingrediente care pot face ca fauritorul de masti sa
zambeascd multumit.
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O NOAPTE , TAIFUNOASA”

B oOFITS Sebasthn Marg

poveste japonezd este un spectacol premiera

nationald, singurul spectacol regizat la noi de

un japonez, dupa o piesa scrisa de unul dintre
cei mai cunoscuti scriitori de teatru nd, Monzaemon.
Publicul a mirosit schimbarea de registru teatral si a
umplut pana la refuz sala Teatrului National Radu
Stanca Sibiu, pentru a fi martorul crimei japoneze in
straie romanesti.

n Japonia, teatrul traditional se numeste nd (la
care se va adauga mai tarziu, din necesitatea
reformarii, kabuki). N6 se traduce prin iscusinta,
talent, mestesug. Tn aceste spectacole, existd doud
personaje, denumite shite si waki. Primul este omul
din partea locului, care se va incarna in a doua
parte a spectacolului intr-un spirit, tocmai pentru
a spune povestea regiunii in care locuieste; waki
este caldtorul, de obicei peregrin, care prilejuieste
povestirea. Observam, si in spectacolul Nationalului
de la Sibiu, o astfel de impdrtire, pe roluri povestitor /
calator. O domnita cu parul lung, impletit se aude din
departare psalmodiind o melodie, care, la primele
acorduri, pare o voce autenticd romaneascd. Un
calator intra; femeia ii propune sd asculte o poveste,
cei doi ies, se aude un cantec asiatic pe fundal,
statuile care impanzisera scena pand atunci prind
viatd, hranite parca din muzica. ,Povestea asasinarii
unei femei in infernul de ulei a inceput”.

Ceea ce face ca spectacolul sa fie gustat, este tocmai
aceasta adaptare a textului la spatiul romanesc, cu
tot ceea ce semnifica el: idei, mentalitdti, necesitati.
Povestea japoneza se transforma fintr-o cronica a
unui asasinat european. Aproape toate personajele
fac parte din breasla negustorilor de ulei, sunt micii
comercianti, care se zbat si-si vanda produsele. in
acest mediu de schimburi comerciale, adauga sarea
si piperul o prostituatd — pardon! o curtezana si un
tanar fiu ratacitor cu rabufniri de Don Juan. De aici,
dezmatul. Acest tandr Yohei, fiul adoptiv al unui
negustor de ulei, trdieste cheltuind banii tatdlui pe la
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casele de placeri, fiind indragostit de preafrumoasa
curtezana. Tatal si mama incearcd, fara succes, sa-I
determine sa-si schimbe modul de viata. Totul se
precipitda o datd cu interventia in actiune a unei
bune femei, sotia unui alt negustor de ulei, Tokubei,
care se ingrijeste de binele lui Yohei si ii vorbeste in
speranta ca acesta se va indupleca. Yohei este surd
la orice rugaminte, mai mult, ucide sotia lui Tokubei
si fi fura bani pentru a-si plati o datorie. Gestul sau
capatd pentru el dimensiunea respectdrii onoarei pe
care acesta o datora tatdlui sau.

Aceasta ar fi expunerea firului principal al actiunii.
Daca fintampldrile se pot transcrie in spatiul
romanesc, mijloacele de expresie sunt de-a
dreptul japoneze: jocul actorilor se caracterizeaza
prin autocontrol, printr-o disciplind interioard si
a corpului, vizibile prin miscdrile rigide, calculate,
pe care le efectueaza de-a lungul a doua ore de
spectacol. Regdsim o semantica precisa a gesturilor
care par sa derive din starea interioara a actorului,
astfel gesturile si dansul rigid nu doar insotesc
replicile, ci implinesc intr-un mod sublim cuvintele
rostite, derivand din interiorul actorului. Aceasta
tehnica este cu precdadere de origine japoneza.
Actorul european a devenit virtuoz.

Scenografia infatiseaza spatiul unei catedrale, caci
din spectacol nu vor lipsi referirile traditionale la
spirite sau la temple unde negustori si samurai vor
sa ajungd. Totul este invaluit in ceatd, costumele
actorilor sunt acoperite de bruma, fata le este alba.
Muzica lui Vasile Sirli— melodii decupate parca dintr-
un vechi ritual asiatic — desavarseste spectacolul,
punctand momentele-cheie si pe cele respiro ale
actiunii.

O poveste japonezd este un spectacol ,,must see” in
grila de spectacole contemporane, mai noi sau mai
vechi, care merita vazut, daca nu pentru noutatea
genului, atunci pentru jocul actoricesc impecabil.
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Excelenta in cultura

JT1 este partener si sustindtor al marilor eveniments
si institutii culturale peste tot in lume.

La JTI lucreazd 25.000 de cameni, reprezentand
90 de nationalititi si culturi diverse, cu un
potential creativ exceptional. iti.com
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Sa nu te duci cu prejudecdti la un spectacol”...

Sfat regizoral primit de curand. OK, zic in

sinea mea. Dar e Romeo si Julieta! Cum ar
putea cineva sd nu aibad prejudecati cand e vorba
de Romeo si Julieta? Doar este cea mai cunoscuta
poveste de iubire. Si, cand e vorba de iubire, cu totii
ne credem experti. Ca parintele Lorenzo, umblam
cu plantele tdmaduitoare in galeatd, in cdutarea
leacului perfect.

Sub aspectul constructiei personajelor, montarea
lui Bogdan Saratean este perfect viabila. Romeo si
Julieta este, intr-adevar, o poveste. Nici o tragedie,
dar nici o parodie. O simpla poveste de iubire, care
se naste pentru a muri. Ca o efemerida. Planta
nepotrivita la momentul nepotrivit. Calugarul
Lorenzo sleampata, cantd si imparte plante pentru
vise si alte amagiri. Are leacuri pentru fiecare
afectiune in dragoste. Cate o plantd pentru fiecare
iubire. Cand termini de mestecat una, incepi alta.
Doica se comporta ca o catea in calduri, mama
Capulet trage pe nas cocaind, Paris este imbracat ca
un dandy tocilar, iar Romeo este tanar, nelinistit si
suspind, cu o moaca de catel plouat.

Atentia la detalii este vizibild, scena de inceput
fiind frumos construitd, cu actorii care ajung sa se
bata pe rolurile din piesa, aluzie la ura dintre cele
doua familii; urd care trece dincolo de personaj si se
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manifesta prin competitia actorilor pentru a obtine
rolul cel mai ofertant.

Cel mai mult imi place la Shakespeare dezinvoltura
cu care vorbeste despre tragic sau despre maret.
Discursul lui despre iubire este cinic si sincer, in
acelasi timp. Dragostea este pe atat de intersanjabild
si superficiald, pe atat de profunda. Romeo nu s-ar fi
indragostit de Julieta daca Rosalina n-ar fi facut pe
mironosita ,hard to get”. Romeo plange ca un motan
in calduri dupa Rosalina, care, pentru ca il refuza,
incepe sa miorldie la alte porti, unde o gaseste pe
Julieta. Este un amestec foarte fin de comic si de
tragic in piesa, iar regizorul infatiseaza foarte bine
asta n spectacolul sdu. Este o pendulare constantd
intre emotie si ,misto”, intre poezie si aciditate,
intre cantec si replica. Un alt lucru de remarcat
este creerea unui univers de poveste in lipsa unei
scenografii, folosindu-se doar de lumini si sunet si
vreo doua-trei obiecte de recuzita, printre care o
galeata de plastic si masa. Atat.

Nu stiu ce sd spun in incheiere decét... nebun, poet
si indrdgostit... a fost Shakespeare asta. Si observ
cd, n ciuda plantelor tamaduitoare, nu existd leac
pentru asta. Si cd se tot transmite mai departe
nebunia si Tndragosteala. latd un motiv bun sa
inventezi emailul...

INTACT

MEDIA GROUP

SUSTINEM VALORILE ROMANESTI

CUronews

QW

doar HITURI!

AIRFRANCE J %)
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Lucia Bucurenciu

ORB DE MINA
DE SZEKELY CSABA

Evenimentul teatrofonic de joi, 13 iunie, s-a derulat
n termenii hilari ai exorcizarii visului de autonomie
maghiara n spatiul pur, autentic si legitim romanesc.
Dramaturgul Székely Csaba a transpus pe hartie
grimase nationaliste, obtinand un portret ridat cu
multd complexitate de conflicte interetnice, fraude,
vicii si ipocrizii religioase.

Piesa Orb de mind, ca parte integrantd a trilogiei
Tinutul minier, cuprinde aspectele luptei pentru
putere in mediul rural. Ince, un bdrbat trecut de 50
de ani, fost miner, este amenintat sa-si piarda functia
de primar, motiv pentru care solicita ajutorul unui
politist. Investigand, autoritatea publica descopera
istoria unei populatii animalizate, unde crimele
au efect de painkiller asupra oamenilor consumati
de vicii si ambitii rudimentare. Bestiarul lui Csaba
invoca personaje ce amintesc de emisfera diforma
a familiei Thénardier, doar ca sunt mai avansate din
perspectiva manifestarilor atavice.

Violenta este prezenta si in ograda infectd unde Ince
teoretizeaza, printre maraieli si duhori alcoolice,
iubirea tampa si primitiva fatd de o fiicd ce nu da
semne sa mai termine facultatea si are mereu
nevoie de bani.

Caricaturile umane se perinda in rama bogata a
continutului tematic; fiecare se preteaza la nivelul
unei minutioase analize psihologice, dar acest efort
ar presupune o exploatare spatiald deja limitata.

@ © FITS Dragos Dumitru

In schimb, ce atrage atentia la acest text este

modalitatea lui de expresie. Da, este capabil sa
smulga florile raului din solul literaturii universale.
Da, putem observa o altd reprezentare puternica
a mizeriei umane - tema ofertantd pentru un
scriitor, caci e izvor nesecat de inspiratie pentru
orice minte activd si preocupata de parametrii

lumii Tn care traieste. Dar... comicul se faramiteaza
in toate notele posibile, compunand o fascinanta
antologie umoristica! Tnjurdturi dintre cele mai
fanteziste, incapacitatea de a pricepe englezismele
ce infecteaza limba maternd, politistul care creeaza
un sir de confuzii prin amestecul limbii romane cu
maghiara; repetitiile obsesive, sadice: ,,0 sa-ti racaie
creierul dla cretin din craniu cu un cui ruginit” este
un exemplu de sintagma ce anuntd opozitia politica,
mesching, a lui Ince. latd suprastructura politica de
la sat!

Oana Stoica, criticul prezent la spectacolul lecturd,
a insistat asupra importantei pe care opera
autorului dramatic o propaga la nivel international.
Székely Csaba nu este un artist obscur, el a obtinut
numeroase premii pentru activitatea teatrald,
distingandu-se ca o reald ,descoperire dramaturgica
a ultimilor 20 de ani in Romania”.

Totodatd, Alina Nelega a admirat la Orb de
mind ,onestitatea care provoacd animozitati de
ambele parti”: sunt dezbatute conflicte reale, iar
transpunerea mai multor unghiuri ale extremismului
national, cand maghiar, cand romanesc, se face
impartial, fard a cultiva vreo preferinta anume.
Umorul nu este privit cu suspiciune, ca parte
anacronicd a debitului contextual; intr-un mediu
denaturat, ,rasul e unicul catharsis”, sustine Alina
Nelega, vehiculdnd un demers igienic al atmosferei
care s-a instalat si Tn parametrii librdriei Humanitas.
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1 ‘L':LL NSPORT INTERNATIO
——

I' o)
e ———

NAUDEpERsOnANE

www.-tlnnlb.rn

Anul XX/ nr.9/ 15 iunie 2013



aplauze

Ana Maria Bandean

SEZON
RUSESC LA
FITS 2013

@ © FITS Paul Baila

esi, anul acesta, tara invitatd de onoare a

Festivalului International de Teatru de la Sibiu

este Franta, Rusia si-a adus si ea artileria grea:
tineri actori rusi in dialog cu vechea generatie de
actori rusi de la Moscova si St. Petersburg.

Dupa ce am vizionat, intr-una din zilele trecute,
spectacolul /luzii, al celui mai premiat dramaturg
si regizor rus al momentului, Ilvan Viripaeyv, la
Sala Studio a Teatrului National din Sibiu, seria de
spectacole rusesti a continuat cu o portie de teatru
cehovian, anume cu spectacolul Trei Surori, in regia
lui Lev Erenburg, al Companiei Nebolshoi Drama
Theatre, St. Petersburg, pe data de 11 iunie (pe scena
Teatrului National din Sibiu), iar pe 12 iunie cu piesa
Nunta, in regia lui Vladimir Pankov, o co-productie
a Chekhov International Theatre Festival, The
National Academic Janka Kupala Theatre Minsk si
International Confederation of Theatre Associations
(la Casa de Cultura a Sindicatelor din Sibiu).

Parte din pregdtirea mea ca si actor a constituit-o
un modul de actorie efectuat la Moscova in iarna
care tocmai s-a incheiat. Am avut, asadar, ocazia

@ © FITS Sebastian Marcovici

sa imi fac o idee mult mai concreta despre ceea ce
inseamna teatrul rusesc si, totodata, sa constientizez
cultul pe care aceastd tara minunata il are pentru
teatru. Nu degeaba, cativa dintre cei mai influenti
practicieni ai artei actorului, care au marcat secolul
XX s-au ndscut aici (Stanislavski, Michael Cehov sau
Meyerhold). Sezonul rusesc de la FITS de anul acesta
nu poate decat sa-mi confirme miracolul producerii
unui astfel de festival la noi in tard si cat de norocosi
sunt artistii romani ca pot accesa atat de usor un
astfel de eveniment.

¢ UniCredit Tiriac Bank

Daca in Trei Surori, al companiei de la St. Petersburg,
mi-a fost mai usor sa depistez elementele teatrului
lui Cehov - celebra pauza cehoviana (care, in mod
necesar, trebuie umpluta cu ceva care are menirea
sa ridice momentul la rang de eveniment fin
desfasurarea actiunii), lentoarea apdsatoare cu care
se scurge timpul, precum si altele la fel de relevante,
nu pot sa spun cd acelasi lucru l-am resimtit si in
cazul Nuntii lui Vladimir Pankov. Si asta, fie pentru
ca spectacolul este, de fapt, o abordare moderna
a piesei lui Cehov, in care care textul se imbind cu
muzica, ritmata sau mai lentd, fie pentru ca Trei
Surori, al lui Lev Erenburg, este montat in maniera
traditionalistd, ceea ce, cum spuneam, nu e si cazul
Nuntii. Pe de alta parte, muzica este, ,avant toute
chose”, cea care face trecerea la stadiul de vis,
unde actiunea se desfasoara in slow-motion, ceea
ce poate sa sugereze, pe de altd parte, elementul
cehovian al perceperii intrinseci a timpului.

Vizionand Nunta, montatad de Pankov, mi-am amintit
de un spectacol de operetd pe care |l-am vazut la
Moscova iniarna, intitulat Mister X, in care elemente
din commedia dell’arte se imbinau perfect cu balet,
dans de cabaret si muzica, pe toata desfasurarea
lui. La fel si aici, abordarea moderna a textului lui
Cehov se face printr-un sincretism perfect al jocului
actorilor cu momente muzicale si dans.

Actiunea se deruleaza, de altfel, linear, intr-un spatiu
al viselor, iluziilor si al grotescului. Mirele pare si aici
desprins din commedia dell’arte, nuntasii se misca
intr-un spectacol vizual constructivist, atunci cand
danseaza, sau in momentul schimbarii obiectelor
de decor, dintr-un spatiu al desfasurarii actiunii
intr-altul. Se trece asadar, de la spatiul in care
se fac repetitiile pentru nuntd, la nunta propriu-
zisa, care are loc, la un moment dat, pe un vas de
croaziera. Toate aceste treceri dintre spatii se fac
cu o energie aproape ametitoare, evidentiindu-se
profesionalismul si versatilitatea actorilor rusi.

Este important de stiut ca Vladimir Pankov a
studiat la Academia Ruseasca de Arte Dramatice
si s-a profesionalizat in muzica clasica si jazz, fiind
considerat fondatorul genului teatral sound-drama.

L
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Staropramen.
Spiritul orasului Praga.

Un gust deosebit se savureaza cu masura.
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A | Oana Bogzaru

DIVERTISMENT

SI PARODIE

@ © FITS Mihaela Marin

pectacolul Si ratatii strélucesc e un colaj de

,momentele”, majoritatea sub forma unor

parodii. Daca celelalte spectacole de dans din
cadrul festivalului se bazau pe abstractizare si pe o
tehnicd a miscarii dusa pana la perfectiune, de data
aceasta, dansul exemplifica situatii concrete din
viatd, ironizeaza si se zbate undeva la granita dintre
serios si gluma. Total atipic si surprinzator, pentru un
spectacol de dans.

Privit per ansamblu, este foarte greu sa intelegi ce
au vrut, de fapt, sa realizeze cei trei coregrafi - Tom
Rychetsky, Viktor Konvalinka si Tomas Cervinka.
Viziunea regizorala a lui Tom Rychetsky sta tot la
fel, sub semnul intrebarii. Spectacolul incepe cu un
moment comic, aparitia lui Superman, in costumul
sau specific si un dans putin extraterestru (?) realizat
cu niste lanterne verzi.

Tot timpul m-am intrebat daca personajul Superman
se justifica si implineste un anumit rol si sens in
economia acestui spectacol. Evident, domnitele
si domnii s-au amuzat si prin acesta se realiza un
contrapunct.

Dupa ce se dezvolta un moment dramatic, in care
relatiile dintre dansatori prindeau contur siincepeau
sa conceptualizeze ceva, brusc, acest Superman
aparut de nicdieri, pdrea sa ironizeze acea clipa
tragica rezolvatd de un erou ca in desenele animate
din copildrie. Problemele de cuplu si, in general,

problemele de ordin interior, nu se rezolva singure
si, cu atdt mai putin, cu ajutorul unui Superman
neindemanatic care mparte flori doamnelor din
public.

Momentul cel mai artistic si emotionant din
intregul spectacol este realizat de un dans in cuplu.
Miscdrile celor doi sunt surprinse de un fotograf care
proiecteaza live pozele printr-un video-proiector.
Acest dans pare sa fie rupt de tot restul spectacolului,
e emotionant si melodramatic, realizat prin estetica
non-culorilor alb si negru. Relatia dintre cei doi
dansatori este de apropiere si departare, de iubire si
respingere, de uitare si regasire. Momentul pare din
cu totul alt registru si cred ca este piesa de rezistenta
in acest colaj, care se vrea si parodie si drama.
Spectacolul de acum incolo va continua intr-o nota
ironica la adresa iubirii, razboiului si chiar dansului.
Doi barbati se bat pentru o papusa gonflabild si nu,
nu o iubesc precum Ryan Gosling in fimul Lars and
the Real Girl.

Momentul pare sa fie o satira la adresa iubirii,
superficialitatii si a calitatii sale de a orbi omul, sau
la adresa unor femei care traiesc ca niste Barbie, pe
principiul life in plastic it’s fantastic? Dar poate si la
adresa bdrbatilor care sunt cuceriti si definitiv vrajiti
de aceastd fatada ca de plastic... Imediat, trecem
la partea de razboi si pace sustinut de un scurt
moment de canto a unui cantecel traditional ceh.
Desi speram sa se desfasoare intr-o nota de o ironie

[ © FITS Sebastian Marcovici

@ © FITS Paul Baila

fing, ca in Forrest Gump, nu a fost asa, iar dansatorii
se presupune ca au murit din cauza unor obuze ce
faceau parte din scenografie. Cel din urma moment
parodiazd dansurile irlandeze, in frunte cu Michael
Flatley. Totusi, este o ironie de dragul spectacularului
si comicului, caci dansurile irlandeze nu dduneaza
societatii.

Si ratatii stralucesc ofera de toate si are forma mai
mult a unui spectacol de divertisment. in caietul
program, acesta este descris ca un gheizer de idei
minunate, artd poetica, desi abunda in ironie si
putina poezie. Ironie pe care, de altfel, unii o gusta si
altii nu, dar este o vorbd care a innebunit teoreticienii
esteticii si anume: ,gusturile nu se discuta”.

@ © FITS Mihaela Marin
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A NEW MEETING, A NEW DISCOVERY:
FESTIVAL READINGS - DAY 2

n the day the performing arts open market
Ohad its official opening, the participants in

the Festival Readings met for the second
session of discussions, moderated by Hugo de Greef.
This time, the storyteller was Nelson Fernandez,
producer and art management trainer, with a vast
experience accumulated over the years, due to his
travels around the world.

Bornin Cuba, Nelson Fernandez has been passionate
about dance and music since childhood. In his
family, his father was a doctor, and all the other
members pursued careers in the exact sciences. He
was the exception in his family, the artist choosing
to embark on a career as a dancer. As expected, he
started out on this career in secret, lest the young
artist, who was "alergic to Medicine,” should upset
his family by what he had already decided about
his future. Eventually he let them know what his
profession was, his family accepted his decision, and
for the next 21 years, he danced for the best dance
companies and traveled the world.

Then he decided to give up dancing, before dancing
would give up on him and became a producer
and organizer of an artistic events. A personal
experience, an encounter with a very special
person, aroused within him a genuine fascination
with festivals, and that is how he came to take part
and involve himself in many cultural events, working
with the directors of the Edinburgh Festival and
founding his own company.

In the following stage of the meeting, there were
discussions about the Edinburgh Festival and
parallels with the Avignon festival were drawn,
continuing the previous day’s discussions with
Bernard Faivre d’Arcier. Unlike the Avignon Festival,
which is reborn year after year, and aims at reviving
art, with an emphasis on creation, the Edinburgh
Festival relies on the certainty that the product it
offers is of the highest quality, and the public knows
and will always appreciate this. The discussions
developed and when the three biggest festivals of
the performing arts (Avignon, Edinburgh and Sibiu)
were compared, the conclusion was that even
though they all have common features, each and
every one of them is different, and the difference

lies in the inspiration behind each festival. Every Va asteptam in Piata Mare,
festival creator makes something out of inspiration, |-:':'| néa Fﬂlﬂh.ll BfULB I'Il'hﬂl

imprints his own vision on the festival, which makes

every event unique. Tel 0372775822

There is no universal recipe for creating a festival. www.lucossupersandwich.ro
Each festival is born at a particular time and in

a certain context, and what makes the above-

mentioned festivals really interesting, apart from all

other qualities, is diversity.
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Alina Alexa

THE OPEN
MARKET OF
DIALOGUE:

"VERY
SLOW
SPEED
DATING”

he opening of the performing arts open
Tmarket was an opportunity to encourage

dialogue, to remember important moments
in the history of SITF, but also to appreciate the
opportunities created for the future development of
artistic events. Each in his/her own distinct manner,
Constantin Chiriac, Noel Witts, Nelson Fernandez
and Lavinia Alexe invited all the participants to
participate openly and actively in the discussions.

Dialogue, the theme of this year’s edition of the
festival, can be interpreted as desire, rather than
reality. In our daily life, in the way we interact
with other people, whether formally or informally,
dialogue is missing. More often than not, we want
to impose our opinion, rather than discuss it with
another. The Sibiu Performing Arts Open Market
is a platform for dialogue, devoted to openness,
communication, and debate. Although not perfect,
dialogue should be rehearsed, practiced, improved.
We should not forget that SITF is an independent
structure that does not depend on any state
institution. This is mainly due to a vision, and to a
constant perseverance in following an artistic ideal.
The open market is part of this vision supporting the
independence of art. Although not new, this “cultural
market” needs more practice in the language of
“trade,” of supply and demand. The same goes for
institutions, especially Romanian ones.

“The open market also represents another
evaluation system. At Edinburgh or Avignon, the
largest festivals in Europe, which have existed for
over 65 years, evaluation is carried out in terms of
financial aspects. Sometimes, such a selection and
evaluation may promote less valuable creations,”
the Director of SITF, Mr. Constantin Chiriac, argued.
“If we are to talk about the theatre from Sibiu
or about SITF, tickets always sell out. This can be
explained by the fact that we “invest in the public’s
soul,” in the selected shows, all of them dedicated
to the public. To this investment we might add the

3 Translated by Georgiana Ardelean
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constant support we give to the school of drama in
Sibiu, which will develop more in the field of theatre
studies and criticism, but also in the field of cultural
management and marketing. Its collaboration with
renowned schools of theatre from other countries
and continents will constantly raise the level”, Mr.
Chiriac added.

The language of the cultural market should also be
presented to politicians, especially at the European
level, for a correct budgeting of the cultural sector.
Culture, cultural education is the engine that propels
the development of society. Thus, the economic
importance of a festival should not be neglected.
In the year when the Avignon Festival did not take
place, local economy registered a drop of 60%.
This is why in Sibiu the local budget invests 12% in
culture. Hence, culture means visibility, promotion,
but also financial profits for the community. The
open market constantly encourages dialogue in the
hope of establishing new collaborations, of finding
new solutions, of setting up new projects.

Noel Witts believed in Sibiu ever since he came
to Romania for the first time in 1994, sent by the
BBC. It was then that he realized great things were
about to happen here, and in 2007 the town became
European Capital of Culture. “If you are an art
professional, you should be here, now: there is no
better place in Europe to learn about theatre, music,
dance or cultural management,” Witts declared.

The open market is a sort of market, but more
than the usual “buy and sale”. It is also an agora.
Beyond economic interests, there are human
relations. Dialogue, real communication should
always be part of it. Artists should be listened to,
not just contracted. Nelson Fernandez thinks that
these interactions should take place as some sort
of “very slow speed dating.” One should be able
to understand the other’s realities and it is also
important to be familiar with the transactional
culture of certain artists, their national specificity.
For example, this year, some of the guests present

B © FITS Mihaela Marin

at the open market came from Iran, Korea, and New
Zeeland. The open market is open until June 15%, in
the Aida room at Hotel Ibis.

OTHER EVENTS WITHIN THE OPEN MARKET:
Focus 2013- FESTIVAL READINGS

The workshop represents an intensive introduction
to the management of a festival from an artistic
perspective: the artistic motivation of the creator,
the environment of the artistic experience which
is open to innovation and the unique experience
offered to the public. The workshop was initiated
and conducted by Hugo the Greef. The meetings
took place at The Habitus Centre in the Little
Square of Sibiu, between June 11-13, from 3pm,
and the participants were young managers who
had registered for the Sibiu Performing Arts Open
Market.

Focus 2013- CULTURAL CONVERSATIONS

The series of interviews with the guests of the
Sibiu International Theatre Festival continued this
year under the sign of a sincere and open dialogue
during the Sibiu Performing Arts Open Market.
The main purpose of these interviews, taken by
professor Noel Witts and published with the support
of the Department of Drama and Theatre Studies at
“Lucian Blaga” University of Sibiu, is to show “the
unique position occupied by the Sibiu International
Theatre Festival in Europe, by presenting a variety of
artists — some of them already well-known, others
at the beginning of their careers, having become,
over the years, an important platform for new
developments.” (Prof. Noel Witts).

Yuki Sakamoto

THE

CHALLENGE:
“A JAPANESE

STORY”

he fusion of Japanese culture and
TRomanian theater  brought an
astonishing  evening  before the
audience at Radu Stanca. The director
Masahiro Yasuda made his directorial debut

on the Romanian stage with this theatrical
performance, “A Japanese Story”.

In a dark fortress church a man wanders in
and meets a woman. The woman begins to
tell an old story what happened in the church
a long time ago. The story takes place in
Osaka, Japan. Yohei, the stepson of Tokubei,
an oil seller, is a prodigal son. A spoiled child,
now a grown-up man, he takes money from
his modest father and squanders it with the
prostitutes.

One day his mother, Osawa, and Tokubei
decide to disown Yohei. But they feel sorry
for him and leave money with Okichi, another
oil seller’s wife, to hand it to Yohei. Yohei,
impressed by his parent’s affection, decides
to be an honest man. But being deeply in
debt, Yohei asks Okichi to lend him some
money. Okichi refuses. Yohei, in desperate
straits, suddenly knocks the oil pail down on
the floor and cruelly murders Okichi. On the

[}
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day of the memorial service of Okichi’s death,
Okichi’s husband finds a contract covered
with blood. This becomes the evidence and
Yohei gets arrested. The storyisan adaptation
of the play “Onna Goroshi Abura no Jigoku”
(“Assassination of a woman oil inferno”)
written in 1721 by Chikamatsu Monzaemon,
a famous playwright, and played on stage
especially for bunraku and kabuki. Masahiro
Yasuda, the director of Yamanote lijyosya in
Japan, used the original technique of their
acting method with the Romanian actors. %)
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The actors smoothly waggled their bodies along their
lines and sometimes stopped in certain positions,
resembling the movements of the dolls of bunraku
or kabuki. The way they walked, quietly sliding
their feet, came very close to they way we do it in
kimono. The actors performed these movements
very well, though it sometimes seemed difficult to fit
the movement with the emotions. The scenery and
the costumes were not in the Japanese style, but
rather follow the style of ancient Europe. However,
the actors’ movement and the typical Japanese
music, with Japanese flute and drums, made me see
visions of people wearing colorful kimonos in the old
merchant town of Osaka.

The climax of the story is reached when Yohei tries
to kill Okichi. Because of the oil spilt on the floor,
slipping and tumbling in the oil they both show
their madness for living. In kabuki, this scene is
full of reality and madness and fills the air with
“The harmony of killing madness and sympathy for
each other” It is a cruel but, at the same time, the
most beautiful scene as it expresses the “Beauty of
death.” The scene itself is very well organized, but
when it comes to emotional expression, it seems
difficult for the Rumanian actors to fully understand
the “Jyo” (sympathy) and “Nen” (desire) feelings in
the Japanese way. This was the first time for me to
realize that there are certain typically Japanese way
of thinking, ideas and feelings that are very original
and individual, difficult for foreigners to truly and
fully understand.

Directing the first production in Europe of a
performance based on a Japanese playwright,
Masahiro Yasuda has put a lot of effort into bringing
together Japanese and Romanian cultures on stage,
has made an incredible impact and has shown the
possibility of true intercultural dialogue. His effort
and his astonishing work deserve to be praised.
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Livia Stoica
@ Translated by Oana Cilbajos

MEO

ZO

at home when | go to see a performance. OK, | said

to myself. But this is Romeo and Juliet. How could
someone not be biased in this case? This is the most
famous love story. And when it comes to love we all
consider ourselves experts. Like Friar Laurence, we
walk around with healing herbs trying to find the
perfect cure.

I was recently advised to leave my preconceptions

With respect to the construction of characters,
Bogdan Saratean’s staging is perfectly viable. Romeo
and Juliet is indeed a story. Neither a tragedy, nor a
parody. It is just a simple love story that was born
to die. Like an ephemerid. The wrong plant in the
wrong place. Friar Laurence limps, sings and shares
his plants for dreams and other delusions. He has
drugs for any type of love-related affliction. He has
a plant for each type of love. After you stop chewing
one, you take another. The Nurse acts like a bitch on
heat, mother Capulet sniffs cocaine, Paris is dressed
like a nerdy dandy and Romeo is young, restless and
sobs looking like a sad puppy.

The director’s attention to details is obvious. The
opening scene is beautifully built with actors who
fight for roles in the play as a hint to the hatred
between the two families. This hatred crosses the
boundary between the fictional and the real, and
manifests itself through the competitiveness of the
actors trying to get the best role.

Most of all | love the ease with which Shakespeare
speaks about the tragic or the glorious. His discourse
on love is both cynical and honest. Love is superficial
and interchangeable as well as profound. Romeo
wouldn’t have fallen for Juliet if Rosaline hadn’t
played hard to get. Romeo sobs for Rosaline like
a tomcat on heat. As she turns him down, Romeo
starts meowing somewhere else, and there he
finds Juliet. There is a refined mix of comedy and
tragedy in the play, and the director manages to
capture it very well in his staging. There is a constant
oscillation between emotion and derision, between
poetry and sourness, between song and line.
Another remarkable thing is the creation of a fairy-
tale universe without any scenography whatsoever,
apart from the lights, the sound and very few props,
such as a plastic bucket and a table. That’s all.

In conclusion, | can only say that... Shakespeare was
so madly and so poetically in love. And for all | know,
in spite of the healing herbs there is no cure for this
affliction. So, madness and lovesickness will endure:
we pass them on endlessly. A good reason for the
invention of email!

D JULIET
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Cristina Restea

THE END OF
THE FESTIVAL
READINGS

he third and last day of Festival Readings
Twas held in the presence of the person who

during the entire event assumed the role of
moderator, but who at the same time was one of
those people who delighted the guests with his
own stories, from his own professional experience:
Hugo de Greef. After we had the chance to find
out about some French experiences with Bernard
Faivre d’Arcier, after we listened to the British ones
by Nelson Fernandez, on the last day, Hugo de
Greef told us some of his Belgian experiences and
he did not stop only at telling us about them (just
like the other two great experts also revealed to us
wonderful experiences from different corners of
the world). Hugo de Greef spoke about Belgium in
the 1970s, with respect to the presence of classical
repertory theatres and the existence of a new
generation which was bringing along new elements,
deemed unacceptable at that time. Because of the
innovative nature of theatre and because new artists
could not work and could not promote themselves,

A Translated by Bogdan-Alexandru Onofras

Hugo started an informal organization, and later a
festival, in order to promote the new generation of
artists (among which we can find some of today’s
important names). Until 1984, these artists were
working for free, because their income was used
to cover the costs of tours. Meanwhile, salvation
appeared in the form of ,,coproduction”, and with it
came investments, motivation and promotion of the
artist. In 1977, Hugo created the first international
avant-garde festival, which was biannual and had a
very impactful program. It is interesting to mention
that very many festivals of alternative art were
created during the same period. At one point, when
the purpose of promoting artists had been achieved,
the festival was cancelled, and this was a mistake,
since even if they were well known, they no longer
had the favorable context and the acting space.
Finally, due to a lack of acting space, Kaai Theatre
appeared which at the time was an abandoned
building, built in 1929. The government and the
owner allowed the artists to use it and thus Hugo
de Greef became general manager of Kaai Theatre.
Afterwards, while answering questions from the
participants and going through the events of his
life, Hugo de Greed enthusiastically talked about
the importance of co-productions and about the
way in which he promoted a company of American
artists, by organizing for them tours in Western

¢ UniCredit Tiriac Bank

Europe for a period of six years. It is important that
the manager should take the right decision for the
artists, seeking co-productions, because these offer
them a powerful experience and help them not
only in terms of achieving fame, but also in their
professional and personal development. Until he
had his own building, Kaai Theatre had enormous
success all over world, except in Brussels.

The last part of the meeting was dedicated
to dialogue, with questions addressed by the
participants to Hugo, discussions connected with
the context of festivals in different countries, with
finding sponsors and maintaining a relationship
with them, with the ,festivalization” of society and
with the European Capital of Culture program, the
networks that support and promote festivals and
their importance throughout the world.

There were three days in which participants of
all ages had the chance and the special pleasure
of listening to and taking part in a dialogues with
three great experts in the field of festivals and event
management, and after these meetings, which
were certainly constructive, each person left with a
stock of knowledge, which in the future will weigh
heavily with them when making decisions, and why
not when organizing their own festivals!

Doriana Taut

@ Translated by Madalina Prunica

A MASK MASTER REVEALS HIS SECRETS:
ERHARD STIEFEL

he mask has its own life
and humankind has always

first saw this odd object at the Bale
Carnival, when he was still a child.

by the sculptor that makes the mask
and whose signature remains carved

wearing the mask and when, before
entering the stage, he/she is about

looked for ways to use it in all
the sacred activities as a passport
between the heavenly world and the
earthly world. If at the beginning,
masked people were not supposed
to be recognized by the gods lest they
should be punished for their sins,
later on, the mask gained a status of
its own, having, with some tribes in
New Guinea, its own room and being
worshiped like the god or goddess it
represented.

It is fascinating to see this world in
which the carved object becomes
a dominant entity, and from ritual
to theatre it’s only one step. Erhard
Stiefel talks about his discoveries
regarding the masks he has been
perfecting for so many years now. He

After graduating from the Beaux-Arts
Institute, he had the great chance to
work at Jacques Lecoq’s school where
he saw the masks of Amleto Sartori.
But more then anything, the trip to
Japan unleashed his fascination for
masks. His first attempts at commedia
dell’ arte were not always successful,
and sometimes only two out of
ten creations were finally used on
the stage. This both intrigued and
stimulated him. Later on, he had
the revelation that these theatrical-
artistic creations were unique in their
own way.

Their singularity is given by the actor
that puts them on, because he/she
has certain facial features based on
which the mask should be made, and

on the inside of the mask through the
traces left by the instrument used to
carve with.

The universal, enigmatic object does
not have to hide the actor, not even
for a second. It represents a portrait
imagined by the artist or imposed by
the director, but the way in which the
portrait comes to life is given by the
actor, and if the mask works against
him/her, the creation process may
be broken. The game with the mask
has been theorized these last years
and categorized according to various
theories, but in Stiefel’s opinion, the
closest form to truth and naturalness
is to be found in the ancient styles of
Japanese Theatre: Noh and Kyogen.
The Noh actor rehearses without

to put it on, a special bond is created
between the actor and the mask, a
very strong connection between his/
her artistic self and the character he/
she is going to interpret.

Wearing a mask is like saying a prayer
and the seriousness of the creation
must be present on both sides: the
creator’'s and the wearer’s. Only
this way will it fulfil its function, that
of creating living forms. The mask
is stronger then the actor and it
activates all his talent, and this is the
reason why in the relationship actor-
mask there is no room for fear, only for
respect, trust and appreciation: the
three ingredients that can make the
mask maker smile with satisfaction.
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Adina Katona

PANZA DE
PAIJANJEN A
DEMOCRALTIEL

oi seara, Alexandru Dabija ne-a adus, pe toti,

Tmpotriva democratiei, 1a Sala Studio a Teatrului.

Principalii instigatori au fost actorii de la Sectia
Germana a Teatrului National Sibiu. Spectacolul are
la baza textul premiatului dramaturg spaniol Esteve
Soler, Contra la democracia, care descompune
ideea democratiei in patru tablouri pline de orori,
absurditate si umor, de prea multe ori, negru.

Prima poveste a fost tesutd n jurul a doi oameni
obisnuiti, sotul care lucra ca functionar si sotia
gravidid. Tn general, discutile lor se reduc la
nemultumirile pe care le aduc politicienii prin
obisnuitul lor obicei de a nu face nimic in tara. in
naivitatea lor, cred ca votul la alegeri i face oarecum
mai puternici in ochii lumii, dar totul rdmane la
stadiul de revolta surdd. Speranta lor este in viitorul
pe care il reprezintd copilul abia nascut, care va
schimba ceva, atunci cand va veni timpul.

Trecem apoi la un tablou unde ni se aratd doi
politicieni in toata splendoarea lor mincinoasd, pe
acordurile melodiei trupei Nirvana, The Man Who
Sold the World, cantatd in versiunea germana.
Cei doi Tsi povestesc reusita prin care si-au insusit
orasul, fard a mai pune la cale mascarada cu ziua
de votare. Ei vor sa remodeleze totul de la zero si sa
facd un oras dupad bunul lor plac in care oamenii vor
fi atent alesi pentru a indeplini onoarea de cetatean.
Politicile sunt duse n asa fel incat doar cei puternici
au mereu de castigat. Se considerd cd piata libera
distruge concurenta, iar egoismul este apreciat,
deoarece egoistii sunt vazuti ca niste smecheri care

3 O FITS Maria Stefanescu

i domind pe ceilalti. Tn plus, nu aflam nimic nou atunci
cand unul din ei expune ideea cd tarile civilizate le lasd
pe celelalte sa se mutileze cu armele pe care le vand. Ce
am invatat este cd ,,uneori este bine sa faci curatenie, sa
uiti emotiile inutile.”

De povestea vecinilor de scard, a caror existentd banala
este brusc intreruptd de absurditatea problematica a
negasirii unei urmari dupa cifra sase, trecem la oroarea
ca efect mondial pe care o are democratia in economie.
Doi patroni de firma, mama si tatd, planuiesc ziua in
care fiul lor implineste optsprezece ani, intr-un mod cu
totul iesit din comun. Dupa ce fi explicd greseala care a
condus la conceperea lui, incercarile esuate ale mamei
de a-si provoca avort si, mai tarziu, de a-l ucide cat era
mic, cum aparatorul vietii lui, bunicul, a fost, defapt, un
om bolnay, care il abuza in copilarie, in sfarsit, ii face
cunoscut faptul ca vor sa-l omoare, deoarece nu mai
este rentabil, hotdrarea este o ,reducere de personal.”
Acest ultim tablou este cel mai puternic si sugestiv dintre
toate. Desi a fost desenat in tuse groase, subtilitatea
alegorica a fost deja imprimata in mintea spectatorilor.
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