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aplauze

Doriana Taut

DESPRE SOLITARITATE

pectacolul Solitaritate, scris si regizat de

Gianina Carbunariu, ne vorbeste despre

oamenii de pretutindeni si despre greselile pe
care le facem, de cele mai multe ori, fard sa ne dam
seama. Unii o numesc o dovada de curaj, altii spun
cd este revelatia adevarului social in care migram
constant si fard tintd, eu insd indraznesc sa ii spun
viata, asa cum este ea, cu bune si cu rele.

Pe principiul ,,inainte sa scoti paiul din ochiul altuia
scoate barna din ochiul tau”, Gianina Carbunariu
aplicd o lectie camuflatd de etica pe spatialitatea
romaneasca si subliniaza acest lucru prin prezenta
fn scend a unui stindard tricolor de dimensiuni
impresionante.

Ne intdlnim cu personaje ce poarta, parca, ochelari
de cal, care, de cele mai multe ori, vad doar ceea
ce este in fata lor si si-au pierdut complet vederea
periferica: oameni care vor sa construiasca un zid
ce sa separe comunitatea in doua pe criterii etnice,
un tanar care vinde tot din casa familiei lui, numai
pentru a-si putea salva fetita bolnava, iar fratii si
surorile nu ezitd sa speculeze posibilitatea unui
business profitabil, un cuplu care isi angajeaza o
menajera filipineza si isi lasa zilnic copilul in grija ei,
iar mai apoi se revolta atunci cand copilul o numeste
mamad, dar si menajera insdsi, aproape robotizatd,
care nu se revolta impotriva propriei conditii decat
depersonalizandu-se.

Au fost folosite artificii scenice inedite, nu foarte
agresive, insa cu un impact emotional puternic. Pe
scend sunt aduse o serie de elemente simbolice
extrem de grditoare, care uneori par sa capete
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o viata a lor: drapelul romanesc cade peste doica
filipineza, crucea devine o urna pentru lotto, orasul
urias aluneca peste oameni, inghitindu-i.

Fiinta umanad devine mica, neputincioasa si
mesching, cu foarte putine optiuni. Interesant este
ca surprindem episoade din viata unor personaje
tip, despre care stim ca sunt bune sau rele si nu
este o chestiune discutabild. Ele au facut alegerea
candva in trecut, iar acum ne apar fara drept de
veto, gata trecute prin viata si traumatizate. Par
oameni pe picioarele lor, insa povestile lor ascund

niste strigate sfasietoare dupa ajutor. Oricat de
ironic este, nimeni nu se descurca singur, iar aceasta
descoperire este ascunsa in subtext. Spectacolul,
care va participa la Festivalul de la Avignon, spune
povestea unei tdri care incd se afld in cdutarea
propriei identitdti, o tara coplesita si pierduta in
libertatea sa, insa, totodata, spune si povestea unei
umanitdti egoiste, suficiente, in care individul este
important numai in mdsura in care se conformeaza
si respecta regulile, iar cand acestea sunt incdlcate,
apare un fenomen de ostracizare, care poate avea
urmadri serioase, atat psihice cat si sociale.

Staropramen
aplauda a 20-a aniversare a
Festivalului International de

Teatru de la Sibiu.

Pentru ca arta este o bucurie
a spiritului.

Un gust deosebit se savureaza cu masura.
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Lavinia Serban

BARBIERUL
DIN PROVINCIE

practicabila pe care clovnii coboard, urca si

raman nemiscati. Un decor minimalist de

carnaval: carusel confectionat din sarma,
capete de cai si cozi de biciclete. Costume de
militar, accesorizate cu elemente de clovn: gulere,
pantaloni peticiti, redingote colorate. Instrumente
cu claviaturd, care sunt in posesia clovnilor si canta
desertaciunea vietii.

in astfel de imagini-fereastra se cristalizeazd
spectacolul de vineri, de la hala Balanta. Maestrul
de ceremonii a fost regizorul Vlad Massaci, numarul
creat a fost unul de clovnerie pe tema serioasa a
vietii, urmand un libret de Blichner. Mesteri faurari:
Dragos Buhagiar, costumier si decorist, Vasile Sirli,
responsabil de muzica, Florin Fieroiu, coregraf. Si
restul e spectacol...

Bufonada este cheia, par sa strige mut clovnii
incadrati de barele practicabilei. Dragos Buhagiar
creeaza un sistem de imagini care se coaguleza
asemenea unui puzzle; in centru, pe lateral sau
pe orizontal, rasare figura amara a unui clovn.
Spectacolul incepe sa vorbeascd nu doar prin
costume si decor. Intra Woyzeck, trdagand dupa
sine un cdrucior de carat bete, pentru cdpitan. El
este omul bun la toate: este si fochist si barbier
si duhovnic. Vine capitanul vorbind. Si vorbeste,
pledeaza, tine un discurs vrednic de un general.
Toata scena barbieritului, el vorbeste. Urla. Striga.
Figura i se schimonoseste, de la un cuvant la altul.
Tn discursul sdu, morala si virtutea isi pierd forma si
dimensiunea. Devin nule. Woyzeck este el insusi o
nulitate, sustine acelasi Capitan
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In acelasi timp, Woyzeck pedaleazi in cabinetul
doctorului, care face experimente pe sine si pe
altii. Woyzeck este pus la regim si acceptd, caci este
sarac, iar banii sunt bine veniti indiferent de sursa,
nu conteaza cd trebuie sa-si chinuie trupul, mintea,
sau sufletul.

Woyzeck munceste pentru Ana si pentru copil.
Regizorul nu salveazad personajul Anei, oferindu-i
oportunitatea de a minti spectatorul pana la
momentul adulterului, ci 11 condamna dintru
inceput: Tnainte ca ea sa-si faca numarul, celelalte
personaje au condamnat-o, etichetand: o curva.
Copilul este doar un cdrucior, pe care mama il
poarta peste tot, chiar si cand vinde placeri carnale
maiorului.

Astfel de fragmente accelereaza ritmul actiunii catre
climax. Woyzeck o ucide pe Ana. Finalul este deja
cunoscut de catre cititorii piesei scrise de Blchner.
Tn spectacolul lui Massaci, Woyzeck o ucide pe Ana

aproape poetic. Buhagiar a coborat luna pe scena,
Ana are buzele rosii, este infierbdntatd, clocoteste
dupa noaptea de amor; Woyzeck are ochii sticlosi,
incercdnati de imaginea adulterului.

Vlad Massaci creeazd o lume de oameni terminati
psihic, in care au fost abolite sisteme de reguli,
de valori, de sentimente. Nu functioneaza nici un
sistem axiologic. Personajele devin caricaturi, de
unde si asocierea cu lumea clovnilor. Nimic nu este
etern, totul este supus stricaciunii. Fiecare personaj
isi expune, pe rand, teoria sumbra asupra vietii,
care se reduce la o singurd idee: scopul vietii este
moartea.

Woyzeck, citit de Vlad Massaci, devine o caricatura
pe motivul vanitas vanitatum, in care simboluri
explicite ale degradarii umane sunt traduse intr-un
altfel de registru vizual, compatibil cu schimbarile
sociale, culturale, politice, care au survenit de cand
Biichner a scris textul, pana astazi.
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AGISTRALA ENERGIEI
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aplauze

Livia Stoica

DEDEMAN ?

ADEVARUL DIN FALS:
CUVANTUL PROGRES
SPUS DE MAMA SUNA
INCREDIBIL DE FALS

vantul progres spus de mama sund incredibil

de fals. Incerc s3 gisesc un sens in ceea ce

urmeaza sa vad. Titlul, clar, nu ma ajutd. Ma

uit pe scena si vad un fel de Napoleon imobil pe

un scaun de copil. Acum mi-e si mai clar. Deasupra

lui, stau agatate ghete de diferite culori. Ma simt in

ceata totald. Astept sd se aseze toata lumea si sa se

stingd lumina. Cand, deodata, incepe Napoleon sd

cante despre a free country, nu mai inteleg nimic. Si
se stinge lumina.

De o parte si de alta, doi soldati se injura si spera
ca celdlalt sa moard. Peste cinci minute, afli ca
sunt rude si cd unul e casatorit cu sora celuilalt. O
mama sta intr-o roaba cu pamant si isi pune sotul
sa-si intrebe fiul mort unde i sunt oasele, iar un tata
negociaza cumpdrarea unor oase pentru fiul mort.
Spectacolul celor de la Trap Theatre este atat de
bun cd doare. Interpretarea a fost ireprosabila,
actorii construind niste personaje convingatoare
si emotii extrem de puternice. Pentru mine a fost
incredibil cum registrul ales, care a fost unul extrem
de teatral, de parcd acum coboram de pe Broadway,
a putut fi atat de veridic. Contrar titlului, nu a sunat
deloc fals. Ba dimpotriva. A fost mai puternic decat
orice realism psihologic si stanislavskian, iar asta
pentru ca a emotionat creierul.

Regizoral, spectacolul este construit printr-o suita
de flashbackuri, fara a se tine cont prea mult de firul
narativ. Textul lui Visniec elimind din start regulile
aristotelice cu privire la timp si spatiu, asa ncat
intriga este mai putin importantd. Ce conteazd,
sunt, de fapt, personajele si durerea pe care o
ascunde fiecare si pe care Visniec o transforma in
obiect de consum. Pe de o parte, este adevarul
durerii, al suferintei acute, pe de altd parte, sunt
subliniate beneficiile false ale unui sistem capitalist,
care face pana si din durere si din moarte un prilej
de a scoate bani. Regizorul Istvan Szabo realizeaza
un spectacol echilibrat, plin de poezie cruda, actual
si, totodatd, de interes general atat pentru publicul
roman, cat si pentru cel strain.

Primul element care iti atrage atentia cand intri in
sald, pe langa Napoleonul cu toba de lemn in mana,
este scenografia. In mijlocul scenei, este o mare

instalatie. Un careu de ghete care atarna. La prima
vedere, arata ca niste marionete in stand by care
dau bine pe scena.

M3d gandesc ce pot simboliza? Ma intriga asa de
tare incat incep sa urmaresc ghetele, care devin
personaje. Ma simt ca un colectionar ciudat, obsedat
sa nu-i atingd nimeni obiectele. Scenograful Mike
Mroch da dovada de o mare plasticitate, pentru ca
fiecare obiect de recuzita pare ca scoate sunete.

O roaba deasupra careia se afld o umbreld neagra
deschisa parca ar plange, iar ghetelor aproape ca le
auzi tropaitul prin padure. Spre final se creioneaza
un tablou superb: tatdl pleaca in padure ca sa sape
gropi pentru a gdsi oasele fiului mort in razboi.
Pe mdsura ce tatal sapa, cate o gheatd coboara
incet. Acum, tatal sta asezat, iar deasupra capului
sau si, agatate de spatele sdu, stau o multime de

ghete care, parca, il strivesc. Amintirile unor soldati
morti. Agentul de frontiera vine si-l gdseste pe tata.
Ghetele cad brusc. Oasele soldatilor morti cad la
podea, dovada ca acestia au existat.

Personajele isi spun replicile fard sa se miste. Ca
niste statui vivante. Pe fete le curg lacrimile fara sa
se incrunte macar. Decorul arata ca un desen 3D,
iar ghetele vorbesc. Pe scena nu se intampla nimic.

Totul este suspendat si totul misca. Totul este mort
si totul viu. Scena plange de durere, dar lacrimile
sunt ascunse in culise. Pe scend au ramas doar
ghetele agdtate. Oasele unor actori extrem de
talentati. Dovada cd acestia au existat.
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aplauze

Oana Bogzaru

ASCENSIUNEA
UNUI NEBUN
LA TRONUL
SPANIEI

rio-ul Felix Alexa — Marius Manole — Alexander

Baldnescu s-a dovedit a fi unul de succes

nu numai in Bucuresti, ci si in Sibiu. Sala
Thalia a fost asaltatd de spectatori curiosi sa vada
Insemndrile unui nebun, iar replica ,abia astept
sa-1 vad pe Marius Manole” pdrea sa fie pe buzele
tuturor. Desi textul lui N.V. Gogol are forma unui
jurnal foarte intim si, aparent, nu s-ar preta sa fie
suport pentru un spectacol de teatru, poate doar de
lecturd, in regia lui Felix Alexa, povestea nebunului
isi dezvaluie potentialul dramatic.

Scenografia semnatda de Diana Ruxandra lon
ofera spectacolului mobilitate, dar si una dintre
perspectivele prin care poate fi inteles. Din cand
in cand, Marius Manole priveste prin gaura unei
chei desenate, la fel cum si noi tragem cu ochiul in
jurnalul nebunului, in mintea si sufletul lui. El nu
stie ca e privit de spectatori in timp ce isi destainuie
iubirea, idealurile sau pataniile.

Interpretarea lui Marius Manole oferd o cu totul alta
perspectivd asupra personajului. E sau nu e nebun?
Linia de demarcatie este foarte fina, iar actorul nu
joacad tranzitia dintre doua stari psihice, normalitatea
si nebunia.

De la inceput, pentru Marius Manole, acest om
este unul care traieste lucruri foarte frumoase si
profunde, Tnsa cu naivitate. ,E ca si cum as inchide
ochii si as visa”, aceasta este perspectiva pe care
actorul o are asupra acestui rol. Sa fie oare nebun un
om care iubeste, munceste si viseaza sa fie bogat?
Si ce daca, din cand in cand, vorbeste cu o catelusa
pe nume Meggy, e obsedat de creioane sau se crede
regele Spaniei?

Unii dintre noi suntem obsedati de haine, bijuterii

@ © FITS Paul Baila

sau carti si de cate ori nu ne profilam imaginea
noastra in viitor, stralucitoare si cuceritoare, de
parcd am fi reginele si regii nu doar ai Spaniei, ci ai
lumii imtregi? E foarte usor sa empatizezi cu acest
personaj, sa-| compatimesti si, in acelasi timp, sa razi
de el. E naiv, prietenos, vorbeste cu tine de parca te
stie de o viata si, in acelasi timp, nu e constient de
ochii care il privesc.

Acesta este meritul lui Marius Manole care, prin
interpretarea tehnica, construieste un rol care
seduce. Te cucereste usor si te duce in lumea
halucinanta si incoerenta a unui om... normal, caci
pana si el e constient de ciudatenia celor intamplate.
Stie ca o cdtelusa nu poate sa scrie si sa citeasca,
stie cd cea pe care o iubeste nu va fi atrasa de un
sarantoc ca el si totusi... ce se poate intdmpla daca
ncepi sa crezi?

Raspunsul capatd nuante donchijotesti, sau
raspunsul este chiar Don Quijote. Exista o Dulcineea,
avem intamplari nefiresti, iar personajul nostru nu
mai e cavalerul Spaniei, ci regele Spaniei. Sancho
Panza nu mai este un simplu om din popor, ci un
violonist care sustine si amplificd dramatismul.
Alexander Balanescu improvizeaza pe o partitura la
fiecare spectacol in functie de ritmul si interpretarea
pe care le impune Marius Manole. Totul este viu si
mereu altfel.

Spania se apropie de Rusia surprinzdtor de repede,
iar camasa de forta, doctorii si tortura fac parte din
ritualul incoronarii. La fel cum ranile lui Don Quijote,
provocate de morile de vant, sunt dovada unei
victorii. Pe cat de comic e inceputul spectacolului,
pe atdt de trist este sfarsitul. Personajul se mira
de obiceiurile spaniolilor, dar accepta suferinta si o
indura, cdci la final va fi rege...

3 © FITS Paul Baila
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YOKOHAMA DANCE
COLLECTIONIN
PARTENERIAT
CUFESTIVALUL
INTERNATIONAL DE
TEATRU DE LA SIBIU

promoveaza tinerii dansatori din Japonia printr-

un program de mobilitatea oferit sub forma unui
premiu ce constd in invitarea unui coregraf pentru
a sustine un workshop si o reprezentatie la Sibiu in
2014 si isi propune sa contribuie la un dialog cultural
important intre artisti romani si japonezi. Premiul
Festivalul International de Teatru de la Sibiu din cadrul
editiei din acest an a Yokohama Dance Collection EX (2
— 17 februarie 2012) a fost acordat tinerei dansatoare
de origine japoneza Nakamura Yo. Acesta este primul
premiu oferit de Festivalul International de Teatru de
la Sibiu (FITS) in cadrul unei competitii internationale.
Yokohama Dance Collection EX, cel mai important
festival de dans contemporan din Japonia, reprezinta
o platforma de promovare unicd pentru coregrafi.
Evenimentul este unul anual si are loc la Red Brick
Warehouse, in Yokohama, al doilea cel mai populat
oras din Japonia. Mai mult decat atat, marele
premiu din acest an al Festivalului din Yokohama a
fost acordat tot coregrafei Nakamura Yo, confirmand
talentul si abordarea inovativa a tinerei artiste in
piesa ,Good Bye”, o lucrare ce imbina fragmente de
dans, teatru si film. Spectacolul castigatoarei a fost
prezentat pe data de 10 februarie, in fata unui juriu
format din Shinji Ono (producator, Aoyama Theater),
Hiroko Shindo (critic de dans), Fumio Hamano (editor
senior Revista Shinshokan Dance), Keizo Maeda
(director al publicatiei Realcities), Ko Murobushi
(coregraf), Rebecca Lee (director al Institutului
Francez din Japonia) si Aymar Crosnier (director
adjunct al Centrului de Dans Contemporan Angers).

Festivalul International de Teatru de la Sibiu

Premiul Festivalului International de Teatru de la Sibiu
a fost acordat cu sprijinul Air France si EU — JAPAN
FEST COMMITTEE.

Lucia Bucurenciu

CURS DE
CALIGRAFIE
METAFIZICA: , A
DISECA INSEAMNA
CHESTIA AIA, CA
UN FEL DE IDEE
ANALIZATA PANA
LA 0S”

pectacolul lectura de vineri, 14 iunie, a livrat

un fragment din opera lui Hideki Noda, un

profesionist in domeniul artelor spectacolului,
cu o cariera de-a dreptul intimidantd. Scriitor,
regizor de teatru, actor si manager (director al
Teatrului Tokyo Metropolitan), acesta a primit, in
anul 2011, Medalia cu Panglica Purpurie pentru
contributie in educatie si cultura.

Caractere este titlul piesei de teatru unde se
remarca renuntarea la formele epigonice care
palpitau intre granitele teatrului asiatic. Evolutia
tot mai pregnanta a literaturii japoneze tradeazd
o imensd nevoie de reflectie teoreticd, dar aduce
inovatii, prin dramatizarea rupturilor care se
produc intre frumos si util. Autorul se inspira
intens din irizatiile culturii europene, amintind de
circumstantele tenebroase de la sfarsitul secolului
al XIX-lea, cand arta era subordonata unor fluctuatii
de ordin comercial.

Caligrafia japoneza, prin studiul ideogramelor ca
miniaturi artistice ale activitatii spirituale, a fost
multd vreme marca unei necesitati dezvoltate intr-o
cultura ce s-a dedicat perfectiunii. Necesitatea,
inteleasd n termenii slabiciunii, a stimulat un
grup de indivizi creativi sa deschidda o scoala
de caligrafie ,metafizica”, fondata pe o falsd
invataturd. Este un spatiu izolat de lume, unde se
cultivd o forma complicata de fanatism mistic fata
de un Maestru ce nduceste mintile discipolilor
cu elucubratiile sale. Modificand stiluri de viata
pana in cele mai marunte fatade ale cotidianului,
adeptii Maestrului incurajeaza elevii sa-si exerseze
cunostintele dobandite pe contracte de donatie,
ce asteapta doar semnaturile frumos concepute
stilistic. Se profileaza, astfel, imaginea unei secte
care filozofeazd tot mai fantezist, ajungand sa-si
imagineze ca poate salva omenirea prin coexistarea
cu lumea din mitologia Greciei antice.

intr-o  atmosferd suspendatd in mister si
incertitudine, unde valoarea unui ,eu” este de
aproximativ 50.000 de yeni, personajele sunt
deposedate de identitati printr-o exaltare ce
emand, cu forta, putreziciune etica. Apar femei
care cerceteaza disparitiile unor rude apropiate,

.0 FITS Dragos Dumitru

despre care aflam mai tarziu cd au fost ucise
dupa ce au descoperit frauda pretinselor elite
luminate. Demersul este anevoios, caci este adus in
discutie un mediu unde naturalul se transforma in
fictiune, textul prezentandu-se ca un mdnunchi de
reprezentdri ambigue.

Sunt inviate variatiile arhaice ale mitologiei grecesti,
prin manifestari primitive ale ideologiilor apolinice
si dionisiace, iar personajele secundare nu pot fi
martore n procesul care incepe sd fie mediatizat;
suprasaturate de preocuparea obsesiva pentru
ingerarea unor semnificatii fruste din ideogramele
ce vibreazd sub atingerea pensulei, acestea se
afunda in mlastina propriilor erori.

Cu sigurantd, spectacolul lectura a fost o provocare
atat pentru artisti, cat si pentru spectatori. in primul
rand, acesta a avut la baza un text greu, incarcat
de sensuri multiple, adesea contradictorii, cu o
structurd consistenta, ce Tmprumutd mai multe
forme de expresivitate lingvistica: de la literatura
clasica japonezd, pana la teribilismul dadaist. Sorin
Alexandrescu, invitat sa participe la reflectiile critice,
a insistat asupra nebuloasei din jurul subiectului ca
punct maxim de atractie asupra scriiturii dramatice.
O atitudine apreciatd, poate, de filozofii idealisti
care sustin ca timpul nu existd, caci a propune o
lecturda de mari proportii, ce impleteste, haotic,
realul cu imaginarul, pana la stadiul de confuzie
generald, inseamna a solicita intens un public din ce
in ce mai nerabdator la reprezentatiile lungi.

Este un risc pe care Hideki Noda si-l asuma. Dansul
a precizat faptul cd aceasta creatie s-a ndscut dintr-
un incident adevarat si ca proiecteaza un simbol al
imperialismului din Japonia. Este evident ca se aduc
n atentia noastra anumite probleme care daca nu
ne depésesc, ne sunt cu totul striine. in al doilea
rand... ce poate calma mai bine acest amalgam epic
halucinant decat un performance satiric? Viziunea
regizorala a lui Bogdan Sardtean s-a avantat mai
mult decat oricand in zona vizuala: actorii, echipati
in halate pufoase si, mai tarziu, doar in costume
de baie, s-au amuzat in stil intelectual, gol-golut,
asupra aspectelor melancolice, ideale si statice din
text.
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Ana Maria Bandean
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astigdtoare a Edinburgh Fringe Festival in

2012, iatd cd anul acesta Songs of Lear, a

trupei poloneze Song of The Goat Theatre
(Teatr Piesn Kozla), a onorat cu prezenta sa si
Festivalul International de Teatru de la Sibiu.
Cetatea Cisndadioara, vineri seara, orele 21.00 si
inima-mi bate cu nerdbdare ca spectacolul mult
asteptat sta sa inceapd. Curiozitatea mea era
cu atdt mai mare, cu cat am auzit atatea lucruri
minunate despre compania poloneza, insa nu am
avut niciodatd sansa sa asist live la vreo productie
de-a ei.

Dupa nebunia de la intrarea in Cetate, se asternu o
liniste sfantd. Nu se asteptau atatia oameni sd vina
sa vada spectacolul Songs of Lear, drept pentru care
regizorul Grzegorz Bral se scuzd pentru ora tarzie
cu care sunt nevoiti sd inceapa. Totodatd, suntem
rugati sa incercam sd existam o ora si 10 minute cat
va dura spectacolul, fara telefoane mobile, dar si sa
ne lasam purtati intr-o alta lume. Si asa a fost.

Ni se povesteste, totodatd, ca pretextul de la care
ar fi pornit spectacolul ar fi fost un tablou post-
impresionist, expus la Tate Modern din Londra,
apartinand pictorului rus Wassily Kandinsky (1866-
1944), infatisand un peisaj asemandtor celui de la
Cetatea de la Cisnadioara. Mergand din camera in
camerd, din peisaj in peisaj, ultima exponentd a
expozitiei de la Tate infatisa un peisaj pictat in culori
inchise, suprarealiste, dar a cdrui semnificatie nu ai
fi capabil sd o intelegi, daca nu ai trece, mai intai,
prin experienta celorlalte exponate din camerele
anterioare. Tot astfel, ni se explica si faptul ca ceea
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ce 0 sa urmarim, o sa aiba caracterul unui tablou,
format din gesturile, sunetele produse de vocile si,
de ce nu, trairile actorilor. Tnainte de fiecare imagine,
nsd, ni se va oferi o explicatie despre ce imagine
va fi vorba in scena urmatoare si cate un titlu. Dar,
cel mai important, fiecare tablou capatd, in schimb,
un caracter unic, cu fiecare reprezentatie, dat fiind
noutatea publicului care il asista. Spectacolul devine
un fel de shared experience si lucrul acesta I-am
simtit de indatd. M-am simtit ,furatd de peisaj”,
intr-o energie pe care nu as putea sd o explic in
cuvinte. Sunt prezentate asadar, scene cruciale din
Regele Lear, intr-o compozitie complexd, in care se
intrepatrund mai multe stiluri artistice. Nu se poate
spune, astfel, la sfarsit, daca ai asistat la o piesa de
teatru sau la un spectacol muzical. Se trece de la
cantece de celebrare, la cantece de lamentatie si
razboi, acoperind o multitudine de tonalitati si feluri
de interpretare, de la soft la brutal, in timp ce un
gest este, cand preluat si augmentat de catre intreg
ansamblu de actori, cand individual.

La sfarsitul serii am avut deosebita ocazie sa
vorbesc cu unul dintre actorii din ansamblu, Gabriel
Gawin, afland cd ceea ce am vazut la Cisnddioara a
fost rodul unui proces de aproape doi ani de munca
temeinicad si detaliatd la fiecare scend in parte.
Totodatd, pentru cei interesati, am aflat ca Song of
The Goat Theatre organizeaza frecvent workshopuri,
conduse de insusi directorul companiei, Grzegorz
Bral, sau de Anna Zubrzycki, co-directorul artistic,
iar pe pagina lor de internet se pot gasi informatii
cu privire la organizarea lor.
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MAESTRUL

SUNETELOR: JEAN

JAQUES LEMETRE
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uzician de teatru, creator de instrumente

muzicale si compozitor pentru Théatre du

Soleil, Jean Jaques Lemétre s-a aflat vineri
la Habitus, in dialog cu George Banu. Acesta din
urma spune despre muzica compozitorului francez
cd are doua izvoare: unul provine de la savantul
Jean Jaques, iar celdlalt de la omul caruia fi place sa
se joace cu instrumentele.

Compozitorul recunoaste ca are doua feluri de
muzica, pe care nu le-a dezlegat inca: ,,Ce inseamna
muzica rdului? Care e muzica fericirii? Cunosc
muzica bucuriei, a tristetii, dar pe celelalte doua
nu le stiu. Sunt intrebari pe care mi le pun demult...
Poate in calatoriile mele voi gasi intamplari care ma
vor hrani sa gdsesc raspunsul,” spera Jean Jaques
Lemétre.

Instrumentele se acorda dupa voce

Metoda lui de lucru este una lejerd, dar creativa si,
totodatd, inedita: ,,Noi nu avem casting. Toata lumea
participa, un personaj se hrdaneste prin toti actorii.
Instrumentele le acord pe vocile personajului, pe
timbrul lui. Pentru mine nu e nici o diferenta intre
limba vorbita si cea cantata.

Ascult cand cineva vorbeste, 1i ascult notele si-mi
acord instrumentul.” Actorii vorbesc cu aceeasi
vitezd cu care se misca atunci cand se exprima
sincer si adevarat. in timpul repetitiilor, Jean Jaques
Lemétre se foloseste de tamburind, pentru a-i
invata pe actori sa se miste metronomic pe muzica,
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putand, astfel, improviza fara a fi psihologic acolo,
adica fara a-si gandi fiecare miscare dinainte. ,Nu
trece totul prin urechi ci si prin pori,” mai spune el.

Folosind metrica limbajului, compozitorul ne
dezvaluie numarul de ritmuri pe care le are fiecare
limba astfel: germana — 29 ritmuri, italiana — 27
de masuri, engleza — 23, spaniola — 25 iar franceza
numai 4. Din acest motiv, prefera spectacolele in
limba germana si italiana.

Despre imaginea sonora

La fiecare personaj nou, se foloseste un instrument
nou, iar acest lucru nu este greu, din moment ce
compozitorul are o colectie de, nici mai mult, nici
mai putin, doud mii de instrumente de tot felul:
,Spatiul meu serveste de cutie de rezonanta, toate
instrumentele sunt acordate intre ele. Imaginea
instrumentului este mai puternica decat sunetul lui.
Eu lucrez cu imaginea sonord a instrumentului.”

,Avantajul meu este cd sunt si compozitor, si
interpret, si instrumentist. in teatru poti face sunete
total stranii si lumea te crede, in film nu se intampla
asa,” povesteste compozitorul, atunci cand se referd
la reproducerea unui sunet cules din afara scenei.

,,Cand sunetul suna corect, nu trebuie sa-I amplifici,
spectatorii fac acest lucru pentru tine, este
exceptional! Pentru ca stau undeva in lateral si nu-i
vad, folosesc privirea publicului pentru a afla ce fac
actorii, marturiseste Jean Jaques Lemétre.”

Acest eveniment
se desfasoara sub inaltul patronaj
al Reprezentantului Comisiei Europene
pentru Educatie, Cultura, Tineret
si Multilingvism
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CARPATICA ASIG

ASIG

GRUP FINANCIAR CARPATICA

MULTIMEDIA PROJECT
PROPUNE CUVANTUL CA PERSONAJ

esi suntem pe ultima sutd de metri cu
Dfest‘ivalul de teatru, oamenii Tncd mai au

destuld energie pentru a veni la spectacolele
din miezul noptii gazduite intr-un cadru intim de
sala CAVAS de la Facultatea de Litere si Arte. Vineri,
studentii de la Departamentul de Artd Teatrala au
jucat Multimedia Project, o adaptare a Cabaretului
cuvintelor a lui Matei Visniec.

Regizorul Serban Puiu nu s-a multumit doar cu
spatiul scenei, ci a indraznit mai departe, cu
ajutorul tehnologiei, intr-o alta dimensiune, in care
a patruns prin proiectii video. Ecranele mobile au
servit cand ca si pereti ai unui spatiu nchis, cand
ca panze ale unor tablouri expresive ale cdror
personaje principale au fost pe rand gura, ochiul,
creierul si inima, dar si imagini dinamice.

Prin acest joc, cuvintele capatd formd si vointa
proprie, ele reusind sa se impuna si sa te atragd intr-
un adevarat cabaret unde fsi fac de cap.

Jocul actoricesc a fost unul complex, de la
personaje cu propria lor poveste, pana la dansuri
suprarealiste cu miscdri fragmentare. Dialogurile
au fost presdrate cu umor, dar si accente filosofice.
Printre primele replici care mi-au rdmas in minte
este ca ,Dumnezeu intrd fard sa batd la usa” sau
,In pielea mea am triit ca-ntr-un hotel... nu poti iesi
singur din pielea ta.” Suntem purtati, cu dinamism,
printr-o serie de episoade care, aparent, n-au nici

3 © FITS Dragos Dumitru

o legdturd, insa liantul incontestabil este cuvantul.
De la nebunul care poarta cu sine si Dumnezeu un
dialog lucid si pertinent, ajungem la hazul pe care il
face un personaj de studentii la actorie.

Acesta considera ca, atunci cand un actor recitd o
poezie, el trebuie sa simta ca este lovit cu cuvintele,

chiar in moalele capului. Trecem apoi la un episod
de restaurare emotionald a unui cuplu cdsatorit,
care uitase demult ce inseamna sa iubesti. Acesta
fnvatd, printr-un program de autosugestie si
defragmentare de creier, cd revenirea la fericire
este posibila.

Imparte bucuril-

ORDIiS
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Oana Medrea

PHIE SI URIASUL.

VIS TEATRAL CU
URIASE PESTISORI S
REGINA ELISABETA

D © FITS Sebastian Marcovici

upd atatea spectacole pentru adulti, venise

timpul ca FITS sa le mai ofere un deliciu

celor mici. Copiii sunt un public foarte
bun pentru festival — activ, participativ, caruia
ii place sa se implice in ceea ce vede, fard a se
lasa intimidat de vreo delimitare conventionala
intre scend si sald si fiind intotdeauna dispus sa
isi manifeste dezaprobarea sau simpatia. Asa s-a
intdmplat si la Teatrul Gong, unde cei mici au venit
nsotiti de copiile lor adulte, ca sa se simta aparati
in fata pericolului pe care al putea sa-l reprezinte

intalnirea cu un urias. Caci, n-ai ce-i face, tot ceea ce
depaseste proportiile obisnuite, te pune in stare de
alerta si te face sa fii de doud ori mai atent la detalii.
Uriasul apare pe scena si produce reactii colosale.

Tnaltimea impresionantd, nasul si urechile sale
supradimensionate il fac pe un pusti din public sa-i
adreseze un sincer si inldacrimat: ,Pleacal!”, odata
si inca odatad, spre disperarea mamei lui, care face
eforturi sa-l opreascd de la aceastd manifestare

patimasa...

BANCA COMERCIALA

=2 CARPATICA

Povestea incepe simplu: la orfelinat, intr-o noapte,
micuta Sophie nu poate sda adoarma, asa cd este
vizitata de Urias, care o ia, pe loc, ca musafir in tara
lui. Acolo, uriasii se indeletnicesc cu peregrinari prin
tara oamenilor, pentru a face rost de hrana zilnica.

Tnsd, ca un copil bun ce este, Sophie are noroc sa
intalneasca Tnsdsi exceptia: Uriasul cel bun, care
nu doar ca n-o include in meniul sdu, ci mai este
si impotriva consumului de carne! E vegetarian! Ba,
mai mult, are si o meserie nobild, aceea de furnizor
de vise: el ,suflda” vise in camerele copiilor, in timp
ce dorm. Prin urmare, nimic nu-i va impiedica pe
Sophie si pe Urias sa devina cei mai buni prieteni si
supereroii care isi asumd misiunea de a salva lumea
de practicile canibalice ale locuitorilor Tarii uriasilor.
Regizorul Daniel Plier a pus multd culoare si fantezie
n realizarea acestui spectacol. Uriasii neprietenosi
starnesc hohote de ras, sunt construiti ca niste
papusi foarte mari si multicolore, care se misca si se
agita amenintator in toate directiile.

Pe un alt plan vizual, inefabilul viselor este
transferat in imaginea unor pestisori colorati si
fosforescenti, pe care Uriasul cel bun ii pescuieste
cu o plasd de fluturi, spre incantarea lui Sophie.
llustratia muzicald puncteaza cu eleganta lentoarea
miscarilor celor doud personaje prin taramul viselor.

De la Tara viselor, muzica urmareste cdlatoria lui
Sophie si a Uriasului spre resedinta reginei Elisabeta
a Marii Britanii, cdreia cei doi i cer ajutorul, pentru
a interveni prin actiuni de intimidare a adversarilor.
Scena in care regina mobilizeaza fortele speciale de
la Buckingham este construita cu foarte mult umor
si este sustinutd de cdtre papusari cu o virtuozitate
extraordinara.

Spectacolul Sophie si Uriasul este incantdtor si
fascinant datoritd melanjului de planuri ale textului
ce lasd loc inventivitatii regizorale. ntr-o ord se
ntdmpld o multime de evenimente ndstrusnice,
care trezesc entuziasmul celor mici, oferind,
deopotrivd, un substrat foarte amuzant al povestii,
la care adultii ajung sa rada din plin. Fantezie,
culoare, fosforescentd, pestisori, vise, uriasi, regina
Elisabeta — intr-un basm modern cuceritor.

CONTINENTAL
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ON SOLITARITY

litarity, a performance written and

directed by Gianina Carbunariu, speaks

about people everywhere and about

the mistakes we make, most of the

times without even realizing. Some call

it courage; others say it is the revelation of the

social truth into which we constantly and aimlessly

migrate. Nevertheless, | dare to call it life, exactly

as it is, with good and bad. Based on the principle

“before taking the speck of sawdust out of your

brother’s eye, first take the plank out of your own

eye,” Gianina Carbunariu applies a lesson disguised

as ethics to the Romanian space, emphasizing this

through the presence of a tricolor flag of great
dimensions on stage.

We meet characters who seem to be wearing
blinders, most of the times seeing only what is in
front of them and who have completely lost their
peripheral vision, people who want to build a wall
in order to divide the community according to
ethnic criteria, a young man who sells everything in
the family house in order to save his sick daughter
while brothers and sisters do not hesitate to seize
on the possibility of profitable business, a couple
who hire a Filipino maid, leave their child in her care
daily and are then outraged when the child calls her
mother, but also the maid herself, almost robotized,
who never rises against her own condition, except
by depersonalizing herself. Novel scenic devices
are used on stage, not too aggressive but of a deep
emotional impact. A series of symbolic elements
which say a lot are brought on stage, sometimes
looking as if they had a life of their own: the
Romanian flag falls over the Filipino nanny, the
cross becomes a lottery urn, the huge city falls over
the people, swallowing them. The human being
becomes small, helpless and petty, being left with
very few options.

It is interesting that we witness scenes from the lives
of typical characters, about whom we know whether
they are good or bad, which is an undisputed fact. At
some point in the past, they made their choice and
now they appear in front of us without veto rights,
already life-weary and traumatized. They seem to
be people who stand on their own two feet, but
their stories conceal excruciating cries for help. As
ironic as it may seem, nobody can make it on their
own, and this discovery is hidden in the subtext.
The performance, which is going to participate in
the Avignon Festival, tells the story of a country
which is still looking for its own identity, a country
overwhelmed with and lost in its own freedom.
At the same time, it tells the story of a selfish,
vainglorious humanity, where the individual is only
important as long as he complies with and obeys the
rules. And when the latter are broken, estrangement
follows, with potentially serious psychological, as
well as social, consequences.
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platform on which clowns walk down, walk
Aup, or stand still. A minimalist carnival scen-

ery: a carousel made of wires, horses’ heads
and bicycle parts. Military costumes accessorized
with clown jewelry: collars, patched pants and col-
orful frock coats. Keyboard instruments on which
the clowns play songs about the emptiness of life.
These were the images that composed the Friday
show at the Balanta Warehouse.

The Master of Ceremonies was director Vlad Mas-
saci, and the performance included clownery on
the serious theme of life, followed by a libretto by
Buchner. The artisans who made everything possi-
ble were Dragos Buhagiar, set and costume design-
er, Vasile Sirli, who made the music, Florin Fieroiu,
choreographer. And the rest is performance.

Bufoonery is the key, the clowns from the platform
seem to shout inaudibly. Dragos Buhagiar creates a
system of images that comes together like a puzzle;
in the middle, on the sides or horizontally one can
see the sad expression of a clown. The show starts
to speak not only through costumes and scenery.
Woyzech makes his entrance dragging a barrow
in which he carries sticks for the captain. He is a
handyman: he is a fireman, a barber and a priest.
The captain comes on stage speaking. And he talks,
pleads and gives a speech worthy of a general. He
keeps talking throughout the shaving scene: he
yells, shouts and, with each word, his face becomes
more and more disfigured. In his speech, morality
and the virtue lose their form and dimension; they
disappear.

The same captain considers that Woyzech himself
is a nobody. In the meantime, Woyzech is pedaling
in the doctor’s office, a doctor who carries out ex-
periments on himself, as well as on other people.
Woyzech is put on a diet and he accepts it because
he is poor and money is welcome, no matter where
it comes from and it doesn’t matter that he has to
torture his body mind and soul.

Woyzech works for Ana and for the child. Ana is
from the very beginning a whore and the direc-
tor does not save this character by giving her the
opportunity to deceive the audience until the mo-
ment of adultery, but condemns her from the be-
ginning: before she is allowed to play her part, the



other characters had already label her as a whore.
The baby is just a stroller that the mother carries
around everywhere, even when she sells her body
to the mayor.

Such fragments speed the progress of the action to-
wards the climax. Woyzech kills Ana. The ending is
already familiar to those who have read Buchner’s
play. In Massaci’s show, Woyzech kills Ana almost
poetically. Buhagiar has brought the Moon on the
stage, Ana’s lips are red and she is feeling hot after

aplauze

a night of passion; Woyzech can see nothing but the
image of Ana committing adultery.

Vlad Massaci creates a world of people that are on
the verge of cracking up, where systems of rules,
values and feelings have been abolished. No moral
system is working.

The characters become caricatures and this is
where the association with clowns comes from.
Nothing is eternal, everything is subject to decay.

Each character presents his dark theory about life,
theory that can be reduced to only one idea: the
goal of life is death.

Vlad Massaci’s Woyzech becomes a caricature on
the basis of vanitas vanitatum, where explicit sym-
bols of human decay are translated into another
type of visual register, which is compatible with the
social, cultural and political changes that have taken
place since the time Buchner wrote the play until
today.

Livia Stoica

3 Translated by Gabriela Fechete

THE TRUTH FOUND IN
WHAT IS FAKE - THE
WORD PROGRESS ON
MY MOTHER’S LIPS
DOESN’T RING TRUE

about to see. The title clearly does not help. | look at the stage and | see a sort of immobile Napoleon

The word progress on my mother’s lips doesn’t ring true. | am trying to find a meaning in what | am

sitting on a child’s chair. Now it seems even more difficult. Above him boots of different colors are

hanging. | feel totally confused.

| am waiting for everybody to sit down and for the lights to turn off, when suddenly Napoleon starts singing
about a free country. | don’t understand anything anymore. And the lights go out.

Two soldiers are swearing at each other, hoping for the other one to die. After five minutes you find out that
they are relatives and that one of them is married to the other’s sister. A mother sits in a wheelbarrow full of
dirt and makes her husband ask his dead son where his bones are, while a father is negotiating the purchase
of some bones for his dead son. The performance of the Trap Theatre actors is so good that it hurts.

The acting was flawless, the actors creating
convincing characters and very strong emotions.
| found it incredible how the chosen register — an
extremely theatrical one, which made you believe
you were on Broadway — could be made to sound so
authentic. Despite the title, it didn’t sound fake at
all. On the contrary, it was more powerful than any
psychological and Stanislavskian realism, because it
was addressed to our brain.

In terms of directing, the show is made up of a series
of flashbacks, without paying too much attention to
the storyline. From the very beginning Visniec’s text
does away with Aristotle’s rules regarding time and
space, so the plot becomes less important. What
matters are actually the characters and the pain
that they are hiding, which Vigniec transforms into
a commodity. On the one hand, there is the truth of
pain, of acute suffering and on the other hand, the
false advantages of a capitalist system, which makes
even pain and death an opportunity for making
money, are foregrounded. Director Istvan Szabo has
created a balanced performance, genuinely poetic,
up-to-date and of general interest not only for the
Romanian audience but for the foreign one as well.
The first element that draws your attention when
you enter the room - besides Napoleon with the
wooden drum in his hand — is the scenery. In the
middle of the stage there is a big installation. A
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bunch of hanging boots. At first sight they look like
puppets on stand by which look good on stage. |
wonder what they symbolize. It intrigues me so
much that | start watching the boots, which become
characters. | feel like a weird collector obsessed
with the thought of anyone touching his things.
The stage designer Mike Mroch shows great skill
in using props effectively, as every object seems to
make a particular sound.

A wheelbarrow, above which there is a black
umbrella, seems to be crying; as for the boots,
you can almost hear their clatter. Towards the end
a beautiful picture is created: the father goes into
the woods to dig holes in order to find the bones
of his dead son who died during the war. As the
father digs, a boot slowly comes down. Now the
father is sitting and above his head and on his back
there are a lot of boots that seem to be crushing
him. Memories of some dead soldiers. The border
patrol agent finds the father. The boots suddenly
fall. The dead soldiers’ bones fall to the ground,
which proves that they existed.

The characters speak their lines without moving,
like some living statues. Tears run down their faces
without them even frowning. The scenery looks like
a 3D drawing and the boots speak. Nothing happens
on stage. Everything is suspended and everything
is moving. Everything is dead and everything is
alive. The stage is crying with pain but the tears are
hidden backstage. On stage only the hanging boots
remain, the bones of some extremely talented
actors, which prove that they existed.
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It's easy to call home

“ARE YOU A

BAD PERSON:

hen asked to go to see a dance
performance, | usually feel nervous and
| even freeze, being worried about the

fact that I don’t know anything about this field. Last
night was no exception. It, however, turned out
that my fears were utterly groundless. It gave me
a refreshing jolt.

My first impression of Black Fairytale was a
complete reversal itself. It had stories, songs, and
narrations. | didn’t expect there would be live
songs in a dance performance. It really looked like a
musical show and | doubted if this performance was
the one | was supposed to watch or not. It starts
with seven dancers singing about love, at the front
of the stage. They sang to the audience saying that
they should keep going, let it be, and smile all the
time, “out of love.” | think many people would agree
that all the audience was fascinated with the first
scene of this performance.

As YOSSI BERG & ODED GRAF Dance Theatre
described their performance as “a roller coaster”
ride between harsh and ecstatic moments, it
suddenly has a drastic switch in the atmosphere
from the cheerful and warm one to the grotesque
and black-fairytale-like one. Dancers on the stage
gradually express the negative feelings in our life,
such as suffering, pain, torture, and anguish. Its
onstage world is seductive, grotesque, dynamic,
dramatic, and musical. It is a more realistic idea
than that of common fairy tales.

Another treat of Black Fairytale is that it has a lot
of things to enjoy, apart from dancing. As they
dance, they also sing, talk using the microphone,
and ask the audience a lot of questions. They speak
and ask questions about the world, war and love,
dreams and illusions. When they finally find Utopia,
they start getting excited and show their feelings
by taking their clothes off almost completely, as if
they had suddenly become free from restrictions,
symbolized by their ‘black’ clothes.

The heart shape made by two men’s arms was
impressive. Sitting across from each other, the
dancers slowly move identically and manage to
complete a heart shape. The Heart walks away at a
leisurely pace, and there comes a ‘monster,” looking
like an armed soldier, who ruthlessly destroys the
nature and neighborhood and fires a gun, cannon,
and missiles. However, he stops when he hears the
song of a dancer, who hugs him, singing “together
forever in love.” The simple lesson of a fairytale
finally works its magic and the war is over. During
the performance, the important messages of the
songs, the narrative, or the questions are repeated
twice, and their meaning thoroughly emphasized.

29
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It seems that the last scene has a profound
significance in this performance. Quite obviously,
it may be seen as a kind of parody of “Bolero,”
which was one of the most famous masterpieces
in contemporary dance performances. Ravel’s
wonderful impressionist music, Maurice Bejart’s
Choreography, and the dancer Jorge Donn have
ensured its fame. With the magnificent music,
however, the dancers couldn’t complete this show
perfectly. They just walked rhythmically along the
white line criss-crossing the stage to the black tent,
the wonderland of black people.

As they came out of there, every dancers got some
props, such as the nose of Pinocchio, a red crown,
a big axe, the red hood, the broom of a witch,
apples, and so on. Using metaphorical expressions
for various fairy tales, the stage became a state of
chaos.

It is quite different from the ‘happily ever after’
ending of common fairy tales. Instead, the black
fairytale forced us to reply, “I am a bad person.”
Warning the audience and urging us to look around
the world, Black Fairytale conveys a very strong
message that enjoins us to search for the way to
love, freedom, happiness, and Utopia.
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MULTIMEDIA PROJECT
PROPOSES THE WORD
AS CHARACTER

Ithough we are on the homestretch of the
Atheatre festival, people still have plenty of

energy to show up for its midnight shows,
hosted, in an intimate setting, by the CAVAS
studio at the Faculty of Letters and Arts. On Friday,
students of the Department of Drama and Theatre
Studies played Multimedia Project, an adaptation of
Matei Visniec’s The Cabaret of Words.

Director Serban Puiu did not settle for the stage
alone, but dared to extend the performance area,
with the help of technology, into another dimension,
which he enters through video projections. Mobile
screens served, in turn, as walls of an enclosed
space, as canvases for expressive pictures, whose
protagonists were, in turn, the mouth, the eye, the
brain and the heart, but also as dynamic images.
Through this game, words acquire a shape and a will
of their own, manage to assert themselves and pull
us into a real cabaret, where they run wild.

The acting was a complex one, from characters
with their own story to surrealist dances with
fragmented movements. The dialogues were
infused with humour, but also with philosophical
overtones. Among the first lines that stuck with me
were “God enters without knocking” or “In my skin
| lived as if it were a hotel ... one cannot get out of
one’s skin alone”.

We are carried, energetically, through a series
of apparently disconnected episodes, between
which the unassailable link is the word. From the
madman, who carries with himself and with God
a lucid and pertinent dialogue, we get acquainted
with a character who makes fun of drama students.

He feels that when an actor is reciting a poem, he
must feel as if he were struck by the words, that
words must strike him like a thunderbolt. Then we
move on to an episode of emotional restoration of a
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married couple, who had long forgotten what loving
was all about. This couple learns by means of a self-
suggestion and brain defragmentation programme
that it is possible to find happiness again.

Yuki Sakamoto

PENSIUNEA

THE FIRE DRAGONS FLEW IN THE SKY

by “Fire”. Fire has been the symbol of “life” and

used for religious ceremonies for ages. Fire has
its power to bring people together, to inspire our
body and soul and to fill us with great excitement.
THE DANCE OF THE DRAGONS, performed by Crispus
& Cobzality offered us extremely exciting moments
in Piata Mare last night.

F rom ancient times people have been fascinated

Piata Mare, brightened up beautifully by the lights
at night, was full of people eagerly waiting for the
show to start. The starting time approaches and
the people’s excitement rises, as their voices get
louder. People get even closer to the stage, kids on
their father’s shoulders, photographers getting up
on high places to take their best shots. Finally, the
low thick sound of the bucium (i.e. a type of alphorn)
announces the opening of the performance.

The band Cobzality plays live music inspired from
traditional ancient Romanian songs with modern
interpretation, while the cast of Crispus — The Art of
Fire, dance to the music with fireballs on cords in
their hands. The story is inspired by the Romanian
fairy tales, in which fantasy creatures exist together.

Dragons, griffins, handsome princes and fair
maidens meet in a dance that breaks the border
between the two worlds: the fantasy world and the
everyday world.

In the first show, each of the dancers brings
two fireballs, swinging them back and forth and
gradually spinning them in circles. Numbers of
fireballs spinning at the same time with accuracy
seem like small dragons twirling in the sky. As the
show goes on, the number of the dragons increases.
Sometimes the dancers bring longer cords with fire
or fireballs on several sticks.

The bigger the fire becomes, the more exciting and
fascinating the show grows. Similarly, the dancers’
choreography and the technique get more and more
complex. Sometimes the female and male dancers
bring the fire near to each other, cross their arms by
each other’s necks or lie down on the ground with
the fire. When the male dancers bring sticks with
fire, they pour something in their mouth and blow
it towards the fire. Suddenly the fire grows bigger
and flares up in the air, like dragons blowing fire in
the sky. Each time the dancers show new tricks, the

crowd shouts with joy and the air fills up with great
excitement.

| was so amazed especially by the male dancers,
naked from their waist up, spinning the fire
without any fear. It goes without saying that, for a
professional, it is a matter of course, but as an artist
myself, | felt their pride and the passion towards
both the performance and the audiences. Every
single performer, dancers and musicians alike, did
his/her very best to bring excitement and joy to the
audience.

From the beginning to the end my eyes were
caught by their amazingly beautiful performance
and my tiredness and all the other troubles in my
mind faded away. | felt as if | were in an amusement
park or even in a world of fairytales. Even when the
performance was over and the crowd started to
disperse, | couldn’t move.

“This is the heart of entertainment and the soul
of the festival.” In the cool refreshing air, | thought
| would never forget the dragons and the passion
given by the performers.
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TOLERANTA VIOLENTA IDENTITATE CULTURALA
Tolerance Violence Cultural Identity

1998 1999 2000 2001
LEGATURI CREATIVITATE ALTERNATIVE PROVOCARI
Links Creativity Alternative Challenges
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IMPREUNA ?! ENERGII INOVATII
Together 7! Energy Inovations

2010 2011 2012 2013

INTREBARI COMUNITATI CRIZE. CULTURA FACE DIFERENTA DIALOG

Questions Community Crisis. Culture makes a difference Dialogue



