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

TAVOLSAGBOL EGYSEG
— ERTEKEZES A MODSZERROL -

VISKY ANDRAS

ABSTRACT. This study entitled ,,Unity out of Distance. A Study in Method” approches the
notion of the theatrical theory, analizing the position of the dramatic theoretician. In his 1954
lecture on the 175th anniversary of the Mannheim National Theater, Hans-Georg Gadamer
connects, as he puts it, the “essence of theatre” with the “essence of celebration” viewing them
both in the mirror of the other. The essence of theatre (of the theatre which the European middle
classes created from the heritage of Greek theatre and transformed into a distinct and often
unique celebration) is “the play produced in order to be viewed, and the agreement which serves
as its basis, namely that the spectator goes to see the play, creating unity out of distance.” To
participate to a performance means to be first removed, dislocated and then transformed. In the
subsection “The Temporality of Aesthetic Phenomenon,” Gadamer describes in Truth and
Method the theoretic attitude with the terms of “being there” and “participation”: “He who has
been there at something knows entirely how it actually has been.” The syntagm “knows entirely”
in fact questions conceptual apprehension, though not in the spirit of an extreme theoretic
skepticism, but in order to keep the problem in motion. The performance suspends and makes us
“forget” our knowledge or preconceptions that hold us back from participation, and transforms
“contemplation” into “a true manner of participation”: “...the ability of the theoretic attitude
means even to us as well that with regard to something we are able to forget our aims... Theory is
true participation, it is not action but sufferance (pathos); in fact, it means that the spectacle
captivates, takes hold of us. The religious background of the Greek concept of mind was recently
explained by this.” Consequently, who is the [dramatic] theoretician? The word leads us back to
the Greek theoros who is a “participant in the festival delegation. The partakers in the festival
delegation do not have any qualification or role apart from being present at the event. The theoros
is in the true sense of the word a viewer who is there at the ceremonial act and from this comes
his sacredly legal distinction, for example, his inviolability.”

A mannheimi Nemzeti Szinhaz fennalldsanak szdzhetvenotodik évforduldja
alkalmabol, 1954-ben tartott eldadasaban Hans-Georg Gadamer a szinhazi,
miképpen mondja, ,lényeget” az tinnep, ismét, ,lényegével” kapcsolja Ossze,
egymas tiikrében szemlélve mindkettdt. A szinhdzi lényeg — azé a szinhazé,
amelyet a gorogok szinhazi 6rokségébol kiindulva alakitott a vallasitol kiilon allo
tinnepé, olykor kifejezetten dnmaga {inneplésévé az eurdpai polgarsag —, a szinhaz
lényege ,,a megtekintés céljara 1étrehozott jaték, s az alapjaul szolgdlo egyezség —
vagyis az, hogy a néz6 megnézi a jatékot — a tavolsagbdl hoz létre egységet”. A
tavolsagbol létrehozott egység megteremtésének sine qua nonja az elmozdulas, a
kimozditas, a kézeledés arra a helyre, ahol a nézdi-jatszoi részvétel megvaldsithato,
véghez vihetd. A szinhazi jatéknak az eldadast néz6 — jatszo szamara kozossé valo,
a jaték folyaman kozosnek felismert és elfogadott terében hasonld a karaktere az
tinnephez, amelynek ,,megvan a maga sajatos idébelisége”, és ezt részint a ,,visszatérd
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jellegével”, részint meg a résztvevok kozos egytittlétbe vald ,atemelésével”
realizalja. A kultikus tinnep lényegét, érvel Gadamer, nem ,,magikus varazslata
felol érthetjiik meg”, hiszen ,,az tinnepek eredendd s ma is eleven lényege az
alkotas, a felemelkedés egy atvaltozott 1étezésbe.”!

A szinész és a nézd szerepe az el6addsban nem vizsgalhaté egymastol
elvalasztott, elkiilonitett modon. A szinész szamara szitualtsaganal, nézo-helyénél,
onmaga ,.kimozditottsaganal” fogva a néz0 az eldadas ,,jatszdja”, amennyiben a
néz6 alkotja meg, viszi véghez, ,,cselekszi meg” a szinész szdmara az eldaddsnak
tekintett jatékot. A nézd szamara szitualtsaganal, nézo-helyénél, Onmaga
~Kimozditottsaganal” fogva a szinész az eldadds reprezentativ létrehozdja,
»megcselekvoje”. Ebben a viszonyrendszerben a jelen lev ,hivatasos” nézdnek —
a teoretikusnak vagy kritikusnak — nincs kitiintetett szerepe a reprezentacid véghez
vitelében. Szerepe csak a ,véghez vitt” jaték utan differencialodik, ahogyan a
nézoké altalaban, a nem kiilonboz6 ott-1ét 6nalld cselekvéssé valik, amely
nyilvadnos moédon, a szinhdzi reprezenticid intézményrendszerén beliil sajatosan
artikulalédik. Unnepi eldadasidban Gadamer 6sszekapcsolja az iinnep résztvevd
»megilinneplését” az tinnep tudhato, ismerhetd fogalmaval, azt allitva, hogy a kettd
— a fogalmi, illetve cselekvd-véghezvivd megismerési forma — egymasbol
taplalkozik, egymast feltételezi, egymastol elszakithatatlan modon: ,,Aki jaratos
egy bizonyos vallasi tiszteletadds rendszeresen visszatérd gyakorlasdban, vagyis
abban, amit kultusznak neveziink, az az {innep fogalmaval is tisztdban van.” A
keresztény kultusz esetében a misealdozatban ismerjiik fel a kijelentés értelmét: a
»szent” meghagyasra hivatkozo, egy alapitd aldozati tettet engedelmesen €s odaado
moédon elismételd szertartast az atvaltozas, a ,,valami 0j”, ,,mérhetetleniil nagyobb”,
de a résztvevok kozé jovo teofanikus megjelenése tartja életben. Az atvaltozas
vagy megvaltozas, a trans-substantia, tehat a szertartasba vetett anyagon tuli
1étrejotte nem marad meg sajat anyagaban, vagy az atvaltozast celebrald személy
privilégiumaként. A ,,mérhetetleniil nagyobb” attori a tér hierarchikus viszonyait,
és az atvaltozas rdharul minden egyes jelenléviore. A formdbdl 1étrejott transz-
forma valamennyi résztvevd kozos tapasztalatava valik, €s éppen az atvaltozas
aktusa teszi lehetdvé az intézményrendszerben felhalmozott, idegen, de formalhato
és eltiintethetd anyagként 1étezd hierarchidk — szinész—nézd; szinész—szinész;
szerz6—el6ado; drama—eldadas; hivatasos nézo—mezei nézd; szinész—rendezo stb. —
»pillanatnyi” eltiintetését. Az esemény ,,pillanatnyisaga” nem a tartamra, hanem a
megtorténdre, végbemendre utal, arra az eseményre, amikor jatszok és nézok
onmagukat nem elvesztve belépnek az eldadas kozvetlenségébe. Az esemény
repetitiv mdédon ,,utdnozza” az alapitd tettet, de az ,,igazi utanzas mindig atalakitast
jelent”. Az alapito tettet nem all médunkban id6ében vagy térben a veliink éppen
1étrejovo eldadast megel6zd, mashol levo ,.els6” eseménynek tekinteni (ez a
kultikus reprezentacid sajatja), hanem a legaltalanosabb értelemben a miialkotas

! Hans-G. Gadamer: ,,A szinhdz mint unnep” In: Szinhdz 1995/11. 41. o.
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veliink valo, tolink sohasem fiiggetlen vagy kiilon allo 1éte felismerésének és
elismerésének. Az ,jigazi utdnzasrol” Gadamer igy beszél: ,,Az utanzés 4talakitott
létezés, amely természetesen még visszautal arra, amibol atalakult, de egyszersmind
mégis 1j, mert olyan felfokozott lehet6ségeket jelenit meg, amelyeket addig soha sem
fedeztiink fel.”® A nézé ebben az értelemben szemléls, szemlélédé nézo, aki a
reprezentacio jatékaban egyszerre ismer 6nmagara ¢s az dnmagan kiviilire mint hozza
tartozora. Gadamer Igazsdg és modszer cimli milive Az esztétikum idébelisége cimet
visel alfejezetében a teoretikus magatartdst a nala—lét fogalmaval, illetdleg a
részvétellel irja le. ,,Aki ott volt valaminél, az egészében tudja, hogy
tulajdonképpen hogy volt.” Az ,egészében tudni” szoszerkezet éppen a fogalmi
megragadast problematizalja, hozzatéve, hogy nem egy végletes teoretikus
szkepszis, hanem a problematika mozgésban tartdsa jegyében. A végbe mend
szinhazi eldadas felfiiggeszti, ,,feledteti” a részvételt megakadalyozd tudast vagy
elézetes célkitlizéseket, a ,szemlélést” a ,részvétel egyik valéodi mddjava”
valtoztatva: ,,a teoretikus viselkedés képessége még a mi szdmunkra is azt jelenti,
hogy egy dologgal szemben el tudjuk felejteni sajat céljainkat. (...) A thedria a
valddi részvétel, nem cselekvés, hanem elszenvedés [pathos], tudniillik azt jelenti,
hogy a latvany magdval ragad, megfog benniinket. Az utdbbi idében ezzel
magyaraztak a gorog észfogalom vallasi hatterét.”

Ki tehat a [szinhazi] teoretikus?

A szd a gorog thedroszhoz vezet vissza, ez pedig nem mds, mint ,,az
tinnepi kiildottség résztvevdje. Az tinnepi kiildottség résztvevdinek nincs mads
mindsitése és funkcidja azon kiviil, hogy jelen vannak a dolognal. A theérosz a szd
valédi értelmében vett nézd, aki ott van az linnepi aktusnal, és ebbdl ered
szakraljogi megkiilonboztetése, példaul sérthetetlensége.”

Exkurzus 1.

A teoretikus tekintet

A thedred (szemlél, megszemlél, tapasztal, megtapasztal) ige két szobol
tevodik Ossze:

e themoai: elhelyezi szemét, tekintetét egy targyon, mereven néz,

bamul, megbamul valamit;

e (h)ordo: lat, észrevesz a szemével, és vildgosan megkiilonbozteti a

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

% Gadamer: i.m. 43. o.

3 Hans—G. Gadamer: Igazsag és modszer. Gondolat, Budapest, 1984. 101—102. o. Ha kiilon nem
jelezziik, idézeteink ebbdl a fejezetbdl valok.

* Képletes értelme is lehet. Két példa: a) Hamlet és Gertrud kettdse a III/4-ben, amelyet szimmetrikusan
megkettdz a ,szellemé vald” Polonius és Hamlet atyjanak szelleme, két kiilonbozo latast ir le: a Hamlet
atyjanak szellemét 1atd hercegét és a csak néz6, de nem latd Gertrudét. Minthogy Gertrud ,,nem 1at”, meg
sem hallhatja a Szellem hangjat, nem értheti szavat, amelyet, a szinhazi konvenciét véve alapul, Hamlettel
egyiitt a néz6 is meghall és megért. A szinhazi szerzodés értelmében a nézo a ,résztvevd” és , elszenvedd”
tekintet megajandékozottja. ,,HAMLET Tapot se innen, mig tiikrombe nem nézsz, / Mely megmutatja
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A teoretikus nézés hagyomanyos gorog értelemben a ,cselekvd nézést”
gyakorlo jelenlevd személyre all, a résztvevd, sot elszenvedd tekintet tulajdonoséra.
Antik, késo antik szovegosszefiiggésekben a kozvetlen érzéki észlelés leirasara is
hasznaljak, sot azt is jelentheti, hogy valaki ,,atél valamit” (példaul Janos apostolnal).

Ha a kozépkori ,,lires sir” szinhdzi toposzat vessziik® , azt a helyet,
térformat, ahonnan az eurdpai hivatasos szinjatszads a maga Ujraindulasat, tehat a
tragikus tekintet ijra vald megnyerését eredezteti, és amely késdbb a templomtér
legbelsdbb (legszentebb) helyévé valt; ha az ,iires sirt” korbeird késo antik szovegeket
vesszilk, az evangéliumi leirasokban a leghangsulyosabb jelenetekben a thedred
igét fogjuk megtalalni:

e L hogy megnézzék a sirt”™: a szovegosszefiiggésben a ,keresés” is
benne van, egészen pontosan a ,,megfeszitett keresése”, aki mar nincsen
ott, megfeszitettként nem talalhaté meg, hanemha feltimadottként. Az
atvaltozas, megvaltozas aktusa formalja, valtoztatja at a kereso tekintetet
résztvevo, ,.teoretikus” latassa, olyannd, amely ,,egészében tudja, hogy
tulajdonképpen hogy volt™”.

e odatekintvén, latik, hogy a k6 el van hengeritve™: a szoveghely az
epifanikus beavatkozas karakterét hangsulyozza az igehasznalattal, de
mivel epifanikus, az odairanyuld tekintet eleve részesévé, atvaltoz(tat)d
résztvevojéve valik;

e _¢s lehajolvan, 1ata, hogy a lepedok...”; ,lata két angyalt”g: a leirasban
1épésrol 1épésre megtalaljuk a megvilagositd, a végbement, visszautasitott
botranyos eseményt az iddtlenbe, a mindig t6rténdbe, tehat
tinnepformaként megismételhetdbe athelyezd tekintet miikodését. A
megértés ajandékdban részesild tanitvany véghezviszi a cselekvést,
megcselekszi az irast (behajol, sét bemegy az iires sirba, szamba veszi,
LAtéli” az alapitd eseményt), majd: ,,lat és hisz vala”'’. Ezt a pillanatot a
»futds” eldzi meg, a két tanitvany egymassal versenyezve odafut a sirhoz:

szived bensejét. KIRALYNE Mit akarsz velem? Csak nem akarsz megdhni? [...] KIRALYNE Kinek
beszéled ezt? HAMLET Nem latsz te semmit? KIRALYNE Semmit; pedig jéI mindent, ami ott van.
HAMLET Nem is hallottal semmi? KIRALYNE Semmit én / Kettdnk szavan kiviil. HAMLET No, nézz
oda! / Nézd...” (Arany Janos forditasa) A jelenetben Gertrud elharitja a megkiilonboztetd latast, ,,mely
megmutatja szived bensejét”, f¢l, hogy halalat okozza a felismerés (,,csak nem akarsz meg6lni?”, evvel
pedig attételesen Polonius halalat okozza, leleplezvén hallgatozasat. b) Hangstilyos a latas koré folépitett
konfliktus Lear és Kent kozott az I/1-ben, amely egyszersmind a Hamlethez hasonléoan nemzedéki
konfliktus, nyelvi kizokkentség formajat is olti: ,,LEAR El szemeim el6l! KENT Lass jobban, Lear; engedd,
hogy én legyek / Szemed vilaga.” (Vorosmarty Mihaly forditasa)
> Lasd err6] az itt kovetkez6 masodik exkurzusunkat.

6 Mt 28,1

7 Gadamer: i.m. 101. o.
$ Mk 16,4

% In 20, [5] 6, 12, 14
%71 20,8
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legy6zik a tavolsagot, €s az alapitd eseménnyel teljes egységbe keriilnek,
»thedrossza” valnak, a szd legvalodibb értelmében nézové.

A thedria a nézoként valod jelenlét leirdsara is hasznalatos (linnepi

jatékokon; vo.: theatron); passivumban: latnivald, latvanyossag, linnepi jaték:

e ,a sokasag, amely erre a latvanyra gyiilt Gssze™'': a szoveghely a
golgotai misztériumjatékot irja le mint a tragikus szinhdz értelmében
vett kikeriilhetetlen, minden nézére-résztvevore raharuld, nyomot
hagyo eseményt.

A theatron ebben a késd antik szévegkornyezetben pejorativ értelmd.

Ennek magyarazatdt nem pusztan Tertullianus egyhazatyanal is jol nyomon
kovetheto, a rigurdzus etika talajan kimunkalt szinhazellenességben talaljuk, hanem a
szereplok valdsagos ,,haldlra szantsaganak™ az elutasitdsdban. A kés6 antik szinhaz
elvesziti tragikus latasat, minélfogva alapvetd tabukat szeg meg, a szerepld
személyek az el6adas kellékeivé valnak. Egy példa a sok koziil:

e az Isten minket, az apostolokat, utolsokul allitott, mintegy halalra
szantakul: mert latvanyossaga lettiink a vildgnak, ugy angyaloknak,
mint embereknek”'*: az apostolok szinészekké lesznek a megvaltas
kozmikus szinhazaban, angyalok ¢s emberek nézoOserege -elott;
szinészek, de ,halalra szant” mddon, akik a nézokért jatsszak végig
szerepliket, de csak az alapitd haldl, helyettesité 4ldozat tudatosan
vallalt valésagos elismétlésével, ,,betoltésével” teljesithetik ki az ,,0j
kultuszt”. Ennek nyilvanvalé parhuzama Dioniiszosz és Pentheusz
»agonja”. Pentheusznak meg kell halnia, széttépik a bakkhansndk,
ugyanugy, ahogy Dioniiszoszt széttépték. Am mig Zeusz el nem
ismert fia feltimad, Pentheusznak meg kell halnia: 6 nem csak nézdje,
elszenveddje is az eseménynek. Az ,utolsok”, a ,halalra szantak” a
nézok latasanak megvaltozasaért kell valosagos halalt halniuk."”

Exkurzus 2.

Az odaadas mint katarzis vagy Artaud misézik, Derrida ministra

A katarzisrdl kezdeményezett beszélgetés-sorozat elsd felvondsdnak

leggyakrabban el6forduld szava a naiv és szdrmazékai. Mi sziikséges a katartikus
hatashoz, hangzik a kérdés, egy biztos, igy a valasz: naivitds. A naivitds a
beleélésre valo hajlandosag feltétele is, a fogaddkészségé, elementaritas és naivitds

114

'Lk 23,48

121 Kor 4,9
Ujszovetségi szémutaté szétar. Logos Kiado, Budapest, 1998.; Bauer, Walter: A Greek-English
Lexicon of the NewTestament and Other Early Christian Literature. The University of Chicago
Press, Chicago and London, 1979.; Varga Zsigmond J, Dr.: Ujszévetségi gérog—magyar szétar.
Kalvin Janos Kiadd, Budapest, 1996.

14 Az frni és (nem) rendezni c. kényviinkbdl (Koinénia, Kolozsvér, 2002. 159—167. 0.) atvett irdsunk
hozzaszdlas a Hajonaplo altal kezdeményezett katarzis-vitdhoz. (A hivatkozasokat lasd ott.)
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parban allnak egymassal, a szinhdzi eldéadasnak olymddon kell hatnia, hogy a
nézdtéren maganyosan leskel6dd nézd visszanyerje sziizességét, majd pedig, még
ugyanazon eldadas alatt, el is veszitse és megtermékenyiiljon. A korabbi szazadok
meglevd naivitdsa, olvassuk, biztonsadgosan miikddésbe hozta a katarzist, egyszertiség
és naivitas, ez a kulturdlis-pszichikus talaj, a 20. szdzad embere leszakitand6 errdl a
sokezeréves folyamatrol, mert, de ez mar masutt van, a vita masodik felvonasaban,
bolesebbek latszunk lenni elodeinknél. A Bauhaus, egy példa, ellentétben a gotikaval,
rokokoval, manierizmussal, elfajzott, a panelt kidobhatjuk a szemétre, a tobbinek helye
van ismereteink tarhazaban, vagy, szerényebben, puttonyaban. A gotika, a rokoko vagy
a manierizmus, gondolhatjuk, nyilvan pacifista egyeztetések nyoman sziiletett
konkordatumok alapjan adtak 4t a helyiiket valami masnak, igy, még egy példa,
bérhdzaink klasszikus homlokzatok mogott korbefutd szuicid korfolyosdi sem nem
elfajzasok, sem nem elozmények, sot a Bauhaus sem el6zménye 6nnon elfajzasanak,
noha ez az els6 ilyen eset a miivészettorténetben, legyen békesség kozttink mindenkor.
Vannak ugyan szelid kisérletek arra, hogy a beszélgetésen elhatalmasodd naivitas, a
fogalomrol beszEliink, elé gat vettessék, mindhiaba, ,,végiil” az apokaliptikus beszédmod
tili diadalat, amikor a gorogok dertis, szépségre és €lvezetre épiilt tobbszintes vilagat, a
romaiak vildguralmat és élveteg epigonizmusat egy allando bilintudatra épiild,
Onkinzo, €s -sanyargato, foldi boldogsag-ellenes uj kultura valtotta f6l, jottek és
bevezették a kereszténységet, olvassuk.

Igen, a bolcsesség, kezdjikk ezzel, valoban. ,,Ne mondd ezt: mi az oka,
hogy a régi napok jobbak voltak ezeknél? — mert nem bolcsességbdl szdrmazik az
ilyen kérdés.” Ezt is, meglehetosen homalyos sejtéseink szerint, az i. e. 3.
szazadban irtak le, de bolcs Salamonnak tulajdonitja a hagyomany, aki pedig
Krisztus el6tt kozel ezer évvel uralkodott.

Lehetséges-e még egyaltalan a katarzis, teszi fel a szénoki kérdést
Aiszkhiilosz, amikor hiriil veszi, hogy a siker mdmoraban elpimaszult Szophoklész a
szinészek szamat kettdrdl haromra, a karét pedig tizenkettordl tizendtre emeltette?
Aiszkhiilosz el6tt is vannak kérdések nyilvan, és ezek is a szinészek szamanak
novelésével hozhatok Gsszefiiggésbe, na és persze a sikerrel. Hol van mar az a jé adag
naivitds, amely Aiszkhiilosz szinhazanak katarzisdhoz kellett, morog visszafelé
Szophoklész, szinészeket valogatva. Euripidészre pedig egyenesen legyinthetiink, a
metrumok lazasdga, a nagyvonalian kezelt forma mar elképzelhetetlenné teszi a
tokéletesség mintapéldajaként szamon tartott Antigoné hatasat, Antigoné csak egy van,
hol jarunk mér az Eden f4itol, lehetséges-e még egyaltalan a szinhaz?

Nem, nem, ne is legyen, mondja Platon. Alantas, vélekedik Cicero a
pantomimmiivészekrol, jollehet mi, szénokok, az altaluk hasznalt hasonlo
eszkozokkel éliink, csakhogy egészen mas célok elérése érdekében. Atticust
viszont arra kéri egyik levelében, meséljen neki a mimusok szinhdzban mondott
mulatsagos tréfairl. Es akkor ne keriiljiik meg a kereszténység iigyét sem, hiszen
Tertullianus irja a legfulmindnsabb szinhazrombol6 szoveget, a De spectaculist,
benne a hires mondattal: ,,ami latvanyossagul szolgal, sesmmi sem talalhat tetszésre
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Isten elott”, érvei mindazonaltal nem sokban kiilonbdznek a Platonéitol, aki szerint
a mimetikai technai voltaképpen balvanyozas, és allamaba szigorian bevezeti a
platonizmust, ,,Szent Szokratész, konyorogj Erettiink!”, veti a keresztet Erasmus,
ugy tizennyolc szazaddal Platon utan. Tertullianusnak egyébirant Lukacs Gyorgy is
gyanutlanul (de job, ha az mondjuk, foként az ifjukori A tragédia metafizikdja
ismeretében: ideologikus heviilettel, majdhogynem halasan) bed6l, amikor Az
esztétikum sajatossaga masodik kotetében ,,a katarzis elvetésének” mindsiti A
latvanyossdagokrol szo6ld irat cirkuszi jatékokat leir6 XVI. fejezetét: ,,A kozos
téboly egy hangon morajlik fol... stb., stb.” Itt mar mintha bevezették volna a
kereszténységet, de Tertullianus szinhazi iratanak az olvasasakor azt a koriilményt
mégsem hagyhatjuk figyelmen kiviil, hogy a De spectaculis a keresztényiildozések
,virdgkordban™ sziiletett, érveit tehat sokkal inkabb filozofiaiaknak kellene
tekinteni, mivel szerzoje a keresztény hitet is filozéfianak tekinti.

Ugyan hol van ekkor mar az elddeihez mérten joval szkeptikusabb,
ironiatdl sem mentes Euripidész szinhaza is akar?

Nagyjabol azért megtudhatjuk, ha a szinhazi ikonoklazmus stafétabotjat
majdhogynem kozvetleniil atvevé Augustinus leirasaiba pillantunk bele. A
Confessiones Harmadik konyvének a hangiitését — , Elragadtak a szinjatékok
(spectacula theatrica), melyek tele voltak nyomorasagom képeivel... Hogy van az,
hogy az ember bankddni akar, amikor olyan gyaszos és tragikus eseményeket néz
végig, miket elszenvedni mégsem volna hajland6?... Mert minél kevésbé
gyogyulunk ki magunk az ilyen szenvedésekbdl...” — a Hatodik konyv igazin
rendesen megirt Alypius-térténete egésziti ki, idézziik beldle, katarzis {igyben, a
végkifejletet. Aki jart mar a Colosseumban, kénnyen lelki szemei elé idézheti a
torténteket: ,,Mikor megpillantotta a vért, megittasodott az undoksagtol, nem
fordult el t6le, hanem odaszegezte pillantasat, magaba szivta az Orjongést és mar
nem is tudott rola, gyonyorkodott a biinds vérengzésben €s vérszomj részegitette
meg.” Augustinus lépten-nyomon visszatérd szinhdzellenessége kés6 antik
jelenség, €s amennyiben, Henri-Irénée Marrou (Saint Augustin et la fin de la
culture antique) szerint mondjuk, levalasztjuk az antikvitas befejezddésének
kulturalis kontextusatdl, nem is igen van mirdl beszélni, legfennebb a 20. szazad
emberének édes foglalatossaga, az 6nsajnalat jegyében.

Erdemes-e a 1étez, a veliink torténd szinhazat zardjelbe téve értelmezni a
katarzist mint valami t6liink tavol levot, vagyottat, de elérhetetlent?

J6 uton jarunk-e, ha a szinhdzmiivész kishitlien és a mazochizmus gyanujat
is mozgasba hozva, a filmmiivész elott érzett kisebbségi komplexusat a szinhaz
»allapottyara” (a szinhdzban nehezebb, olvassuk) apokaliptikus felhangokkal
visszavetiti? Es itt, legyen vilagossag, elsé nap, nem a Titanic-szentimentalizmusra
gondolunk, az emlegetett nagyszabasu bogésekre, amit ismét csak a naivitas
fogalmanak szamlajara irunk, jollehet a katarzis Osszefiiggéseit a hazugsagon
alapuld manipulacidval igencsak problematikusnak tartjuk. Az persze ettdl még
fontos kérdés, hogy kozosségi fenomén-e, vagy, midta Wagner leoltotta a néz6téren a
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ldmpat, maganut, &mde lehet-e egyaltalan kérdés, hogy egy Csehov-eléadason atélt
katarzisnak vagy a Csehov-tragikumbol fakado eksztazisnak van-e koze a —
katarzishoz? Ha pedig van koze, olvassuk, akkor bir-e barmiféle relevanciaval az a
folvetés, hogy ti. ez a katarzis egyenesen, kozvetités nélkiil az a katarzis-e?

Es ha most egy pillanatra ellépiink Csehovtol Aiszkhiiloszig és folidézziik
az Oltalomkeresok felhasznalasaval késziilt Danaidak (Silviu Purcarete el6adésa)
elementaris hatasat (és tegyiik hozza, nem a naivak nagygyiilekezetében néztiik
végig a produkciot), akkor nem a szinhazi 1ényegrol beszEliink-e, amit biintudat és
onkinzas nélkiil nevezhetiink akar katarzisnak is. Es az kit zavar, foként eloadas
alatt, hogy ennek vagy annak a stilusvildgnak ledldozott, legjobb ha, amiképpen
Jan Kott teszi, az eurdpai szinjatszas Jan Kott nevéhez fliz6d6 €s Shakespeare-rel
kapcsolatos modern fordulatanak a végét maga Jan Kott jelenti be derlisen (vo.
Shakespeare, az Orok kortdrs [Santa Monica, 1991]), annak jelét adva, hogy
ivarérett szinhdzi embert még, horribile dictu, a posztmodernnel sem lehet tartésan
riogatni, sot, latott 6 mar ezt is és azt is, az operettre sem fenckedik tehat, Artaud
lendiiletesen misézik, Derrida szerényen ministral, legfennebb a szentbeszédet k6zos
megegyezéssel és jo érzékkel elhagyjak, €s magara a szertartdsra szoritkoznak a
transzszubstanciacio reményében. Pilinszky diszkréten bélint. Es persze azt irja nekiink
Périzsbol, 1971 augusztusdban, hogy Wilsonhoz ,mérten még Grotowski is
dogmatikusnak hat; egyszerre lesziikitettnek és ugyanakkor fokuszképtelennek”;
Wilson ,,igazsagtevd” szinhazat pedig az &hitat—dlom—blntudat harmassal irja le
(visszaveszi bele a tragikus vétség problémajat), ugyanakkor végre megint artatlan,
irja, nem naiv, hiszen <drett, érettségével hosszii id6 utdn eldszor nevezhetd
'zsenidlisnak'. Az artatlansagrol a tovabbiakban nem ejtink tobb szdt, kedviink
ellenére, mindazonaltal ujraolvasasra ajanljuk a szinhazilag megoldatlanul maradt
El6képeket és az Urbi et orbi, a testi szenvedésrél cimii opusokat, lehetSleg ebben
a sorrendben. Azt viszont megemlitjik, hogy masfél évtizeddel Pilinszky
Grotowskira vonatkozd mondata utan Jan Kott a kovetkezoket irja: Grotowski
'szegény szinhdza' évek ota nem létezik mar. Harom szinésze meghalt, a tobbiek —
szinészek, munkatarsak, tanitvanyok — valamennyien szétszérodtak a vilagban.
Akar a porszemek. A jurtan til mar csak a z6ld rét van. Fehér lovak legelésznek
rajta, olyan az egész, mint egy Gaugain-kép. S azon tul ott hizodik a néptelen préri.
Grotowski jurtdjahoz éjjel odajonnek a prérifarkasok. Délben, amikor leger6sebben
tliz a nap, hallani a csérgdkigyodkat is.

Ugyan mire emlékeztet benniinket, mindent Gsszevéve, ez a bekezdés?
Megmondjuk: 4 vihar epilogusara. Ezért is irtuk ide, in memoriam, emlékeztetve
egyszersmind arra is, hogy az eurdpai szinhdz modern fordulatit az 1962-ben
alapitott Laboratorium Szinhdzhoz, valamint az 1962-ben megjelent Kortdrsunk,
Shakespeare-hez koti az europai szinjatszas fo vonulata, Jan Kott tehat 5Gnmagarol
is ir, amikor Grotowskirdl, €s akkor jon Anatolij Vasziljev, itt is van, aki az egészet
a garancia-szinhaz szintagmajaval irja le és a befejez0désérdl beszEl, a szinhdzi
hagyomany folyamatossaganak a szellemében, nekiink persze johet Vasziljev.
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A szinhdzat diszkontinuusként felfogd szinhdztorténetiroi attitid az
ideologidk harca szinterének tekinti a szinpadot (lasd Brecht; postamester, mondja
rola lonesco), a ritus elhajlasanak jobb esetben, a keleti kereszténység szakiroi
viszont az arisztotelészi mimesis kozvetlen folytatasaként 1atjak az imitatio Christit
(lasd példaul Teodor Baconsky: Résul patriarhilor [Az egyhédzatyak nevetése] cimi
konyvét), a katarzist pedig nem a pogany multba rekedt idejétmult varazslatnak,
hanem a teremtetlen isteni fény latasanak és a beldle valo részesiilés formajanak.
André Scrima igy ir errdl: ,,Mas nyelvi zondkban a 'kozmosz' és a 'mundus' szintén
erdsen kotddik a katarzis gondolatdhoz, a fény okozta megtisztulashoz: a fény
hozza ki a sotétségbdl, a kdoszbol a teremtést. A 'mundus' ellentéte az 'immundus',
azaz a 'tisztatalan', a sotét. A szo6 és a belatds elképesztd szférajdban vagyunk. Az
ebben a paragrafusban benniinket vezetd fény a kezdetekig és a vildg végezetein
talra terjed.” Elotte pedig a 10. szazadi, ,,a fény geométerének™ nevezett Alhazen
ibn Haythamtol idéz, aki ezt mondja: ,,addig terjed a vildg, ameddig a fény terjed”.

A katarzis-beszélgetés harmadik felvonasdban a csoda €s a torékenység
egylittallasarol olvasunk a szinhazi eldadasban, errdl az eksztatikus pillanatrol,
kossiik most ehhez, az eksztazishoz, a tragikus pillanatot, a naivitdst immar
véglegesen szdmiizve a katarzis kézelébol.

Amiképpen a katarzist, ugy az eksztazist sem hagyja parlagon a hagyomany.
A jelentések mozgasba hozasa pozitiv tolteti eksztazissal jar, Alypius esetével
ellentétben. Eksztaszisz (gor.), illetéleg charad (héb.): azok a pillanatok, amikor
isteni természetli csoda torténik, jelentés jon Iétre, értelem van — ami ugyan
elmozdul, mert folyamatosan megujitandd, mint a szévetség —, amiképpen ezt a
charad irja le, a ,rémiilést és nagy sotétséget” kozvetlenil a szovetségkotést
megeldz6 pillanatokban (1Mdz 15,12), késébb pedig Izsék ,.igen nagy rémiiléssel”
torténd ,,elrémiilését”, igy Karoli Gaspar, ugyanaz a szo. Abraham és zsék, apa ¢és
fin, félelem és reszketés (eksztaszisz, tromosz), de ez mar igy Osszevonva a
Filippiekhez irt levélben szerepel (2,12), és hat a Kierkegaard-mi cimében,
nagyvonaluan egyesitve a héber és gorog ,.torténetet”. De ami benniinket most
valamivel kozelebbrol érdekel, az az hogy az eksztaszisz a feltimadas hajnalan az
tires sirhoz latogatdé hdrom asszonyt is hatalmaba keriti, egyfeldl az iiresség,
masfeldl pedig az angyalok hozzajuk intézett szavai miatt. Uresség, torékenység,
csoda, eksztazis. Félelem és almélkodas, irja Karoli, utdna elfutnak onnan az
asszonyok, sOt a szoveg szerint mintegy elmenekiilnek, oriilnek és félnek, Maria
Magdaléna, Méria (a Jakab anyja) és Salomé. A liturgia ezen jelenetét, a Visitatio
Sepulchrit tartja a szinhaztorténet az eurdpai szinjatszas Ujrakezdése pillanatanak,
ott van benne minden, semmi sem veszett el, ne legyiink kishitliek — hit helyett
mondhatunk kozvetlenséget is, Kierkegaard-ral —, féljiink és dlmélkodjunk inkabb,
a régiek elmultak és veliink vannak, imé 0jja lett minden.

Helyben vagyunk, csak a hely mozog folyvast, ne féljiink, féljiink ¢&s
almélkodjunk, tartsunk 1épést a haromkiralyok futdsat folytaté haromasszonyokkal.
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Applikdcio

Példazat a kiilondllo thedroszrol

A teoretikus latas, tehat a valodi nézoi mivolt a néz6 6nmagat az el6adassal
szemben vissza nem tartd teljesitményét feltételezi. A teljesitmény — Gadamer
szOhasznalata szerint ,,pozitiv teljesitmény” — a tavolsag feladasara tett kisérlet, amely
az odajarulasban, vagy, korabbi példankat tekintve, az odafutasban realizalodik. Ebben
a cselekvésben — amelynek maganak is, arisztotelészi értelemben, kivalonak, teljesnek,
bizonyos nagysaggal rendelkezd cselekvésnek kell lennie — a valtozasra vald készség
nyilvanul meg, a teoretikus oldalarol. Nem egyéb tehat ez, mint annak a kinyilvanitasa,
hogy az odajovo kész feladni sajat kiilonallasat, folfiggeszteni ,hitetlenségét” az
eseménnyel szemben. Lassuk a példazatot:

A kirély fidnak menyegzdje.

Hasonlatos a mennyeknek orszaga a kiralyhoz, a ki az 6 fianak menyegzot szerze.

Es elkiildé szolgait, hogy meghivjék azokat, a kik a menyegz6re hivatalosak
valanak; de nem akarnak vala eljoni.

Ismét kiilde mas szolgakat, mondvan:

Mondjatok meg a hivatalosoknak: Imé, ebédemet elkészitettem, tulkaim és
hizlalt allataim levdgva vannak, €s kész minden; jertek el a menyegzore.

De azok nem torédvén vele, elmenének, az egyik a maga szant6foldjére, a
masik a maga kereskedésébe; a tobbiek pedig megfogvan az 6 szolgait,
bantalmazak és megolék dket.

Meghallvan pedig ezt a kirdly, megharaguvék, és elkiildvén hadait, azokat
a gyilkosokat elveszté, ¢s azoknak varosait folégeté.

Akkor monda az 0 szolgainak:

A menyegz0 ugyan készen van, de a hivatalosok nem valanak méltok.
Menjetek azért a keresztatakra, és a kiket csak talaltok, hivjatok be a menyegzdbe.

Es kimenvén azok a szolgak az Gitakra, begytijték mind a kiket csak talaltak
vala, jokat és gonoszokat egyarant. Es megtelék a menyegzé vendégekkel.

Bemenvén pedig a kirdly, hogy megtekintse a vendégeket, lata ott egy
embert, a kinek nem vala menyegz6i ruhaja. Es monda néki: Baratom, mi modon
jottél ide, holott nincsen menyegz6i ruhad?

Az pedig hallgata.

Akkor monda a kiraly a szolgaknak: Ko6tozzétek meg a labait és kezeit, és
vigyétek €s vessétek Ot a kiilso sotétségre; ott 1észen siras €s fogesikorgatas.

Mert sokan vannak a hivatalosok, de kevesen a valasztottak."

A példazat egy olyan theodrosz eseteként foghatd fel, aki ,,ott van”, de a
kiilonallasat 1atvanyosan demonstralja. Odajétt, megdrizve a tavolsagot. A menyegzo,
amire meghivast kapott, ,a kiraly fidé”, tehat egyetlen, megismételhetetlen
eseményként allitja elénk a példazat az iinnepi latvanyossagot. ,,K€sz minden”, szdl
a meghivo tizenet, de még hatra van az ,,linnep megiinneplésének” az eseménye,

S Mt 22, 2-14
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ami nélkiil mindaz, ami késznek mutatja magat, szemvillanas alatt semmivé valik,
szertefoszlik, értelmetlenné lesz. Ez ugyan elkeriilhetetlenil megtorténik,
mindazonaltal a megvaltoztatd valtozasnak kell végbemennie, ami alél nem
vonhatja ki magit a thedrosz sem. Az iinnep itt rdadasul menyegzd, az egész
»varost”, a példazat szimbolikdja értelmében a kozmoszt érintd legnyilvanosabb
tett: ez adja a szituacid kiilonosen telitett, felfokozott karakterét. Ha ugyanis a
menyegz6 nélkiil foszlik semmivé az ilinnepi latvanyossag, akkor a ,,végsd”
esemény végitéletté alakul, megsziinik a kiilonbség a ,.kiils6 sotétség” (kaosz) és a
menyegz6i sziget (kozmosz) kozott.

A viharban a menyegzo6i szertartds utan — ,Mar {innepilinknek vége.”
(Babits Mihaly); ,,A jaték véget ért.” (Mészoly Dezsd) — nevezi Prospero a sajat
szinhazat ,,semmib0l szOtt latomasnak™: ,,Szinészeim tiindérek voltak és / Koddé
foszoltak jra, konnyti koddé... / Es mint e semmibdl szott latomas: / A felhd-
kamzsas tornyok, biiszke varak, / Szent templomok, s e roppant Glébusz is, /
Tenger népével koddé foszlik egyszer — / Akar az én ill6 szinhdzam — elvész: /
Szilankja sem marad. Egész valonk / Csak alom szovete; s kis életiink / Egy dlom
koronazza meg. Fiam, / Zilalt vagyok ma...” A semmi ekkora kozelsége a
menyegz6t kovetéen hatalmaba keriti Prosperdt, am a pontosan végbement, a
megtortént eloadas visszaharul rea, 6 maga sem keriil a 1étrejott ,,ij forma”
hatalyan, illetve hatasan kiviilre: Ferdinand és Miranda allnak el6tte, megmutatjak
magukat neki mint a ,minden kész”, tehat ujra megcselekedhetd tinnep ismét
foltarult valdsagos lehetdségét. Shakespeare egyszerre beszélteti dket, egy uj hang
sz6lal meg benniik és altaluk: ,Nyugtasd meg szived.”'® A koddé foszl6 tengernyi
nép, a megsemmisiilo roppant Globusz (beleértve a Globe szinhazat is) képe —
amelyet a szitudcidban Prospero Onmagéara vonatkoztat elsdsorban, a sajat
eltinésére, hirtelen, tulajdonképpen varatlanul folismert semmivé valasara —
mellett és elott Ferdinand és Miranda megszolalasa a szinhazbdl vald kilépés
gesztusaként is értelmezhetd, ebben az értelemben pedig megeldlegezi Prospero
kilépését a szinhazbol, a sziget elhagydsat, hiszen a szinhdz, az {tnnepi
latvanyossag, a menyegz6 célja nem onmagaban van, hanem az atformald {innepi
események nélkiil a pusztuld, gordg értelemben ,,pestises” varost célozza meg: ,,Ki
konyoriiltem masokon, / Hadd ldssam ujra varosom!”

A példazat theorosza ott van, de Onmagat visszatartja, pozicioja techat
leginkabb a voyeuréhez hasonlit: visszatartja, elkiiloniti testét; utdnozza az aktust,
de a visszatartasban elharitja magatol az atformalé mimézist, tehat a ,,magunkon-
kiviil-létet”, amely annak a lehetésége, hogy ,.teljesen ott legyiink valaminél”."” A

' Shakespeare: A vihar IV/1.

17 Gadamer: im. 102. 0. Gadamer a Phaidroszt hozza fel példaként, ahol Platon a szerelemhez
hasonlitja az, esetiinkben, néz6i Onmagat vissza nem tartd odaadast: ,Mert ha egyszerlien
szerencsétlenség volna az Orjongés, akkor igaza volna; de épp legnagyobb javaink 6rjongésbol
(maniabol) — de persze isteni adomanyként rank szalld 6rjongésbdl — szarmaznak. [...] Ennyi és
még tobb szép eredményét tudnam felsorolni az istenekt6l j6v6 szent Oriiletnek; tehat ne féljiink
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menyegz6i ruha az a jelmez, amely kiilso jelét adja a thedrosz ott-létre irdnyuld
elszantsaganak, annak, hogy, amiképpen a tobbi ott-levo, 6 sem tartja vissza magat,
kész feladni a kiilonallas tulajdonképpen hatalmi pozicidjat. Sérthetetlenségét nem
az intézményi-hatalmi reprezenticidban, hanem ,,szakraljogi” vonatkozdsban ismeri
fel, ez pedig nem az 6 eldjoga, hanem a mindenkori Masiké, aki ott van vele.

A kiraly kisérletet tesz a fenntartott tavolsag megsziintetésére: megszolitja a
vendéget: ,,Baratom, mi mdédon j6ttél ide, holott nincsen menyegz6i ruhad?” A kérdés
— amelyet ha nem szdmonkérdnek, hanem megszolitdsnak, beszélgetésnek fogunk fel —
a theorosz kimozditasara tett kisérlet, amely a tulajdonképpeni esemény, a menyegzd
halogatasa, sot elhalasztasa feltételével johet csak létre. (A példazat mint a
jovatehetetlen halogatdsdnak, késleltetésének, kegyelmi visszatartdsdnak is
értelmezhetd.) Az esemény nem kezdddhet el anélkiil, hogy az ott-levd ne valna
egyszersmind résztvevové is — amibol nem az kovetkezik, hogy az eldadds nem
jatszhato el, hanem sokkal inkdbb az, hogy ,,hidbavalé” modon, ,.hitetlentil” jatsszak el.
Mindez nem vonatkozhat a ,.kirdlyi menyegzoére”, amely nem ismételhetd meg, tehat
alapitd, ennél fogva pedig végsd, utolsdé eseményként all eldttink. A thedrosz
megszolitasa is erre utal — ,,barat”: (h)etairosz, valaki, akinek a megsz6litd nem ismeri
a nevét —, amennyiben egyszerre nevezi meg a tarthatatlan kiilonallasat (,,nem tudom a
neved”) és felfiiggeszthet6 kiilonallasat: baratom; ez fordithat6 bajtarsomként is.'®

A menyegz6i ruha a részvételre vald készség"” és elszantsag felmutatott,
»meglobogtatott”, nyilvanossa tett jele, figyelemre méltd6 azonban, hogy ennek
hianyaban még kinalkozik esély a részvételre: a beszélgetés. Amelyet a vendég
hallgatasaval elharit, visszautasit. Kiilonallasa tehat végleges, beszélgetésen kiviili.
A vendég, noha bent latszik lenni, valdjaban kint van, a , kiils6 s6tétségben”, ahol a
beszélgetés helyett a ,,fogak csikorgatisa” van. A kiraly itélete tehat a thedrosz
kiilonallasanak a megvalositasa, betetozése, végsove és véglegessé tétele.

»~Akkor monda a kiraly a szolgaknak” — kik ezek a szolgak? Szoveg szerint
(diakonosz) az a személy, aki masok javan, jolétén munkdlkodik, de ez lehet
angyal is, az a ,személy” tehdt aki az tinnepi latvanyossag utén eltiinik,
szertefoszlik, az ujabb linnepi eseményig felismerhetetlenné, lathatatlanna valik.
Amennyiben a szinészre vonatkoztatjuk a példazatnak ezt a szerepldjét, akkor azt
latjuk, hogy az onmagat visszatartd theodroszt az elkezd6d6 menyegzd ,,veti ki
magabol”, kovetkezésképpen a thedrosz nem az eseményrdl, hanem 6nmagardl,
onnon kiviilmaradasarol adhat csak hirt.

téle, és ne zavarjon meg semmiféle olyan beszéd, amely azzal ijesztget, hogy az elragadtatott
helyett inkabb jozan embert kell baratul valasztani. Az ilyet beszéld csak akkor vigye el a gydzelmi
palmat, ha allitasa timogatasara azt is kimutatja, hogy a szerelmet nem javara kiildik a szeretének
és kedvesének az istenek.” Platon: Vdlogatott miivei. Eurépa Kényvkiado, 1983. 519. 521. o.

'8 Jézus pontosan igy szélitja meg a kiilonallasat nyilvanosan demonstralo Judast is. Vo.: Mt 26,50.

' Nagy Szent Gergely allegorikusan ,,a sziv ruhézatanak” értelmezi a menyegz6i ruhat, és meg is nevezi
azt: a hit, a tudas stb. szeretet nélkiilli gyakorlasa. V6.: Simonetti, Manlio szerk.: Ancient Christian
Commentary. New Testament Ib. InterVarsity Press, Downers Grove, Illinois, 2002. 146. o.
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A példazat elmondasa 6nmagaban is dramatikus szitudcio: a ,kiraly fia”
mondja el a példdzatot azoknak, akik, a példazat végkifejlete szerint, a beszélgetést
végletesen elutasitjak: ,,Ekkor a farizeusok elmenvén, tanacsot tartanak, hogy
szoval ejtsék Ot térbe.”® Széval térbe ejteni, nem szoba allni; szoba hozni;
megszolitani; megbeszélni: a tavolsag fenntartdsa mint az tinnepi latvanyossag
megsziintetésére tett kisérlet.
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“THE LEAP, NOT THE STEP”
PART TWO: COMPARATIVE RECEPTION OF A PRODUCTION OF
HEINER MULLER’S QUARTETT IN NEW ZEALAND AND EUROPE

BRONWYN TWEDDLE

ABSTRACT. In the first part of this essay, in the previous issue of Studia, I explained how my
production of Heiner Miiller’s Quartett was created, drawing upon inspiration and concepts from
key contemporary theatre practitioners. This second part of the discussion examines the
performance of the work, in two aspects — firstly, the contribution of the audience — how their
expectations and experiences impact upon the meaning they find in the piece; and secondly, how
the physical parameters of venues for the performance affect the audiences ‘reading’ of the work.

The second imaginative ‘leap’: the Performance and the processes of Reception

The audience must decode the ‘rules’ of any fictional stage world, especially
one which is non-realistic in its construction. One of the key questions for a director is
how hard the audience are willing to work to interpret the stage world, and also how
willing they are to have their expectations of the theatre experience stretched. Audience
member’s commentary on my production of Quartett varied hugely according to both
the physical parameters of the performance [their spatial relationship to the actors] and
to the level their exposure to this kind of text and/or performance style [their “pre-
knowledge]. This production [as explained in the earlier issue] is very physical, and
abstract in its gestural language. The actors have clear mental ‘tracks’ to create their
layered performance, but no meaning is immediately clear. Physical action may inform
the audience’s understanding of the playwright’s words but the spectators must draw
the ambiguous ‘tracks’ together to interpret the contrapuntal relationship between
Miiller’s text and the physical ‘score’.

AUDIENCE EXPECTATIONS

Since the emergence of reader response/reception theory, it has been posited
that the ‘meaning’ of any particular theatre performance is unique to each audience
member, depending on their personal associations. Theatre theorist Marvin Carlson
claims the openness of stage performance creates a ‘psychic polyphony’ where the
spectator chooses their own points of focus, thus creating ‘an unique and individual
“synchronic” reading as the play moved forward diachronically’[Carlson 1990:99].

However, the audience’s meaning-making influence on the performance
goes further than this. The actor’s experience of an individual performance, and
thus the shape this performance takes, is also dependent on audience members’
responses. Which ‘micro-tracks’ [discussed in part 1 of this essay] the actors focus
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on during a show on a particular night may make minute changes to their
performance, but one ‘micro-track’ which only emerges during a performance
season is the intuitive modification of the action in response to their reading of the
audience’s responses. As theatre director Anne Bogart explains: “Quantum physics
teaches us that the act of observation alters the thing observed. To observe is to
disturb. ‘To observe’ is not a passive verb. As a director I have learnt that the
quality of my observation and attention can determine the outcome of a process. Under
the right circumstances the audience’s observation and attention can significantly affect
the quality of an actor’s performance. Actors can respond to an audience’s powers of
observation. It is the contact/response cycle at the heart of live performance that makes
being there so extraordinary. ... The reception is palpable. Listening to the listening,
the actor makes adjustments in the speed of an entrance, the intensity of the first line
spoken or the length of a pause. An actor learns when to hold back and when to
open up based on the agility of the audience. The audience is engaged in a
collaboration of silence which makes possible the extended intercourse of
performance” [Bogart 2001: 72-73]

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

More traditional processes of creation build in layers of ‘obsolescence’ — a
Gesamtkunstwerk ideal, an idea first applied in music theatre context, operates on
the assumption that all elements must work together in the stage world to get the
unified message across, with overwhelming impact. When applied to ‘straight’ theatre,
the Gesamtkunstwerk end of the spectrum requires that the performers’ physical action
agrees with the text which they are speaking.' This is what is meant, in conservative
approaches, by ‘serving’ the playwright or ‘serving’ the text.

Many contemporary practitioners, such as the German composer/director
Heiner Goebbels, are against the hierarchies of the traditional theatre and the
Wagnerian Gesamtkunstwerk ideal, where being subservient to the text therefore
means that all aspects of the theatre experience are subservient to the actor. In
Goebbels’ work, no one element of theatre dominates. Goebbels finds it simplistic
to have everything organised under the hierarchy of the text/content, as, he states,
our attention is richer than that. We don’t need to amplify one message in multiple

' In some productions, which take this idea literally, this can become extremely banal — one often speaks of
‘double percussion’ — where the performer does what they are speaking about i.e. mime taking a photo
when talking about taking a photo.
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ways — it is better to create signals which are ambiguous, where elements of
performance may create a counterpoint to each other. In his work each element has
its moment of focus in the perception of the audience. For example, in his work
Eraritjaritjaka, a small light moving across the floor becomes a ‘performer’ in its
own right. Rather than a hierarchy of elements, with the actor, as the ‘carrier’ of
the text, at the pinnacle, Goebbels seeks a balance of elements. However this is not
a simultaneous balance of all elements being present in the performance at once.
Everything can’t be active at the same time [as opposed to all being ‘support’ at the
same time as in a Gesamtkunstwerk approach], but the ‘starring’ role of each
element must be step-by-step. This philosophy brings in a shifting of the theatrical
format. Goebbels allows no single element [such as the actor] to dominate a
performance — in his work music, light and set are not ‘illustrations’ of an idea, but
an integral, structural part of it.

In Goebbels’ work it is the independence of the elements, the counterpoints
and ambiguities, which lead to a ‘readerly’ [open] performance for the audience to
interpret In another example of the ‘readerly’ performance text, he claims that the
audience feels more invited when it has a space they can construct themselves
imaginatively, rather than a physical one mirroring the view of the protagonist in the
centre of the piece. He also states: “In a way we are all interested in making
connections; when, for example, you see somebody speaking and they make a
movement at the same time which doesn’t belong to what they are saying, we
immediately try to make a connection between these two elements and this keeps us
awake. Not like in the traditional theatre where everything is doubled up.” [Goebbels
1985] — which supports the way I have created the physical score for the Quartett text.

Where Goebbels’ technique of utilising theatrical elements in counterpoint
becomes particularly relevant to my discussion of Quartett, is where we ask: “How
much counterpoint can an audience take?” Goebbels asks for a balance between
focal points. His work differs from my experiment in directing Quartett in two key
ways. Firstly, Goebbels’ works are created by himself and his collaborators from
scratch and the texts he uses in performance are not plays but non-theatrical texts;
whereas | am using a set playscript by Heiner Miiller. Secondly, Goebbels’ asks for
a balance of elements so that not all elements are active at one time. Heiner Miiller,
whose work Goebbels has often used as texts for his productions, and with whom
he has collaborated on several occasions’, asks for a sensory overload. As Kalb

2 The following Goebbels’ werks were based on Miiller texts: Verkommenes Ufer [Despoiled Shore] in 1984;
Die Hamletmaschine [Hamletmachine] and Die Befreiung des Prometheus [The Freeing of Prometheus] in
1985; Der Mann im Fahrstuhl [The Man in the Elevator] in 1987; Wolokolamsker Chaussee I — IV in 1989;
Shadow/Landscape with Argonauts in 1990; Romische Hunde [Roman Dogs] in 1995. Ou bien le
débarquement désastreux [On the Hapless Landing] from 1993 uses Miiller’s Herakles 2 but translated into
French. In 1987 Goebbels collaborated with Heiner Miiller and designer Erich Wonder on the ‘Action’
Maelstromsiidpol [South Pole Maelstrom). In Schwarz auf Weiss [Black on White], from 1996, a recording
of Miiller’s voice, reading a text by Edgar Allen Poe, is part of the performance.
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explains: “Miiller developed a widely influential theory of ‘democratic theater’ in
which actors, directors, and designers were exhorted to leave open as many interpretive
possibilities as possible and not make decisions about meaning for spectators — his
preferred path to open-endedness being a ‘deluge’-aesthetic in which spectators were
‘packed up with so much that they don’t know what to carry first.”” [Kalb 1996: 71]

The ‘democratic principle’, from the audience’s perspective, is that they are
co-creators of the meaning of the work — they select what is meaningful for them.
Alternatively, they can choose to let the ‘deluge’ wash over them, without a conscious
attempt to ‘select’ a focus to create their meaning, and therefore absorb the texts and
the stage images in a visceral way. Miiller’s ‘deluge aesthetic’ is the combination of
what were two seemingly disparate ideas — the Gesamtkunstwerk ideal of using all the
theatrical elements at once, but not to underscore the same meaning; and Goebbel’s
intention to create ambiguity and counterpoint, but without his balance. Miiller’s
‘deluge’ is all elements utilised to create ambiguity and counterpoint.

While I do not incorporate all elements of the theatrical mode to the extent that
Goebbels does [my production is unashamedly actor-focused] I do hope that we set up
the ‘deluge’ aesthetic that working on Miiller presupposes, through both my refusal to
subordinate the physical action to the text; and with my conscious attempt to challenge
any mass-reception of a clear ‘reading’ of the movement in relation to the play. If there
is any ‘implied spectator’ for this production of Quartett, it is one who is willing to
work hard to construct an interpretation. However, I hope that this understanding is not
purely intellectual, but made of associations, sensory responses and visual patterns.
There is no literal ‘meaning’ of the physical score, so the audience has freer
interpretive range. The actors may have found their own pattern/interpretation of
specific moments, but it is not essential for the audience to ‘receive’ that.

A key question therefore is: how strong can the contrast between physical
action and text be before spectators find it all too difficult and ‘switch off”. It is not
uncommon to see music and physical action in counterpoint, but consistent and
sustained physical action in counterpoint to dense text, as in my production of
Quartett, is more difficult for many audience members to accept. Some audience
members find it difficult to listen to the text if the visual track, the physical ‘score’
is of equal power to the text, and their relationship is not instantly apparent. It
creates a ‘disturbance’ of their listening if want they want a unification of text and
action and it isn’t present. Some enjoy the puzzle, some are irritated by it. If they
are too disturbed they cannot listen — and as Bogart pointed out above, the quality
of their listening affects the adjustments the actor makes in performance.

My earlier productions using this physical scoring technique were of
‘classic’ playtexts which had ‘heightened’, non-naturalistic tendencies. In these
productions, the audience’s listening process was somewhat simpler, because they
had a linear plot and defined characters on which to base their interpretation of the
movement. Miiller’s matrix of role-play levels in Quartett increases the amount of
audience-decoding necessary: in addition to creating their own logic for the physical
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score, spectators must also determine, moment to moment, the layer of role-play
i.e. ‘who’ is speaking, and ‘to whom’. The potential for ‘disturbance’ is higher.

Yet the performance can also be enjoyed by just letting the text and the
visuals wash over you. As the Texan director Robert Wilson once said, you can just
“listen to the pictures”. Phenomenologists have critiqued semioticians’ focus on
‘meaning’ to the exclusion of the experience, of feeling. The actors’ simultaneous
‘tracks’ allow them to access both ways of thinking, and hopefully the complexity
of the performance we have constructed also allows both responses in the audience.
Our version of the ‘deluge aesthetic’ in Quartett is actually only made up of two
elements: text and movement. Other elements [light, set, props and costume] are
kept relatively simple. But as these two elements are very strong ‘meaning-
carriers’, the potential for ‘disturbance’ is greater and if audience members are not
willing to enter into the convention of the performance, their ability to ‘listen’ and
the actors ability to ‘listen to their listening’ is impaired.

This effectiveness of this ‘listening to the listening’ is of course affected by the
cultural context of the performance — what do audience members expect from a theatre
experience? Do they require “unity’ of messages or are they open to ambiguity, which
they must decode themselves? The reception is affected by what the theatrical ‘norm’
is in a city, but also on the type of theatre-goers that attend a performance.

CULTURAL CONTEXT

While the ‘spaces’ defined the audience’s reading of the action in this way,
the composition of the audience impacted on whether they could accept the
performance convention of contrapuntal text and movement. Many New Zealand
theatre audiences can be conservative in this regard — which perhaps has its
foundation in the country’s history of borrowings from the British tradition of
theatre — where the text is sacred. Therefore many audiences feel most comfortable
with the hierarchical structure where all elements support the actor’s spoken text.

The result of this is that although I believe my production is in agreement with
Miiller’s theatre philosophy, I have been accused by New Zealand audiences of
‘neglecting’ the text. Because Miiller’s texts are so multi-layered and rich, many
assume that a production of his work must therefore favour the text. Despite its
embodiment of the ‘deluge aesthetic’ spectators claim the physical score is too
distracting from the text. I personally disagree with this — though I am fighting a hard
battle in New Zealand to assert this — one can use the body so that one listens to the
text in a whole different way. The spectator must not understand every word — Miiller’s
deluge of textual images makes this impossible anyway. My process, of creating the
physical score independent of the text, intentionally causes a confusion in the spectator.
He or she must put effort into finding a meaning for the movements , but for that effort
he/she has a richer experience of seeing and listening. As Miiller himself said: “When I
read a text, a poetic text, I don’t want to understand it straight away. I want to absorb it
somehow, but more as a sensory activity, than as a conceptual one. And there is a
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tradition of rationalism which prevents, for example, the sensory perception of texts.
Only when one can perceive a text sensorially, can one later also understand it. This is
a reason why I am increasingly interested in the ballet, because there is nothing to
understand. A body is incomprehensible” *

As Miiller claims, the body can be ‘comprehended’ sensorially, and bypass
the intellect. In the case of Quartett, this means that an explicit sexuality must be
seen. Many spectators found the embodiment of sexuality in my production to be
too much — but this follows the intention of the play [and therefore puts the text
first, which is what many of them are asking for!] One of the literary models
Miiller took for this play is the Marquis de Sade — and this is demonstrated by the
pornographic content of the play: the sexual excesses of the aristocrats, as a means
to pass the time; the role-play as memory device in order to recall their previous
life as outside the social mores and moral law; the twisting of religious teachings
towards evil ends — all these are trademarks of de Sade’s writing. As Jonathon Kalb
explains in The Theater of Heiner Miiller, while explicit sexuality in present in
other plays by Miiller’s, in Quartett it is the foundational metaphor. Even if
spectators reject the bodily-ness of our production, they have arrived at the centre
of the play — Miiller shows a perverted world where violence and exploitation
replace real relationships. As one theatre critic in Wellington expressed, even if
you don’t find it “intuitively engaging” it does clearly demonstrate “how
indulgence becomes inevitably tedious” [Smythe 2006]

This reception is an extreme case of being affected by the horizon of
expectations of the spectators. The premiere of Quartett occurred in BATS theatre,
Wellington. BATS is a small professional theatre, where new and experimental
productions are presented. Those who buy a ticket for a show at BATS expect a
very different kind of performance than you would find in the other theatres in the
city, Even though audiences at BATS are more open to unexpected presentation
styles, there was a great divergence of opinions about the production. Interestingly,
their responses were not so much about the performance style, but rather personal
responses to the content of the text — even when we try to provoke a sensorial
response, New Zealand audiences really listen to the words. Many people in happy
relationships [couples in love] did not like the piece, as it shows the darker,
manipulative side of human relationships. Many Christians found the twisting of
the religion difficult to cope with. On the other hand, a hearing-impaired spectator
found it absolutely fantastic because the visual language was so rich for him. He is

w

My translation from Linzer and Ullrich 1993: 20. The original text is: “Wenn ich einen Text, einen
poetischen Text, lese, dann will ich den zunéchst mal nicht verstehen. Ich will ihn irgendwie aufnehmen,
aber mehr als eine sinnliche Titigkeit denn als eine begriffliche. Und es gibt so eine Tradition von
Rationalismus, die verhindert zum Beispiel die sinnliche Wahrnehmung von Texten. Erst wenn man
einen Text sinnlich wahrnehmen kann, kann man ihn spéter auch verstehen. Das Verstehen ist aber ein
Prozess und kann nicht eine erste Anndherung sein. Deswegen interessiert mich auch zunehmend das
Ballett, weil es nichts zu verstehen gibt. Ein Kérper ist unversténdlich.”
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a BATS regular, and always requests a copy of the script to read along with by
torchlight during the show. I encouraged him to just watch and read it later. He did
and left the theatre very enthusiastic about his soon-to-occur literary encounter
with Miiller. People tended to either love the piece or hate it — which I consider to
be a success. No-one left the theatre indifferently, which means that I hit a nerve.
Even those who hated the production thought it was ‘courageous’ compared to the
usual fare on Wellington stage.

Allen Hall Theatre, where we played a season in Dunedin [on the South
Island of New Zealand], belongs to Otago University. The context of a performance in
a venue where theatre students are used to theorising performance, and are more up-to-
date with contemporary techniques than the average theatre-goer, meant that that these
students were very open to the performance style, and liked the ‘radical’ aspects of it.
The Quartett season was presented in the framework part of an interdisciplinary
conference on issues of ‘Space’. Several of the academics were also responsive to
what is an uncommon form of both text and performance style for New Zealand. In
contrast, those representatives of the major professional theatre in town did not like
our production at all. However this is not surprising. Their repertoire is much more
standard fare — predominantly light comedies with the odd Shakespeare . They
didn’t have a reference point for how to assess Quartett, because their theatrical
values are so different. In fact, despite the fact that Miiller’s play is considered to
be a ‘classic’ in Germany, his work is rarely performed in New Zealand at all, and
certainly not on the mainstream stages. One female audience member, who has
been an active feminist since the 1970s, rejected the play outright because she
found the ‘rape’ of the niece to be inexcusable.* Another female spectator did not
like the performance at all, but found that she could not stop thinking about it —
which, like the love-it-or-hate-it mentality, I take as a measure of success. If the
‘meaning’ was simple, she would not have had to puzzle it out for so long. The text
and performance style were obviously challenging, but in a productive way.

Of course the impact of the ‘deluge aesthetic’ and the reception of the
disparity between the physical score and the text is more complicated, when we

* Personally, I dispute that it is a rape at all. My interpretation of the ‘seduction’ is that the niece desperately
wants to act on her sexual urges. Her resistance is simply fear of the societal consequences. In the
original novel on which the play is based, as in Christopher Hampton’s play and film adaptation of it,
Merteuil makes it clear to her niece that one can have lovers. The trick is simply that you must use
blackmail appropriately so that your lovers can never fe/l. On hearing this the niece’s qualms disappear —
and she eagerly continues her sexual education by Valmont. She only ‘defended’ herself, so that she
would not be held ‘responsible’ should someone hear that she has lost her virginity. She said what she
expected Merteuil would want to hear regarding the expected societal role of young girls as protectors of
their chastity. Once she learns from an expert that what one says is not what one necessarily does, she is
free to explore her sexuality. It is an interesting difference that I have noted when discussing theatre
performances between generations of feminists, that the older generation often assumes that young
women are being ‘exploited” when younger feminists see them as making conscious choices to use their
sexuality to themselves exploit the patriarchal assumptions of the system!
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performed in Serbia and Romania in November 2006, as the audience was listening
to a text that is in a foreign language. For those audience members with limited
English, it was an advantage that the performance was so visually dominant, but
even for those with excellent English comprehension, the text is very difficult. I
would not expect a native-English-speaker to understand Miiller’s dense text
thoroughly on first hearing, so I was astounded at the willingness of Serbian and
Romanian spectators to work at understanding the play. This willingness to make
an effort to understand is just what I wish the New Zealand spectators would have!
One spectator in Belgrade found that there was simply too much text, but even he
remembered certain lines — for example: “It’s not that I am feeling anything for
you. It is my skin that remembers” [Miiller 1984:107] that had affected him.
Interestingly, despite the fact that we as performers were very our conscious that
we were performing a play which is partially set in a bunker after World War
Three in a city which has been through a war themselves in recent history, no-one
form the audience referred to this. Perhaps this was because the bunker was less
obvious in the touring version of the play.

In general the productions appears to have come across well to Romanian
audience members. A journalist in Timisoara found it ‘necessary’ to see a play with
such overt sexuality on the stage, as he believes Romanians are too silent when it
comes to sexuality and personal relationships. A theatre student in Cluj-Napoca said
that it was something new for her, as she said that the theatre there is a more classical,
verbal theatre than what we presented. Interestingly, she was more open to the
performance than New Zealand spectators, despite the fact that there classical, verbal
theatre is also privileged. This reference to the classical styles came out in a comment
from another spectator, who described the movement style as ‘baroque ballet’.

Another segment of the audience in Cluj-Napoca rejected the production.
Many of these were the German spectators, or at least spectators who had seen a
great deal of theatre in Germany, who were there for a German theatre conference,
in the context of which we were performing. The impact of venue constraints will
be discussed below, but a large part of this was to do with the theatre knowledge
that these spectators brought to the performance. While our approach is quite
radical for New Zealand, German theatre is much more experimental and
confronting. If one has seen the provocative productions of Frank Castorf or
Christoph Schlingensief, our performance is quite tame by comparison — and has a
much smaller budget! There is no surprise that it can seem to be disappointing.

THE IMPACT OF VENUE SPATIAL ARRANGEMENTS

In addition to the theatrical conventions that automatically colour an audience
members’ ‘pre-knowledge’, the actor-spectator ‘listening to the listening’ cycle is of
course also mediated by the physical space of the performance. Especially in Quartett,
where the play’s structure contains long periods when an actor speaks directly to the
audience rather than connecting with the other actor, the performers really need to feel
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the audience are working with them. The architecture of performance venues impacts
hugely upon this relationship. It also naturally impacts upon how the audience ‘read’ the
‘space’ — in the very specific case of Quartett many saw either the ancien regime
environment, or the bunker, but not necessarily both simultaneously as Miiller intended.

BATS theatre in Wellington, New Zealand, where we first staged Quartett,
is an intimate ‘black box’ theatre, where the audience, in raked seating, shares the
same space as the performers. The solid black walls create a sense of enclosure and
the sound travels smoothly in both directions. The actors can hear and see the
audience’s responses easily. In contrast, the Allen Hall theatre space, used for the
Dunedin season, is a reversed proscenium arch set-up. That is, the audience sit on
what used to be the stage, again in raked seating, but they are clearly separated
from the performers, who work on the floor of the former auditorium. There is a
large potential performance space for the actors, with a high ceiling. Our attempts
to enclose the Allen Hall space with ‘blacks’ [stage curtains] failed to give the
claustrophobic sense the play needs, as they lack the solidity that suggests a
‘bunker’ environment. But the most dramatic impact of this space on the actors was
the acoustics. Sound seemed to bounce in only one direction: from the actors, over
the heads of the audience and into the ceiling behind the proscenium arch. The
performers could hear no responses from the audience, and combined with the need
to work physically harder to ‘fill’ the larger space, they felt that they were
operating in the ‘void’ that is constantly being referred to in the text.

In phenomenological terms, this had the effect of giving the actors a real
‘lived experience’ analogous to the content of the play — a failure to really connect
with other human beings present — but this perception was agonising for them.’
One astute observer commented that the audience suffered a similar experience.
As the only entrance/exit to Allen Hall is behind the performance space, spectators
cannot leave without totally disrupting the performance. Thus both — actors, who
are cut off from hearing or seeing those they are playing to; and any audience
members not enjoying the performance — were trapped together in a Beckettian
situation. The actors feel doomed to go through the motions of ‘the game’ and the
audience is compelled to remain until ‘the game’ ends. Perhaps the space
unintentionally contributed to a Miiller-esque joint experience of the tediousness of
passing the time until death in a bunker!

Ironically, of the two New Zealand venues, the one least physically like a
bunker, most effectively created this aspect of ‘Timespace’ mentally. A challenge

> In retrospect, it is clear to me that the circumstances created by this scoring process also paralleled the content
of Miiller’s play. The isolation the actor feels in the initial scoring process creates an empathy with the
“Dialogunfihigkeit” [inability to engage in dialogue] of Miiller’s characters. The battle to remember text and
moves before they enter the body memory mirrors the characters’ frustration at the lack of control over the
fantasy they wish to enact, because their nemesis won’t play along. Valmont and Merteuil rarely ‘connect’
with each other at a level not masked by role-play. What was a shock to the actors in this venue was that
they had overcome the earlier obstacles, only to encounter a new, overwhelming, one.
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for producers of this play is to evoke the two periods Miiller requires simultaneously in
the minds of the audience. Our understanding of the simultaneity, in this production, is
that while the mental world of the characters’ ‘game’ is a luxurious palace, the physical
‘reality’ is a bunker. For the BATS season, which had a fully-realised design, our
intention was to suggest treasures looted from a destroyed palace in the bunker.
The ‘treasures’ were an antique mirror and a chandelier in which not all the globes
functioned. Other objects were contemporary: simple chairs; a milk bottle which is
‘endowed’ as being a wine glass; and period costumes which were tattered and
stained, and worn over contemporary clothing. The lighting design was a ‘real-
time’ sequence suggesting chinks of sunlight coming through holes in the bunker
walls. Despite our attempts to present both time periods simultaneously, we failed
in this objective. Many BATS audience members read the antiques metonymically
— envisaging the whole fictional ‘world’ as a sumptuous palace, rather than seeing
the black walls as blank walls of a bunker.

For the actors, the direct encounter with their environment was kept ‘live’
and unpredictable in the BATS season with Martyn Roberts’ lighting design
(which unfortunately couldn’t be recreated for touring performances). Except for
very few hand-operated cues, the lights were on a timer. As mentioned above, the
design consisted of slowly moving, strong shafts of light dissecting the space, as if
coming through holes in the bunker walls. Small variations in the actors’ timing in
any one performance meant that it was not predictable where a shaft of light would be
on any given line of text. This kept the actors ‘present’ and playful — and in a small
way, this unpredictability disrupted the hierarchy of theatrical elements where the actor
is on top, as Heiner Goebbel’s advocates. Rather than the light following the actor, the
lighting became a protagonist in its own right, and the performers had to interact with
the light as with another player, responding to small changes in the light’s nightly
‘performance’. Actors had to choose in the moment whether to move into light or seek
out the shadow. These choices dramatically affected the spectator’s ‘reading’ of the
character’s intentions in that moment. This is one reason why audience responses I
will quote in this essay are by necessity anecdotal rather than empirically validated.
While no two performance of a theatre production, due to the very nature of its
‘liveness’ are the same, in Quartett the actors are intentionally cast into an extreme
awareness of the unpredictability of their profession.

While this interactive lighting design was pared back for tour performances
[and depending on the space, sometimes omitted entirely] an example of a
production element ‘performing’ unpredictably which remained throughout was the
use of real red wine for the ritual murder/suicide. The wine would pool on the floor
and slowly creep across the stage throughout the final speeches. Its journey was
determined not only by how it was poured that night, but also by whether or not the
floor of the performance space was level! Many audience members commented on
being fascinated by its almost imperceptible progress in the final moments of the
play. The use of real wine, in the intimate spaces we performed in, also added a
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more visceral experience to the ending of the play. Rather than just seeing and
hearing the poisoning, the audience could also smell it, their encounter with the
onstage world occurring within their own bodily senses.’

In Belgrade, where we performed at the Rex Cultural Centre, there was a
similar situation to the Allen Hall theatre. Again, the entrance and exit was behind the
performance space, so the sense of ‘entrapment’ occurred. The Rex Centre also had
strange acoustics, the difference this time being that rather than sound disappearing, it
bounced around with a great deal of echo. This certainly created a sense of emptiness
but gave the ‘bunker’ space an aural sense of being much larger than the Allen Hall
space, despite the fact that the performance space itself was smaller.

In Timisoara, the performance space was rather different again. We performed
in a non-theatre space, in a room in the Centrul Cultural German. Our lighting was
domestic lighting fixtures as can be found in any seminar room. We had a basic
sound system on which we could play the three required musical tracks, which the
performers operated themselves during the show, and the only mirrors we had were
the small ones we brought with us. However, this lack of theatrical support
elements was made up for by the fact that the audience members were extremely
close, so they had a real ability to focus on tiny nuances of the actors’
performances. A confrontation with the world of the play was inevitable, because
the very physical action was occurring right at their feet — there was no hiding for
the audience, so they could not be passive. There was also nowhere to hide for the
actors — the meta-theatrical moments when they speak directly to the audience
were very direct. Audience members were very conscious of their voyeuristic role,
peering in at these two trapped actors. This entrapment was of a different kind that
in Allen Hall or the Rex Centre. Rather than both audience and performers being
trapped but isolated from each other — here they were trapped but unavoidably in
contact. Very subtle sounds could be heard by both sides and they made direct, and
at times very close, eye contact. Rather than feeling that they were trapped in a
‘void’ as in Dunedin, here there was a very close aural feedback loop. The actors
could play with the status of the actor-audience relationship — speaking from below
spectators, looking up at them from the floor; or towering above them as the
audience sat while the actors had freedom to move. This was perhaps a reason for

® In contrast to the spaces discussed here, the impact of the wine in the June 2007 performance of Quartett
at the INFANT Festival in Novi Sad had an altogether different outcome. There were two reasons for this
— a change of male actor in the role of Valmont and the space we performed in. Firstly, the new actor,
Patrick Davies has a great deal more hair on his body than the original actor, Brian Hotter. This had the
effect that he “‘mopped up’ or absorbed a large proportion of the wine on the floor, so it didn’t journey
across the floor at all! The audience therefore did not perceive it as a ‘performer’ in the same way.
Secondly, as we were performing in the vast Hinterbine stage of the Serbian National Theatre, the
audience was physically further from the performance area, so fewer of them were able to smell the wine.
The one advantage of this performance space however, was that the lit performance space seemed to float
like an island in the vast darkness that surrounded it to each side and above, which gave a whole new
meaning to the isolation of the characters’ world.
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the focus in audience feedback on the personal relationships presented in the work.

A major source of critique from German spectators in Cluj-Napoca was that
the performance was too ‘one-sided’, too focused on the sexual relationship to the
exclusion of other aspects. This had a certain amount to do with the performance
situation in Cluj. Once again the actors and spectators were quite close, though in this
case it was in a more standard small studio theatre. However in this version of the
performance we had no stage lighting, which meant that we could not create the sense of
light coming in through holes in the bunker walls, as in the original lighting design. In
fact we didn’t even have stage lighting, as the lighting equipment was on tour with the
company of the Teatrul National, in whose Sala Euforion we played, who were
performing in Bucharest. Using ‘workers’ alone gave the stage a quite ‘flat’ appearance,
and the aspects of the spontaneous interaction with the light therefore could not be
utilised. We had a very lovely and helpful technician working with us, but he could only
operate the working lights from behind the stage. With this very difficult text, it was
impossible for him to know when the performance was ending without being able to see
what we were doing. His only cue to listen for was that we stopped speaking. Through no
fault of his own, during the first long pause from speaking that we had, he thought we
must be finished and turned off the lights. After that we were concerned that whenever
we paused he might have the same response. This meant that we shortened a number of
the pauses and therefore the rhythm of our performance was somewhat disturbed. This
was to the detriment of the ‘flow’ of the choreography and vocal rhythmic patterns.

On the positive side, as an opera company is resident in the Teatrul
National, we were able to borrow furniture for the performance which was more
appropriate in terms of its French style than any where else we had played in
Europe. In fact we re-worked the movement beginning and ending the play in
order to use the lovely Louis IV-style couch we found as a means of expressing
Merteuil’s distance from Valmont’s death. The red ladder, which we also found in the
props store, that Valmont perched upon high above the stage during Merteuil’s opening
monologue, gave a more precise expression of the role-play — she’s pretending to talk
to an imaginary Valmont, and he’s pretending to ‘enter’ the game later, but he is really
watching the whole time, and his observation becomes part of the ritual. In other
venues he entered from amongst the audience’ - which also gives a sense of meta-
theatre, but in a very different way.

In addition to the meta-theatrical aspects, the theatrical concepts utilised in
both the creation and the performance of Quartett share phenomenological aims: of
engagement in a ‘lived’ experience where a key part of the playing is the actors’
consciousness of struggles both already overcome in rehearsal and as an outcome of
different performances spaces. Most of all, I hope that the audience also has a ‘lived’
experience, in their active, sensorial engagement with the production of meaning.

7 In two 2007 seasons of the performance Valmont entered from behind the large mirror in which Merteuil
had been playing to her own reflection as ‘Valmont’ which gives another meaning again.
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The overall aim of this process is to engage both creators and receivers in auch
an engagement with the complexity of Miiller’s multi-layered text, by setting up
seemingly contradictory mental and physical actions. Miiller, himself a great paradox,
hints at exactly this kind of simultaneous but diametrically opposed physical action and
mental response, when he quips: “Even dying we can laugh” [Holmberg 2001: 65]
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ABSTRACT. The study centers on some basic paradoxes that underlie the drama texts of a well-
known author of Romanian origin, Matei Visniec, such as the coexistence of the poetic and the
parodic discourse. The dramatic work of Visniec is also seen as an ongoing textual performance,
very much aware of its historical and ideological context. Thus, the theatrical process of his
writing for the stage transforms the prior modernist absurd and the empty loquacity of inter texts
and of utopian theatre fantasies into a much more immediate drama, which is both acutely
political and full of a pervasive subjectivity.

The imaginary of Romanian writers such as Caragiale, Tzara, Urmuz and
Ionesco has probably nourished Matei Visniec’s inclination for the absurd, as well as
for that type of farce that does not lack a tragic accent. His career as a playwright turns
out to be nowadays really spectacular, his plays being staged, in recent years, in
different theatres in France, Germany, Austria, Finland, Italy, Turkey, Belgium, The
Netherlands, The United States or Canada. He has become a favorite of theatre
festivals such as the one in ,,Avignon” or the ,.Bonner Biennale”, and in 1994 The
Society of Dramatic Authors and Composers of France awarded him The Great Prize.

What are the particular aspects of his playwriting, in terms of the theatricality
of his imaginary and of drama structure, that indeed account for his international
success? A play that proves really representative for his poignant dramatic style is Old
Clown Wanted, one of the French versions of which is entitled On mourira jamais.
Claiming the famous ascendancy of the so-called theatre of the absurd from the 60’s,
Old Clown Wanted belongs to a hybrid dramatic species, the tragic or absurd farce, in
which the categories of tragic, comic, dramatic, absurd and grotesque interfere in a
synthesis that proves fertile from an aesthetic point of view. Beckett (to whom
Vigniec dedicates, in fact, a play, The Last Godot, making a literary figure out of
him), Ionesco, Pinter, Genet, Arrabal and Mrozek, but no less Pirandello, all of
them seem to symbolically watch over the dramatic discourse of Matei Visniec.

Nevertheless, the violence specific of the emotional climate of the tragic farce
is not for only once overcome. With Matei Visniec, this happens by re-establishing the
classical balance of analytical drama (situated in the celebrated tradition of Ibsen,
Chekhov or Strindberg), whose tension of ideas is now attenuated. Consequently, his
theatrical discourse reaches the imponderable lyricism of a fairy play. ,,The world of
my plays lies on the border between the grotesque and poetry (...)” — is one of the main
artistic confessions of the Romanian playwright (who is also well-known in his native
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country as an important postmodern poet and novelist of the 80’s). Introduced in a
subversive way in the area of the absurd and at the same time associated with a subtle
lyricism, the fairy element mingles, in Visniec’s plays, as in Kafka’s fiction, with the
grotesque (for instance, in Clown Wanted, in the witchcraft scene in which balloons are
continuously emerging from a box resembling a coffin).

Clown Wanted can be with good reason considered a sample of performative
writing' that is symptomatic for the post-absurd dramaturgy. The striking avant-garde
tones that still pervade the theatre of the 60°s are filtered through a sweetened lyrical
irony. Moreover, the absurd tragicomedy is reconnected to traditional drama through
the selection of the themes and the emotional universe — both being timeless and
situated beyond any specific literary fashion. The tragic guilt of Visniec’s clowns (such
as Nicollo, Filippo, Peppino) — anonymous, inter replaceable individuals, therefore
anti-heroes — is no other than the ontological guilt itself, as it is for Kafka’s Joseph K.,
for Dirrenmatt’s Alfredo Traps or for lonesco’s Béranger. The three clowns of
Visniec’s — as well as other characters of his, such as Grubi and Bruno, Godot and
Madox — represent at the same time ,,the whole world” and ,,nobody”: ,,Everybody can
be Peppino. There are thousands of Peppinos. All the world can be Peppino” —
exclaims one of the three old clowns who have come to compete for a new job.

The theme of the mortifying cessation, of a certain suspension in non-
action or in the state of an eternal waiting — seen as a fundamental existential
attitude, both alienating and consolatory —, as well as the theme of the proximity of
death (waiting, indefinitely prolonged, becomes death) transform the play into a
Beckett-like palimpsest. The place where the three clowns arrive, one by one, is, as
in End-Game, an impersonal building, deserted (perhaps a pure fantasy of the
characters), lacking any windows, therefore deprived of any communication with
the outside reality, a coffin-like building. On the other hand, time also remains
uncertain (it is five, or six, or seven o’clock). As in plays such as The Door or But
What Shall We Do With the Cello?, the clowns are now waiting in front of a
mysterious door, whose simple appearance increases their anguish. The door in
Vigniec’s play belongs to the same category of terribly inhibiting objects of
interdiction along with the Kafkian gate of Law, or with Ionesco’s fantasy-like
wall, that the author of The Bald Soprano invokes in his diary. The textual gaps or
traps which appear every now and then in the dialogue of these painful histrionic
figures allow us to hear, from beyond the fatidic door, an annoying ticking, continuous
like a bad omen. The sentences that Jean-Michel Rabaté uses to describe the
relationship of Beckett’s characters with their own speech could as well portray the
voided and alienated self of Visniec’s clowns. An almost dream-like substitute of

The meaning that performance analyst and theorist Peggy Phelan conveys to the dynamic concept of
performative writing is revealing, I think, for Vigniec’s texts: ,,Performative writing is solicitous of affect even
while it is nervous and tentative about the consequences of that solicitation. Alternately bold and coy,
manipulative and unconscious, this writing points both to itself and to the «scenesy that motivate it”. See Peggy
Phelan, Mourning Sex: Performing Public Memories, London and New York, Routledge, 1997, pp. 11-12.
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real self is, for the anti heroes of Visniec, issued through the impersonal textual voice
of Nobody and Nothing: ,,If I am only as long as I say to myself «I think», and this
inner soliloquy has to be repeated endlessly, I become the ghost of my speech. My
words thus generate images that attempt to cover for this lack of being’”.

Whether teasing one another, suddenly becoming childish, with a touching
ingenuity, or mocking at one another, full of envy and bitter sarcasm, or hugging one
another in tears, at peace with their ridiculous fate, the decrepit artists of the stage are in
fact challenging one another with an empty performance of pure discourse. Untimely,
they participate in a competition with death, while simultaneously prolonging for
themselves an eternal present, an infernal one, that of the absurd verbal prolixity. The
histrionic pose of mere verbosity and the marionette aspect taken on, in a grotesque
manner, by the textual and ,.textualist” characters remind of the paradoxical mixture of
cruelty, tenderness and childish behavior that was to be found with the comic heroes of
Caragiale, the greatest classic Romanian playwright. With Visniec’s characters,
however, the habit of indulging themselves, in both a cruel and a pure way, in an
infantile attitude towards life gains an increasingly gloomy note. The would-be ,,child”,
a frequently type of character with Visniec, is practicing this time, in a Don Quixotic
way, a desperate and conscious self-delusion: ,,If we die, well, it’s over, art dies as
well. It’s over, everything disappears. That’s why I say we should sell ourselves at a
good price, for gold”, suggests, with ridiculous enthusiasm, Nicolld. Taking refuge in
their acting parts, Vigniec’s clowns only mime the vital energy they once had, and find
in their so-called artistic calling the supreme ,,excuse”, before Destiny itself, that they
should be granted a delay for one more day. Evoking an illusory glory from the past,
Nicollo, Filippo and Peppino (Peppo) play each of them, one by one, in front of the
other two, a buffoonery scene. Their painful proofs of virtuosity can be read as parables
of death, which becomes the real Godot of Vigniec’s play. The last clown to perform,
Peppino, simulates a heart attack, and his cruel mystification makes the other two
furious, as they have first taken pains to save him. Surprisingly enough, Peppo will
finally breathe no more, dying under the angry punishing blows of his mates. The most
talented of them has consequently been ,.hired” by death, and the survivors, murderers
against their will, understand now each other silently. They enter, naturally and
smoothly, the room beyond the fatidic door, so far inaccessible, and hide their victim in
there, against another corpse of a clown, dressed with the same hired suit and guarded
by the well-known patched suitcase. When the two clowns, now murderers, leave,
behind them remains the empty hall — a somber space of waiting for death. But the hall
will not be deserted for a long time. We can easily guess that here will arrive, sometime
soon, a poor old clown — another Nicoll6, or Filippo, or Peppino —, waiting for his turn...

2 Jean-Michel Rabaté, Beckett's Ghosts and Fluxions, in ,.Journal of Melanie Klein and Object Relations.
An International Journal Devoted to the Understanding of Object Relations”, volume 15, number 3,
september 1997, p. 488.
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By canceling the conclusive end and by resorting to the comical (or, here: both
tragic and comical) anti-climax, Visniec chooses to employ a false plot, one that is
rather circular or sinusoidal, as we can frequently meet in the tragic farces of
Diirrenmatt, Frisch, lonesco and Beckett. A representative oeuvre for its genre, Clown
Wanted — one of the most frequently staged texts by Visniec, along with such plays as
Horses at the Window, The Last Godot, Three Nights with Madox, Gufi’s Land,
Decomposed Theatre, or Man as a Garbage Can — can be ranked as a masterpiece of
post dramatic tragic comedy, in the important proximity of some celebrated plays like
The Bald Soprano and The Chairs, by Eugéne lonesco, Waiting for Godot, by Samuel
Beckett, or The Birthday Party by Harold Pinter. Speaking for an innovating poetics of
mystery and derision at the same time, Visniec’s plays claim without doubt, on the one
hand, the ascendancy of the theatre of the absurd. Indeed, the clown-like creatures that
»~inhabit” his plays share with Harold Pinter’s anti-heroes, for instance, the same
wretched and pathetic condition, as well as the half-conscious feeling of the futility of
each gesture of human communication. On the other hand, Visniec’s clowns have in
common with Ionesco’s characters the conscience of an alienating ontological guilt.
Besides its modernist absurd implications, the mystifying verbosity mocked and highly
exposed by Visniec becomes a definite sign of any totalitarian utopia, such as in the
subversive political plays, e.g. The Spectator Sentenced to Death, or in the openly
political drama texts, such as the psychodramatic and distanced, epical theatricality of
How To Explain the History of Communism to Mental Patients.

The pathological inclination towards evil — as the one to be found with some
figures of the dubious underworld of Jean Genet — also seems to haunt pathetic and
pitiful individuals such as Macabeus and Paraschiv in Visniec’s play The Pit in the
Ceiling. Whereas the tragic of loneliness and that of the transcendent and existential
void reminds of Samuel Beckett, whom Visniec recognizes as his master. However,
even the Beckettian type of tragic, that most powerfully impregnates Visniec’s theatre,
is far from being taken over in an epigonical manner by the Romanian playwright.
Transformed into grotesque marionettes by their fear of life (fear of themselves and of
the others), the clowns of Visniec are caught in a false dialogue, a false kind of
maieutics in fact, by continuously pronouncing before one another a succession of
sophisms and of alogical statements — i.e. a relishing comedy of language.

Eugene Ionesco confessed that in his celebrated The Bald Soprano he
intended to achieve a tragedy of language, which would break the limits of our
,bourgeois” affectivity and make the human being regain his metaphysical
perspective on life. Instead, Matei Visniec seems to aim at a pure and non-inhibited
aesthetic game, as a contemporary supporter of ,art for art’s sake” doctrine.
Visniec handles his characters as if from a distance, without apparent emotional
involvement, in an almost impersonal manner. This increases the atmosphere of
ludicrous gratuitousness of his texts, which become exercises of verbal virtuosity.
Symptomatic in this sense are some replies between the death-sentenced Artur and
his executioner, in the play entitled Artur, the Convict:
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,,Executioner: You have cursed me! You have abused me with awful words! You
have dragged me into the mud. All these will be taken into account and weighed. Even the
weighing machine will be broken...

Artur (Perfidious): Do the rules say that you have to cut off my head with the axe?

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

Artur (Tearing out the axe from executioner’s back): This one, which you have
brought with you.”

Quite frequently, as is the case in Artur, the Convict, both the conflict and the
epic texture seem pure consequences of the exuberant prattle of the characters. The
almost chaotic exchanges of replies create or rather simulate a dramatic tension. For
instance, the tragic-comical situation in which the protagonist Artur, who is sentenced
to death, terrorizes and victimizes his own executioner is not at all a logical dramatic
necessity, but merely the surprising effect of their delirious replies, pronounced in spite
of each other. Finally, Artur gets what he has demanded — the whole mediaeval ritual
of a pompous execution, with a red carpet, a drummer, trumpets, public... The
Governor himself will hold an encomiastic speech dedicated to the haughty convict:
,He wanted to die with dignity, and, look! he obtained everything he had hoped for.
(...) This man is a hero. (...) He is our only chance, he is Messiah, the last great
vanquished of the sky”. And, nevertheless, in spite of the public recognition of Artur’s
great personality, his head will implacably fall, somersaulting ,.as in the old-fashioned,
bad horror movies”. Artur, the Convict, subtitled masquerade, is a tragic farce that can
be read as a sort of Exit the King (Le roi se meurt) of Visniec’s. As in lonesco’s
dramatic masterpiece, the horror of death cannot be exorcized through the sophisticated
ritual that is being staged. The luxury and the ceremonial sobriety that surround death
are actually meant to emphasize its inevitability.

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

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

The Man with a Walking Stick: Absolutely.

The Man with a Hat: Sadistic and lousy bastards.

The Man with a Walking Stick: Scoundrels.

The Man with a Hat: Absolutely.

The Man with a Walking Stick: This is unacceptable. Anything but this.
The Man with a Hat: Of course it’s unacceptable.”

While the two throw pieces of bread to a dog that has fallen in a well, from
another level of the universe an unseen hand also throws them, in their turn, some
bread’. In the extra-textual sequence entitled Version to be continued, which the

? See, for the double encoding of the atmosphere of the play, Letizia Dannery, in ,,La Marseillaise”, 14 mars
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author proposes to a would-be reader or stage-director, the play ends with a parody
of a mystic-archetypal vision, in which all the cosmic levels are communicating in
awe-inspiring prayers: ,,The celestial light floods on the vertical all the floors of the
universe. The beginning of some church music springs up with great majesty”.

Quite often, the protagonists of Vigniec’s plays do not belong to a clearly
defined species, having at the same time anthropomorphic, zoomorphic and
mechanical features (like the unicellular beings or the animal-rain in Decomposed
Theatre). According to the opinion of the merciful bread-throwers in The Pocket
Full of Bread, it is not at all certain that the mysterious creature from the bottom of
the well is really a dog after all. The two men even imply the possibility that the
inhabitant of the deserted well might have committed suicide. Otherwise, the
interlocutors dispute, in a grotesque-humorous manner, the possibility that the
animals could, in their turn, commit suicide, following man’s example. In the play
entitled, in the well-known manner of Pirandello, But, Mom, They are Recounting
in the Second Act What Happened in the First One, the main protagonist of the
meta theatrical scenario is a strange pit that has both human and animal capacities:
it sings, has changing moods, is either tender and maternal, or aggressive and full
of carnivorous impulses.

On the contrary, in The Pit in the Ceiling (text that gives the title of one
volume of plays published by Matei Visniec in Romania®), the pit that opens in the
ceiling of a cellar inhabited by two tramps can be metaphorically interpreted as
void of transcendence. Deprived of any transcendental meaning, the paltry
destinies of Visniec’s anti-heroes gain a specific lyricism of the existential
uselessness and despair. Paraschiv and Macabeus, the two tramps in The Pit in the
Ceiling, go blind and deaf by turns, afterwards they lose their human abilities,
being finally shot by The Well-Equipped Soldier. The end of the play, as in a
postmodern parody of the macabre gothic sensationalism, somehow recalling the
dark poetry of Sarah Kane’s plays, is intended to produce a negative katharsis: over
the two corpses stained with blood, an increasingly powerful melody raises,
»triumphing over the human species”.

The Beckett-like theme of the mortifying waiting (in plays such as Clown
Wanted and The Door) reappears in But What Shall We Do with the Cello?. Here,
the motif of music as a prelude, both sublime and grotesque, of death, takes on a
negative connotation. Taking refuge from an apocalyptical rain in a waiting room,
The Man with the Paper, The Old Man with a Walking Stick and TheLady with the
Veil will murder The Man with the Cello, being exasperated by the lofty harmonies
created by the musical instrument. Absorbed by his elitist muse, the musician
probably lacks the real need to communicate with his fellow beings, and their

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

4 See Matei Visniec, Teatru. Pdianjenul in rand, vol. 1, Bucuresti, Editura Cartea Roméaneascd, 1996 (Z“d edition,
2007); Teatru. Groapa din tavan, vol. I, Bucuresti, Editura Cartea Roméaneasca, 1996 (2“d edition, 2007).
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revenge becomes unavoidable. They will throw him into the dark rainy night.
Because of his proud and Bovary-like, unrealistic dreams, the protagonist of
Traveller in the Rain will also be murdered by a small community of people, who
prefer to preserve their unpretentious and compromised existence.

Significant as far as a whole metaphysics of the mystery is concerned, the
dramatic oeuvre of Matei Visniec goes beyond the revolutionary mockery of traditional
drama, to be found with Ionesco, as well as beyond Beckett’s mixture of the tragic and
the absurd. Instead, Visniec chooses the somehow gratuitous comic of the alienating
postmodern verbosity, combined with a paradoxical macabre fantasy, in the
ascendancy of Urmuz (a strange forerunner of both the surrealistic and the absurdist
trends, from Visniec’s native country). But nonetheless, as he explores performative
pretexts beyond post absurd gratuity, the playwright finally engages, step by step, in a
theatrical writing that proves both poetic and ,political”. A turning point in his
playwriting is the famous, today, Body of a Woman as a Battlefield in the Bosnian
War, where the so-called postmodern micro politics of identity finds a much too proper
»stage”, a militantly ideological one: the body of a raped woman, Dorra, a sort of
methonimy for the terrifying field of ethnic wars, the Balkans. The less textualist and
crowded with parabolic meanings his plays get, the more alive, politically involved and
full of immediacy his theatre imaginary becomes.
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PARADISUL SUBTERAN AL ANILOR 60

MIRUNA RUNCAN

ABSTRACT. This article uses a complex commentary to a recent book dedicated to the
underground theatrical movement of the sixties (Stephen J. Bottoms, Playing Underground. A
Critical History of the 1960s Off-Off-Broadway Movement, The University of Michigan Press,
Ann Arbor, 2006) as foundation for a comparative approach. The Romanian and American
theatrical aesthetics and the experimental aptitudes and synchronizations are subjects of a close
investigation in terms of playwriting and stage directing, even if the distances and the social-
political differences seem to make such a mirror-like venture - more or less / unpractical. The
landscape the comparatistic essay offers — in terms of plays, repertoire, theatrical styles or
audiences — is nearly hallucinating, but speaks also about a strangely common need of the
“freedom of expression” definition, in both arts and political fields.

Welcome to the sixties!

Pe aici, pe la noi, aura de mister, eliberare nemarginita si artisticitate boema a
anilor saizeci, in loc sd scadd si sd se istoricizeze cuviincios, asa cum s-a intimplat
oriunde in lume, pare sa balteascd mitologic, dizolvatd In mica suetd de amintiri a celor
batrini, dar si in ,,formele care plutesc”, farda mama, fara tatd, nici citate propriu-zise,
nici clisee de-a dreptul. Cum studiile istorice solide sunt putine, iar traducerile si mai si,
folclorul minor tine loc de cunoastere, anonim si colectiv, asa cum zice la manualul de
clasa a patra. De cele mai multe ori (i asta e aproape o lege naturald in materie de
teatru romanesc) asupra dramaturgilor — multi, putini, nu conteazd - actorilor,
regizorilor si spectacolelor lor din anii saizeci, fie ei din Bucuresti, fie ei din provincie,
se aseazd praful gros al unei nemeritate uitdri, cimentat de ploile vreunei arhive
aruncate la gunoi, care pune astfel capacul definitiv peste absente.

Sigur, orice comparatie intre New Yorkul si Bucurestii anilor saizeci pare o
gluma, poate chiar usor sinistrd. Si totusi, de ce nu? Suntem la teatru! E o anume
frenezie postbelica gata sd de in pirg, exact intre 1956 (moment politic si estetic crucial,
fie si numai dacd ne gindim la Budapesta si la apogeul vindtorii de vrdjitoare
americane) si 1970. Si asta pretutindeni, in Europa de vest, de est, sau dincolo de
Atlantic...Cum sd nu dai friu liber fanteziei comparatistice? Citd vreme diferentele
dintre aici si acolo sunt atit de drastice, cum se face, totusi, ca par sa ne lege atitea? lata
o perspectiv aventuroasa de lecturd pentru o carte absolut exceptionala'.

Dedicatd lui Michael Smith, dramaturg, regizor, cronicar dramatic dar - in
primul rind — cilauza de incredere intr-o céldtorie in timp presaratd cu capcane si
hatisuri umbroase, cartea lui Stephen J. Bottoms e construita pe capitole compacte

! Stephen J. Bottoms, Playing Underground. A Critical History of the 1960s Off-Off-Broadway
Movement, The Universiy of Michigan Press, Ann Arbor, 2006
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si dinamice, in trei ,.etape”, ordonate mai degraba pe contextul cauzal si efectiv
decit pe o periodizare strictd. Pe de-o parte, avem de-a face cu etapa stranie care
acopera tulburatul deceniu postbelic, in care mutatiile estetice sunt abia simtite, dar
tensiunile politice si sociale Tmping in bund masurd cétre ruptura evidentd dintre
traditionalul divertisment teatral producator de profit (burghez, consumistic,
,mainstream”, cum vreti sd-i spuneti, simbolizat de Broadway) si...teatrul
»continuturilor”, directionat texto-centrist cétre ,,ceea ce trebuie spus” de urgenta.

O deja consistentd traditie literard de sorginte post-ibseniand impinge in
preludiul anilor saizeci catre off-, altfel spus cétre independentizarea unor
dramaturgi, actori si regizori - mai mult sau mai putin tineri — in raport cu industria
de divertisment oficializatd. Numai cd off-Broadway (foarte asemédnator - dar
pastrind proportiile - cu eforturile concurentiale ficute Nationalului de companiile
particulare bucurestene, in special de Compania Bulandra-Maximilian-Storin, in
anii 1930) nu e decit un Broadway mai modest, pe bani mai putini si cu retete mai
putin consistente; ba chiar, in scurt timp, se dovedeste o platforma solida de lansare
a scriitorilor, actorilor si regizorilor spre...fireste, Broadway. Exceptind Living
Theatre, care emigreaza spre Europa ducind ,,evazionismul” sdu psiho-dinamic si
oniric, rdmas pind in 1963marginal, catre o absorbtie de celebritate europeana,
cooperativele si francizele off- (cu rebelul Edward Albee in frunte) sunt evident
intr-o perpetud pendulare flux-reflux, hrénind, asa cum Ileana Berlogea remarca cu
mai bine de doua decenii in urma?®, mereu innoitele mode de consum ale centrului.

E, in mod evident, nu numai o problema de reactie socio-politica si artistica, ci
si una de topos, de ,loc” al actiunii teatrale in ansamblul ei, de cucerire, prin
descentralizarea voita, a altor dimensiuni de comunicare cu publicul, ori, riguros
vorbind, cu publicurile posibile. Fiindca, evident, unul dintre eroii nenumiti ai cartii lui
Bottoms e New Yorkul insusi, ca metropold a confluentelor, aspiratiilor si ,,posibilelor
revolutii” — teatrale si nu numai. Externalizarea si opozitia fata de estetica de fondantd
a industriilor ,,showbiz” produce, dupa cum se stie, a doua pulsiune, off-off-ul, al carui
loc providential, Greenwich Village, o suburbie boem-universitard deja stabilizata din
anii 1920, incd mai oferea in 1960 spatii ieftine de inchiriat si de locuire.

Nimic de felul acesta, ca topos dar si ca fenomen teatral, nu ar putea fi similar
in Bucurestii saizecisti, unde artele sunt centralist si ideologic observate, coordonate,
cenzurate. Cel mult, viata cafenelelor si restaurantelor ascunse din centrul capitalei,
unde boema literard, plastica si teatrala isi dezbate, mai mult sau mai putin liber,
esteticile, viata cotidiand, antipatiile si simpatiile, fard ca blindul - si in fond
supravegheatul — lor hedonism s transpara in produse alternative, cu atit mai putin de
rezistentd ori de opozitie. (Un asemenea tip de rezistentd/opozitie s-a intimplat, spre
exemplu, in Polonia ori Cehia, acolo unde exista o traditie a cafenelei literare, a
lecturilor clubistice ori a cabaretului politic). Si totusi...vom reveni asupra acestui
subiect. Fiindcd ,,primédvara” - scurta - se anunta, deja, mai ales prin poetii momentului.

2 Jleana Berlogea, Teatrul american de azi, Cluj, Editura Dacia, 1978
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Independent de cele trei sectiuni aparent temporale ale cartii, cea dedicatd
coagularii echipelor celor mai reprezentative, cea dedicatd principiilor si esteticii
emergente in momentul de virf 1963-1968 si cea dedicata disolutiei si efectelor de
dupa 1970, Playing Undergorund lanseaza — uneori de-a dreptul polemic in raport
cu bibliografia deja clasicizata — citeva paliere caracteristice pentru dezbaterea
critica (ba chiar auto-criticd) a fenomenului off-off. Interesant este ca aceste paliere
problematice, urmarite consecvent in sincronie, sunt de cele mai multe ori
rezultatele reflexive ale interviurilor prelungi pe care autorul le-a obtinut de la unii
dintre supravietuitorii miscarii, autori, critici, actori ori regizori, ori toate la un loc.

Un palier fundamental este cel referitor la temeliile si temeiurile literar-
actoricesti ale off-off-ului. Un altul este legat de raporturile (imposibil de categorizat
strict) dintre amatorismul indragostit si ,,profesionismul” academic si/sau sindicalizat;
jocul lor dialectic in sinul colectivelor-comunititilor artistice dd masura libertatii de
atitudine si expresie a unei intregi epoci. Un al treilea palier constant este acela al
implicarii miscarii off-off-Broadway in contextul politic, social si estetic al vremii: un
interval temporal in care refuzul autoritétii, cavalcada pentru drepturi civile, rdzboiul
din Vietnam, asa-zisa revolutie sexuald cu consecintele sale directe-indirecte
(feminism, ,,gay culture”, ,,L.SD culture” etc.) se impletesc complex si inseparabil cu
expansiunea culturii beat si pop, cu asimilarea esteticii lui Brecht si a tezelor vizionare
ale Iui Artaud, cu primele izvoare ale antropologiei teatrale dar si cu idolatrizarea, tipic
americand, lui Grotowski si a... ,teatrului sarac”.

In fine, un al patrulea palier, deosebit de important as zice, este acela de recitire a
fiecdrei dezvoltari specifice, fie ea literard, actoriceasca, regizorald ori muzicald (nu
trebuie uitat cd momentul de cotiturd, de multi membri ai miscarii refuzat vehement, este
dat de migratia in off-, si ulterior pe Broadway a productiei lui Tom O’Horgan cu Hair,
care e numai virful de aisberg — comercial, ar zice membrii fratiei - al muzicalurilor off-
off) in raport cu comunitatile constituite de publicuri specifice: de pe fiecare strada, din
fiecare piatéd, din jurul fiecarei congregatii religioase constituite, in care vreuna dintre
cafenelele sau companiile independente isi desfasura activitatea curenta.

Farmecul exploziv (si iluzoriu) al libertatii

,»1 remember you well/In a Chelsea hotel...” sund un cintec al lui Cohen, scris
tocmai la sfirsitul acelor ani. E un cintec despre...Janice Joplin, pentru care maestrul tuturor
tristetilor si-a cerut la un moment dat scuze public, dar pe care nu I-a retras niciodatd de pe
piatd, nici din compilatiile ,.best of”. Instinctiv, urmarea dialogaté (retrospectiv) a acestui
inceput de melodie-poem 1mi pare a fi ,,Freedom is just another word for nothing left to
loose”. Fiindca, in materie de teatru sarac, mult adulatul Grotowski vine la New York s
vinda catehism unor stilpnici: off-off-Broadwayul are motive serioase in a se institui pe sine
drept protocronic in raport cu tezele ascetice, atit de profund diferite dar si atit de straniu
asemdnatoare in substanta lor, ale maestrului polonez; care e primit de New York cu
covorul rosu si gratulat cu ample cronici si comentarii, inclusiv televizate®.

3 De aici, probabil, si reactia morocinoasa (aldturea cu drumul, daci e si te uiti la corul general de suspine) a
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Fiindca, ce fel de sdrdcie sd mai predici? La Caffe Cino, cafeneaua teatrala
emblematicd din Village, ca si la coplesitoarea majoritate a spectacolelor grupurilor si
companiilor competitiv-concurente, La Mama Cafe devenita ulterior La Mama Troupe,
ori Genesis, ori Judson Poets’ Theatre, ori The Play-House of the Ridiculous, cu atit
mai mult la Open Theatre, nu s-au vindut, pina foarte aproape de anii 1970, bilete.
Intrarea era, cel mult, restrictionatd de consumatia de un dolar, ori de o pseudo-
legitimatie de membru al clubului - de doi, trei sau patru dolari pe an. Decorurile si
costumele erau, de cele mai multe ori, confectionate de mina de actorii insisi, din
deseuri casnice sau din raimasite ale unor spatii-institutii dezafectate; iar extraordinarele
lighting-design erau adesea opera unuia si aceluiasi artist, care migra gratis de la o
companie la alta: miraculosul personaj de basm pe nume Johnny Dodd. De prisos si
mai subliniez aici cd onorariile scriitorilor, actorilor si muzicienilor se obtineau la
fiecare reprezentatie prin plimbarea unei palarii sau a unui cosulet, ca la caniota
liturgica. Lupta singeroasa cu fiscul 1n scopul de a proteja miscarea fatd de orice profit
potential — pierdutd In cele din urma — dar si cu taxele de licentd ale primariei si, mai
ales, cu sindicatele actorilor a durat un deceniu.

»Atita vreme cit a durat, aceastd rezistenta dispretuitoare fatd de conventiile
economice a fost una dintre trasaturile cheie care au diferentiat off-off Broadway de alte
noi intreprinderi teatrale ale vremii.” (op. cit. p.3)

Cu adevarat, dimensiunea asumata a saraciei (fizice) militante, o saracie
asceticd, nsd dincolo si dincoace de orice dogmd ( in scopul declansdrii, prin
ardere de tot, a capacitatii de creatie individuala si colectiva, atunci cind ,,nu mai ai
nimica de pierdut” - deci esti liber) e capitala in off-off. Joe Cino, proprietarul si
animatorul fara egal al Caffe Cino, se extenueaza si apoi se sinucide pentru a nu
parasi acest model, iar figura sa emblematica pluteste asupra memoriei colective si
astdzi. O discutie serioasd legatd nu de singismul politic, ci de radacina ultima,
morald mai degrabd decit religioasd, a acestei tragice conditii inca nu a fost cu
adevirat deschisda. Acest nod de nervi al atitudinii de opozitie fatd de profit ar fi
putut fi demantelat macar in momentul de uriasa gargara filozofico-sociala dedicat,
de ambele parti ale Atlanticului, celebrarii ,,saizeci si optismului”. (,,Saizeci si
optism” care, Stephen Bottoms ne atrage cu seriozitate atentia, reprezintd pentru
off-off momentul de tobogan, inceputul sfirsitului; totuna cu o...criza de legitimare,
mortald in fond). Din pacate lumea teatrald americana, ca si cea frantuzeasca, au
ramas, la acest capitol, corigente.

cronicarului de la Village Voice, 1a a doua vizita americand a maestrului: ,,Un spectacol de Grotowski aratd ca
0 masd de oameni cdzutd in adoratia propriei credinge.(...) Aerul ei de pietate auto-celebratd (...) se combind cu
o ambiantd elitistd foarte la modd, adesea chiar infatuatd, din pricina cdreia reprezentatiile de la New York
reugesc sd producd cea mai intoxicantd dintre atitudini: spiritualitatea sic.” Wetzsteon, Ross, ,,Theatre: Two by
Grotowski”, Village Voice, nov. 27, 1969, p.46, apud Bottoms, Playing Underground, p.9
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»Viziunea originard, radical anticonsumistd a off-off Broadway — ca forma de
»teatru liber” in orice sens posibil - s-a dovedit in cele din urma imposibil de sustinut, in
principal fiindca practicienii ei au avut in cele din urmd a se confrunta cu nevoia
supravietuire. In a doua jumatate a anilor 1960, unele din teatrele off-off au crezut ca-si pot
rezolva perpetuele crize financiare si dificultatile legale pe calea cistigarii granturilor de
finantare si a legitimitatii institutionale. Finalul miscarii e, probabil, cel mai limpede marcat
de dizolvarea voluntara a Open Theatre in 1973, tocmai pentru a fi evitata situatia in care
compania ar fi devenit o entitate dependenta de granturi, care se perpetueaza pe sine doar
de dragul de a se perpetua.” (op.cit., p. 3)

Lucrul absolut evident dar si cu adevirat novator, la primul palier al
dezbaterii lansate de Stephen J. Bottoms, este faptul ca , cel putin intre 1960 si
1966, literatura dramatica a off-off-Broadway are o imensa importanta*, indiferent
de tendintele estetice si de circumstantele particulare in care s-a dezvoltat o
companie sau alta. In acest sens e de remarcat ca multi dintre dramaturgii
reprezentativi pentru (sau macar originari din) off-off sunt simultan si actori, ori si
regizori, ori §i plasticieni, orice combinatie fiind aici posibila. Paul Foster, Sam
Shepard, Robert Patrick, Irene Marie Fornes, Jean Claude van Italie, Charles
Ludlum si atitia altii — multi dintre ei complet absenti din reflexia culturala
romaneasca, de altfel — lucreaza in grupuri spontane, sunt ,,comisionati” ori simpli
rezidenti la o anume echipa, ori migreaza intre companii, dind substanta si, in fond,
sansa de patrimonializare culturald miscarii Tnsesi.

Text vs. spectacol, underground vs. avangarda, artisti vs. public

Una dintre zonele in care Bottoms 1isi utilizeazd cu gratie capacitatea de a
dinamita stereotipii este aceea, de decenii universalizatd, cd off-off-Broadway este
piatra de temelie a divortului dintre texto-centrismul traditional de pina la momentul
1960 - la americani dar si oriunde altundeva — si marea revolutie a poeticilor regizorale
,»de autor”. Nu e vorba cd aceasta revolutie n-ar fi avut loc, nici cd divortul n-ar fi fost,
in bund masurd, unul de duratd. Plecind de la radiografia criticd a deceniului off-off,
cartea propune o dezbatere atentd a radacinilor, a consecintelor si, mai ales, a ciclicitatii
(de sarpe care-si maninca propria coadd) a acestui razboi singeros Intre poetica imaginii
scenice si poetica literaturii dramatice:

»Conceptia cu privire la o netd gi binard separatie dezvoltatd intre lumea teatrului
bazat pe text - demodatd, burgheza, mainstream — si o avangarda radicald dominata de
regizor e, incd, tratatd drept adevar incontestabil in prea multe discutii critice referitoare la
aceastd perioada. Cu toate astea, opozitia dintre scriitor si regizor, dintre text si spectacol,
chiar daca e limpede in teorie, rareori se potriveste si in realitate. Open Theatre al lui
Joseph Chaikin, unul dintre colectivele cele mai celebre in materie de dominanta regizorala,

* ,Un factor de coerentd al miscarii — desi in mod discutabil cel mai semnificativ in ceea ce priveste
eclipsa ei ulterioara — a fost locul central al scriiturii teatrale in raport cu procesul de creatie Acest
factor o distinge in raport cu orientarea preponderent regizorald a muncii la spectacol, care a
devenit noua ,,mare idee” in rindul multor cercetitori teatrali din anii 1960.”, op. cit. pag. 4
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a lucrat totdeauna in mod nemijlocit cu dramaturgi vii, ca Megan Terry, Jean-Claude van
Italie si Susan Yankowitz. Construind pe baza materialelor obtinute din procesele de atelier
al companiei, acesti scriitori au creat texte pentru reprezentatiile publice, contribuind la ele
in acelasi timp cu precizie lingvistica si structura dramaturgica.”(op cit. p. 44)

Desigur, anumite particularitati sunt aici tratate cu ,,esprit de finesse”, cum e,
de exemplu, treptata detasare a unora dintre regizorii emblematici ai miscarii
(O’Horgan, Katoukas) si absorbtia lor de catre masindria managementului de cariera.
Ori hotérita mutatie produsa de Ellen Stewart la La Mama (care, dupa ce avansase de la
faza de cafenea la cea de trupa, trece in faza de teatru de proiecte) prin reorientarea
priorititilor cdtre noua generatie de regizori ai asa zisei ,, a doua avangarde”, in
defavoarea propriei scoli de autori dramatici. La fel de nuantat este tratatd si dinamica
relatiilor dintre companiile insele, unele preferential reprezentative pentru emergenta si
stilisticile comunitatii gay din Village (Caffe Cino, The Play House of the Ridiculous),
altele avind strinse legéturi cu fanteziile ,,Factory”, presarate cu ,,glumite de tabara”, ale
grupului din jurul lui Andy Warhol; altele urmarind un program literar si de interventie in
comunitate, cum e Judson’s Poets Theatre, creat in jurul congregatiei Judson, si
Genesis, din jurul congregatiei St. Mark. Cum, de altfel, e tratatd cu rafinament si
originalitate si chestiunea valorii intrinseci, de peste decenii, a pieselor nascute si
reprezentate in off-off, de la one man/woman-show-uri la marile desfasurari de forte —
literare, muzicale si spectacologice - care reunesc dansatori si coruri de diletanti,
formidabile instalatii de lighting-design, decoruri dintre cele mai excentrice.

In orice caz, acest nod de energie al ,,poetilor” - teribil de diferiti stilistic unii de
altii, ba chiar, unii dintre ei, cu evolutii foarte sinuoase de la piesa la piesd — nu pare (asa
cum s-ar crede si cum, partial, deja s-a stereotipizat la nivelul istoriilor oficiale din anii
1970) deloc detasat sau deranjat de presiunea experimentalist-imagisticd, cu accente pe
redescoperirea corpului sau pe estetica cruzimii artaudiene. In acest sens, anumite
spectacole sunt amdnuntit descrise si analizate in procesul lor de geneza, de structurare si
de evolutie, in raspunsurile receptarii si in cele ale criticii. Cartea demonstreaza astfel cu
pertinenta ¢ atitudinea si directiile particulare ale esteticii underground nu pot si nici nu
trebuie confundate cu ,,avangarda a doua” si, in genere, cu propensiunea ,,d’auteur” a
valului regizoral care se va dezlantui plenar in New Yorkul anilor de dupa 1967-1970.

,In acelasi timp, totusi, tocmai criticii care incurajeaza activ ideea unei noi avangarde ignora
vast migcarea off-off-Broadway, din pricina accentului pe care il pun pe o cvasi-artaud-iand si
antitextuala revolta Tmpotriva teatrului oficial. Aceasta perspectiva nou aparuta - la vremea aceea — cu
privire la rolul de campion al avangardei, atit In ceea ce priveste progresul politic cit si cel estetic, a
avut ca efect faptul ca respingerea dramaturgului a devenit pentru unii un gest radical, dinlduntrul si
din afara miscarii: «ca obiect impotriva caruia avangarda era capabila sa se defineasca pe sine...teatrul
bazat pe text servea nu numai ca monturd pentru anti-textualismul avangardei, ci si, in mod mai
general, ca opozitie fata de institutiile culturii burgheze»’ (...) Privind inapoi, ni se va parea dificil de
inteles de ce aceasta opozitie fatd de text era consideratd revolutionara.” (op. cit., p.9)

> Harding, James M., Contours of the Theatrical Avan-Garde: Performance and Textuality, Ann Arbor:
University of Michigan Press, 2000, p.9
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Altminteri, caracterul subversiv, opozitionist, si energia debordantd, orientata
atit fatd de recuperarea unor texte mai vechi sau mai noi din patrimoniul american si
universal (e, de exemplu, cazul cu programul de lungad duratd dedicat recuperarii
textelor dramatice ale Gertrudei Stein) cit si fatd de prospectarea experimentala a unor
forme, formule si limbaje de expresie dintre cele mai diverse, face din off-off un soi de
model mereu copiat, dar imposibil de concurat sau de dublat, unic in felul sau, in raport
cu orice fel de miscare spectacologicd independentd de atunci incoace. Libertatea
degajatd de acest fenomen — o libertate care si-a consumat pind la ultimele consecinte
atit ratiunea de a fi cit si spatiul liminar — ar avea ceva de spus chiar si astizi, in
contextul unei din ce in ce mai exasperante dizolvari a puterii de creatie individuald in
amestecul acid-coroziv al formularisticilor birocratice si turismului cultural.

»--.Underground-ul poate oferi o alternativd opozitionista.(...) Undergoundu-urile
culturale nu sunt, in mod notoriu, demne de incredere in termeni de ideologie si politica,
insa cealaltd fatd a monedei e ca ele se elibereaza de fatarnicia politicd si de dogmatismul
ideologic ca si poatd produce judecdti din proprie vointd. Miscarile underground,
independente, exploratorii si inventive ramin in cele din urma componentele critice si chiar
profetice ale culturii.”( Sukenick, Roland, Down and In: Life in the Underground, New
York: Beech Tree, 1987, p. 241, 249, apud Bottoms, 2006, p.12)

...De treci zidul de betoane, de departe vezi albind....

Ce ar putea semdna cu un minim abur de libertate in viata teatrald bucuresteana
a anilor 1960, fie la centru, fie la margine? Aparent nimic. Aici munca era in Intregime
supravegheatd, dar si...salariatd, iar reprezentarea unei piese romanesti noi, Intr-un singur
teatru, intr-o singura stagiune sa zicem, 1i aducea autorului ei in 1960 venituri egale cu
suma salariilor medii pe economie pe un an intreg. Daca aveti fantezia de a calcula
aproximativ, un blockbuster teatral al momentului, gen Sfintul Miticd Blajinul (Aurel
Baranga, 1965), sau...Celebrul 702 (Alexandru Mirodan, 1960), sau — ideologic dirijatele
comenzi de partid ca Oameni care tac (Alexandru Voitin, 1961) ori Marele fluviu isi
adund apele (Dan Tarchild, 1961) se jucau, simultan, 1n cite cinci-sase teatre din tara.
Pastrind proportiile comparatiei, era vorba de banet, nu gluma, in buzunarul autorilor lor,
in raport cu statutul economic al cetiteanului obisnuit...educat, ca si nu mai vorbim de
prestigiul social oficializat, sau de cel pur boem, sau de ambele.

Sigur, anii saizeci6 aduc cu ei o anume relaxare, literard in primul rind, dar

® Pentru toate referintele din acest capitol a fost consultati baza de date dedicata teatrului i gestionati de CIMEC,
Institutul de memorie culturald. Datele care se afld aici sunt rezultate din amplul program de informatizare
STAR, inceput in 1981-1982 si incheiat, probabil din pricina lipsei de comunicare coerentd cu secretariatele
literare ale teatrelor, dupd 1991-1992. Din nefericire, ele sunt adesea deficitare. Nu e vina coordonatorilor si
gestionarilor acestui program-bazi de date, ci a teatrelor care au prelucrat gresit sau deloc datele; dar si a
totalului dezinteres, mai ales financiar, cu care a fost tratat ulterior programul de catre finantatorul si beneficiarul
nsusi: Ministerul Culturii. Ca sa dau doar citeva exemple, sunt teatre care nu au trecute nici un fel de date la
nivelul repertoriilor dintre 1944 si 1989, cum e, de exemplu, fostul Teatru Giulesti, actualmente Odeon. Ori
teatre care nici nu exista in baza de date, ca de exemplu vechiul Teatru Ion Vasilescu (in 1981 mutat abuziv la

Giurgiu) sau toate, absolut TOATE, teatrele pentru copii si tineret ori de papusi, inclusiv teatrul Tandarica.
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nu numai, In ceea ce priveste comunicarea artisticd; iar chingile ideologice nu mai
string atit de dureros. Creste numarul de traduceri (sigur, si ele strict supravegheate),
atit Tn materie de carti, cit si in materie de piese de teatru; mai circuld si ceva muzica,
oamenii mai pleaca in célatorii (dupa un atent puricat al serviciilor, dar totusi); mai vin
si pachete din strdindtate, se mai strecoard in ele si carti straine proaspete. Tot ce vine
de afara risca sa producad nu doar moda, ci are si un soi de componenta compensatorie,
de subconstienta (dar mai degraba superficiald, daca nu chiar falsa) opozitie.

E si motivul pentru care, paradoxal, Brecht ajunge pe scena roméaneasca insotit
de o aura de receptare mai degraba eliberator-formala, si nu atit in reverberatiile sale
ideologic-estetice, pentru care era adulat in occident. In aceleasi stagiuni, si uneori pe
aceleasi scene, ne sincronizam — ca de obicei — si cu lan Kot (vezi Troilus si Cressida
al lui Esrig), dar si cu absurdul lui lonesco: Cintireata cheald este celebratd amplu la
Teatrul Mic, in descendenta directd a unor eseuri ionesciene, in coupé cu unele schite
ale lui Caragiale (spectacol de Valeriu Moisescu care a facut istorie, ca si, In anul
urmator, 1966, Rinocerii lui Giurchescu la Teatrul de Comedie).

Scriitura teatrald romaneascd nu o duce insa la fel de bine, chiar daca se scrie
si se joacd abundent; aici la moda este comedioara bine adusd din condei, semi-
bulevardierd, cu vagi pete de satira sociald: ceva intre Mielul turbat al lui Baranga si
Seful sectorului suflete al Iui Mirodan. Everac se converteste la stilistica cu accente
critice, semi-documentara, imprumutatd de la unii profesionistii sovietici, vag altoiti cu
Miller, si face séli pline cu, s zicem, Simple concidente (1965). Pe foarte drasticii si cu
adevarat inconfundabilii Mazilu (Prostii sub clar de lund, Teatrul Bulandra, regia
Lucian Pintilie, 1962, etc....) sau Baiesu (lertarea, 1969) i tine din scurt cenzura, care
stie ea ceva... (Sau, 1n al doilea caz, 1i salveaza televiziunea, cu seria - de neuitat pentru
unii, de nedepdsit, atirnindu-i de picioare, in cele din urma, pentru autor - Tanta si
Costel). In 1965, 1a Piatra Neamt si mai apoi in diverse alte teatre, Nu sunt turnul Eiffel
al Ecaterinei Oproiu reveleazd o structurd originard si produce un efect uluitor,
oarecum apropiat, mutatis mutandis, de cel al filmelor lui Truffaut ori Rhomer
(autoarea era deja un cronicar de film de renume); textul, singular in epoca, ar putea fi
piesele de tinerete ale Irenei Marie Fornes ori ale lui Paul Foster, asociat unor tendinte
similare unora din textele dramatice ale off-off (dacd nu ma credeti, recititi).

»aizeci si optismul” aduce consacrarea unora dintre ,,absurzii romani”
(Leonida Teodorescu, losif Naghiu), dar si - probabil ca reflex al nou trezitului
nationalism ceausist, inca resimtit ca benign — consacrara autorilor de fantezii istorico-
poetice locale, de extractie durrenmattiana (Ilie Pdunescu cu Maria 714 la Teatrul Mic,
Alexandru Popescu cu Croitorii cei mari din Valahia la Comedie, ori Paul Anghel cu
Saptamina patimilor la National, etc...) E, insa si momentul aparitiei uneia dintre cele
mai paradoxale farse ale istoriei noastre teatrale-culturale-politice: un fost procuror
general comunist, din cruntii ani 1950, Alexandru Voitinovici (Al. Voitin), face
stagiuni intregi de casa inchisé cu nationalist-fantezist-masonica sa drama (de directie
protocronistd avnt-la-lettre) despre rasculatii ardeleni, Procesul Horia! Retrospectiv,
isprava teatrald pare de un morbid umor.
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Altfel spus, decalajul de mii de kilometri, plus un zid proaspat care separa
lumea in ,,lagare”, pare sa facd orice comparatie superflud, daca e sa ne referim la
textul de teatru si la regimul repertorial. Chiar dacd detergentii, aspiratoarele,
televizorul si muzica rock-twist, ca si fusta sac, tocurile cui si ,,coada de cal” au
trecut, totusi, granitele. Ce fel de piese americane se jucau in anii 1960? La prima
vedere, destule. Sunt ani de galopante recuperiri din interbelicul nu de tot uitat (se
monteazd de mai multe ori, In destule teatre, O’Neil, cu enorm succes, ba chiar se
reia de citeva ori, in teatre din tard, Orasul nostru al lui Thornton Wilder), se joaca
stagiuni Intregi Oameni §i soareci a lui Steinbeck. Simultan, Artur Miller - cu
sigurantd si din pricina simpatiilor sale de singa — e montat de numeroase ori cu
Vrajitoarele din Salem, cu Vedere de pe pod, ba chiar, dupd 1970, face cozi la
Teatrul Mic cu Dupa cadere. La fel, Lillian Helman face furori cu Vulpile. Cam din
1964, 1964, ritmul traducerilor crescind simtitor, intrd in mare moda, cu doar
(sau...deja?) un deceniu diferentd fatd de tara de bastind, Tennesee Williams,
caruia i se monteaza de nenumarate ori si in tot felul de locuri Orfeu in infern, Vara
si fum, Menajeria de sticla, Un tramvai numit dorinta, citeva piese scurte si,
ulterior, Dulcea pasare a tineretii. Ciulei il aduce pe scend, intr-o inegalabila
montare, pe Saroyan, cu Clipe de viata. Si, destul de frecvent, mai ales in centrul
Bucurestiului, se joacd comedii bulevardiere tipice pentru Broadway (Cind luna e
albastra, de Hugh Herbert, 1967, face furori la Nottara). In fine, abia tumultuosul
1968 ni-1 aduce pe Albee, cu Echilibru fragil, urmat dupa 1970 de alte citeva
montari din Cui 1i e fricd de Virginia Wolf?, Zoo Stoy ori Totul in Gradina.

Parca nici o adiere a revoltei eliberatoare, a obrazniciei undergorund nu
reuseste sd treaca dinspre off-off-ul din New York spre teatrele romanesti, ori
macar spre cele bucurestene. Reperetoriul e decalat cam 1n pas de un deceniu si
ramine asa, fard ca nimic din enormul patrimoniu literar al marginalilor
underground sa poatd fi absorbit. Asta cel putin pind la Elisabeta I a lui Foster,
montatd de Ciulei in 1974. Si rdmasd, in fond, unica piesd de referintd din
patrimoniul off-off, pind in 1989’. Era America atit de departe? Nu s-ar zice, citi
vreme, totusi, din zona Broadway si off-Broadway existd, totusi, citeva
substantiale importuri repretoriale. Era productia literard underground, in intregul
ei, atit de subversiva incit nici traducatorii de frunte ai momentului (Catinca Ralea,
Mihnea Gheorghiu, Andra Boldur,Dorin Dron etc.) nu s-au putut apropia de ea? in
parte, acesta ar putea fi un raspuns, care nu se justifica insa decit in deceniul 1960-
1970, nu si in cel urmator, cind Teatrul Bulandra ajunge chiar sa joace la La Mama.

Explicatia ar fi una oarecum mai complexa, iar ea tine de un anume consecvent
— si ulterior din ce in ce mai adincit — disconfort al mediului teatral romanesc in raport cu
textul de teatru occidental nou (american, dar nu numai, fiindca acelasi drastic decalaj se
petrece si 1n ce il priveste si pe cel german, englez - cu exceptia lui Pinter - scandinav, ori

7 Robert Patrick se monteaza prima data, cu Copiii lui Kennedy, abia in 1980, Sam Shepard se monteazi
prima data, cu Copilul ingropat, in 1996!
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chiar rusesc) cu valente experimentale, fie el implicat politic sau nu. Nu e aici - agsa cum
ne-ar fi comod sd credem — exclusiv o problemad de cenzura: e si, intr-o coplesitoare
masura, o problema de mentalitate si de practica spectacologica.

Experimentul si explorarea teatrald romaneascd nu s-au putut consuma
underground, dintr-o dubla ratiune: din pricina presiuni politic-ideologice, dar si
din pricina completei absente a vreunei traditii anterioare a pozitionarii (si esteticii)
teatrale alternativ-opozitioniste. Experimentul si explorarea in teatrul nostru se
desfdsoara, incd din anii saizeci, paradoxal, in institutia teatrald, adicd induntrul
»establishmentului”. A experimenta, mai mult sau mai putin avangardist, e ori
sarcind de serviciu, ori luptd de gherild cu autorititile, ori ambele. E si motivul
pentru care la noi dialectica dintre avangarda poeticilor regizorale si undergound-ul
artistic-atitudinal, cu textul dramaturgic inclus, de tip off-off, nu isi face aparitia,
propriu-zis, decit dupa 1997.

Functia de ,,margine”, off-off-ul (in cazul nostru consumandu-se aproape
strict spectacologic, nu si dramatugic) se Tmpinge, de cele mai multe ori, chiar in
mai relaxatii ani 1970, nu la margine de Bucuresti, ci in diverse margini de tarad. Ba
pe la Piatra Neamt, ba pe la Satu Mare, ba pe la Tirgu Mures, pe unde, o vreme,
trece vreun regizor cu program... nonconformist. Repede aspirat de centru si
patrimonializat ca atare. De aici si extraordinara rezistentd a modelului regizoral
sauteur”, confundat cu modelul insusi al teatrului serios. Ne ramine, astfel,
mostenire din zorii anilor 1960, o splendida foame de libertate, nicicind consumata.
Sunt, in istoria culturala, ca si in cea sociala, etape care pot fi arse, si altele pe care
doar ne inchipuim ca le ardem, dar care ne lasa, cumva, vesnic orfani.
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ANALIZA PERSONAJULUI PIRANDELLIAN HENRIC AL IV-LEA
PRIN PRISMA TEORIEI MORENIENE A ROLULUI

BACS MIKLOS

ABSTRACT. The objective of the present work is to underline the existence of Pirandello’s
theory regarding the role concept and its connection with Moreno’s role theory and the
psychodrama. This is done by analyzing the roles of the character Henry IV — from Pirandello’s
homonymous play — in the light of Moreno’s definition of role. The main roles played by Henry
IV are the king, the mad, the sick and the player. These roles represent the social roles defined by
Moreno, which exist irrespective of circumstances, time and the person who plays them. The
secondary roles of Henry IV are the psychodramatic roles described by Moreno as emerging in
the interpersonal relationships under specific circumstances. The progress of the role from
unconsciousness to consciousness marks the psychical fulfillment of the character, his capacity of
understanding and using the role play as a way of reaching self knowledge and social integration.
The analysis of the dramatic roles with the help of Moreno’s role theory is viewed as enhancing
the acting process, in which the audience’s catharsis accompanies the actor’s catharsis,
strengthening not only the aesthetic aspect of the play, but also the therapeutic one.

Existenta unei teorii pirandelliene despre conceptul de rol, inrudirea teoriei
moreniene a rolului si implicit a psihodramei cu teoria rolului formulat de Pirandello si cu
teatrul poate fi demonstratd prin analiza capodoperei Henric al IV-lea. Alegerea ca obiect
de studiu a acestei capodopere arhicunoscute si arhianalizate este motivatd — in afara
faptului ca este un corolar al tematicii pirandelliene cu accent pe jocul de rol (rol-playing)
— de faptul c&, datoritd pregatirii profesionale a autorului prezentei lucrdri, putem avea o
lectura ,,practica®, o sinteza a tezelor prezentate realizatd prin prisma actorului. O analiza
a partiturii Henric al IV-lea, din punctul de vedere al conceptiei moreniene despre rol,
poate fi benefica atat pentru actor, cat si pentru regizor. Dacé, prin intelegerea functionarii
mecanismului de creare a rolului putem formula un canon, in ceea ce priveste
interpretarea pieselor cu tematicd meta-teatrala, prin analiza multiplelor roluri/masti,
jucate/purtate de catre personajul Henric al IV-lea, putem gasi indicii pentru crearea
situatiilor, actiunilor si relatiilor scenice necesare prezentarii operei pirandelliene.

Daca situatia sociala este determinata, in opinia lui Moreno, de spatiu, timp,
persoand si relatiile sale interpersonale, aceeasi definitic este valabild si in cazul
situatiilor scenice. Regizorul va avea obligatia sa creeze situatiile scenice (mai precis sa
specifice elementele ce compun situatia scenicd), in asa fel ca ele sa activeze 1n actor
rolurile existente in partitura interpretatd. Pentru a putea insd determina aceste situatii
scenice, avem nevoie de o analizd amanuntita a rolurilor jucate de personajul Henric al
IV-lea. Demersul nostru va incerca o sistematizare a acestor roluri, conform definitiei
moreniene a rolurilor.

Desi scrisd intr-o forma dramatica clasicd — conceputa cu o consecventa logica
realistd unicé in corpusul literar pirandellian si continidnd toate elementele esafodajului
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dramaturgic: expozitie, complicarea secventiala a conflictului, climax, deznoddmant si
toatd gama de elemente surprizd — piesa Henric al IV-lea este expresia unei idei
socante, originale, care va sta la baza teatrului absurdului si al celui postmodern,
respectiv va influenta domenii extra-literare. Functia jocului de rol si implicit a
surplusului de realitate (care include realitatea internd a individului) in procesul
cognitiv si in existenta umana este dezbatutd si exprimatd intr-o forma artistica, a carui
limbaj polisemic specific — creator de mituri — acopera si latura mistica a experientei
umane. Lucrarea poate fi consideratd o célatorie ritualicd a devenirii de sine, o forma
artistica a teoriei rolului, o pledoarie pentru sacralitatea conceptului de rol.

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

Prima tema majora, in jurul céreia si din care se vor naste restul temelor,
este cea a perceperii realitatii. Suprarealistii considerau ca realitatea este divizata in
doud parti fundamentale: o realitate vizibild, bazata pe ratiune si verificabild prin
simturile noastre, si o realitate interna revelata prin vise. André Breton, care fusese
student la medicind in 1912, credea in rezolutia viitoare a celor doua stari, in aparenta
asa de contradictorii, care sunt visul si realitatea, credea intr-un fel de realitate absoluta,
denumitd de el suprarealism. In opinia lui Martin Esslin, ,realitatea® este ceea ce
credem ca este, dar inteleptii stiu cd ceea ce credem trebuie sd fie intotdeauna o
realitate mai degraba subiectiva decat obiectiva, si cd, de fapt, orice realitate ,,ultima“,
acel tinut al ideilor eterne, pe care Platon a fondat edificiul filosofiei idealiste, trebuie
prin definitie sd ramana pentru totdeauna in afara atingerii stradaniei umane.

Parte a realitatii cotidiene, realitatea dramaticd, nascutd din jocul fictional in
situatii de tipul ,,ca si cum®, poarta diferite denumiri in literatura de specialitate cum ar fi:
prezentul fictional la Courtney si Cattanach, sau realitatea fantastica, in formularea lui
Lahad. Conceptul a fost asemuit cu ce ar fi daca... al lui Stanislavski de catre Duggan si
Grainger si cu spatiul potential al lui Winnicott, fiind definit ,,ca o forma a realitatii
speciald si sigurd in care putem incepe sa facem experimente™ de Duggan si Grainger.
Realitatea dramatica reconciliaza realitatea normala si fictiunea: este o fantezie devenita
prezent. Implica o pornire de la realitatea diurna si manifestarea vie a unei alternative in
,aici si acum®. In concluzie, realitatea pare a fi o creatie mentald. Cazul extrem al acestui
proces de creare a ,realitatii, prin ceea ce crede mintea umana (acea ,,convingere™ —
belief in original — din teoria lui Albert Ellis), este nebunia. Aceasta reprezinta insa numai
cazul extrem. De partea cealaltd a spectrului se afla teatrul cu al sau joc de rol manifest,
cu prezentarea deschisa a caracterului sau de iluzie, de iluzie 1n iluzie.

,Intre aceste extreme ale spectrului, intre nebunie si jocul actoricesc, se afla realitatea
cotidiand a «jocului de rol», papusile, ce joaca caracterele create de ele, fiind constiente ca
acestea sunt roluri, dar, cand sunt singure, capabile si se lepede de roluri, asumandu-si
caracterele proprii, reale, avind insa statutul de roluri secundare. Ele sunt iluzii a ceea ce ele
insele 1si doresc sa fie, in fapt, roluri la fel de iluzorii ca si cele asumate public, pentru ca sunt
compuse din dorinte, amagiri de sine si lipsa de auto cunoastere. '

! Martin Esslin, 4 Hole Torn in a Paper Sky: Pirandello and Modern Drama in John Louis DiGaetani, A
Companion to Pirandello Studies, New York, Greenwood Press, 1991, p. 264.
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In Henric al IV-lea putem vorbi despre o realitate dramatica, la randul ei,
divizata. Este vorba, pe de o parte, de realitatea dramatica ,,obiectiva®, respectiv de
realitatea in care se misca majoritatea personajelor (realitatea in care se desfasoara
actiunea dramaticd, piesa teatrald), o realitate care necesitd din partea actorilor o
interpretare aproape naturalistd si pe de alta parte, o realitate dramatica “subiectiva‘,
(,,surplus reality”, ,jinner reality*, meta-teatrul), o fantezie a personajului principal
Henric al IV-lea, care, fiind considerat alienat, permite o interpretare teatralizanta,
de prezentare din partea actorului.

Realitatea ,,subiectiva® este o realitate virtuald care permite creatorului sdu
sd-si rezolve conflictele, imposibil de rezolvat in cadrul realitatii obiective. Este o
realitate care-1 ajuta pe creatorul sau sd isi re-structureze viata, in functie de nevoile
si imaginatia sa. Este cadrul securizant 1n care sentimentele isi pot gési o forma de
exprimare scutitd de cenzura morald sau juridica. Laturile personalitétii noastre,
care au fost tdinuite fatd de altii si, adesea, fatd de noi insine, pot fi eliberate via
rolurile psiho-dramatice. Rolul permite péartilor nemarturisite si intolerate sa prinda
glas si, in acelasi timp, sa se desfasoare in arena sigurd a actului dramatic. Este o
realitate in care cel care a creat-o este demiurg (artist) si care este astfel creata,
incat se subordoneaza in intregime dorintelor protagonistului.

Realitatea ,,obiectivd* a lumii exterioare are o rigiditate formalad care nu
este gata si se subordoneze dorintelor individului. In Henric al IV-lea Pirandello
trece de asa numita realitatea duald a suprarealistilor, fragmentand realitatea in
planuri multiple, fiecare cu spatiul si timpul sdu. Piesa este, de fapt, o incercare de
a aprecia realitatea prin prisma multitudinilor de planuri ce o compun. La un
moment dat, protagonistul dement devine singura persoana logica, autentica, din
piesd, In timp ce realitatea celorlalti presupune purtarea unei masti. Fie prin
suspendare, tensiune sau implicare directd, publicul participa la piesa, adaugand o
noua latura, un alt punct de vedere, la deja variata viziune. Fiecare personaj joaca
trei roluri majore si fiecare rol foloseste propriul spatiu si timp. Cele trei nivele
prezente in piesd trec printr-un proces recurent de identificare-alienare-identificare.
Prin miscarea continud de la identificare la alienare si inapoi la identificare, devine
evident cd Pirandello prezinta realitatea ca un joc de oglinzi, care reflectd un spatiu
si un timp inaccesibil spectatorului sau cititorului. Pentru Pirandello, cat si pentru
suprarealisti, adevarul rezida in prezentul psihologic capturat de limbaj. Pentru
Henric al IV-lea, realitatea nu este ceea ce este el insusi, ci ceea ce ar fi putut fi
daca societatea nu l-ar fi pacalit sau daca ar fi putut purta si el o masca. Societatea
insdsi nu renunta niciodatd la mascd, de frica de a nu fi capabila sia accepte
grotescul realitdtii. Henric al IV-lea este imobilizat, incremenit in timp pentru
vecie, in vreme ce viata se schimba constant in dosul semnificatiei cuvintelor.

Incercarea terapeutica a doctorului Genoni (Dionysos) de a-1 ,,readuce” pe
Henric al IV-lea in realitatea ,,obiectiva“ este legatd de folosirea artei ca supra-
realitate (ceea ce ne duce cu gandul la Dorian Grey). El propune ca prin animarea
tablourilor, respectiv prin reanimarea momentului cavalcadei si confruntarea lui
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Henric cu cele doud realitdti temporare, trecutul si prezentul, sd creeze socul
necesar pentru reintegrarea lui in cotidian. Aprinderea luminii electrice in
momentul culminant reprezinta, de fapt, metafora iluminarii protagonistului. Din
punct de vedere psihodramatic, putem vorbi de tehnica oglindirii prin care Henric
va fi obligat sd se vada impreuna cu Matilda di Toscana.

in psihodrama se recurge la montajul dramatic al situatiei ,,ca si cum® cu
scopul dobandirii de catre protagonist (pacient) a unei viziuni mai acurate asupra
realitatii, demersul terapeutic vizdnd tocmai aceastd corecturd perceptivd. Ca
rezultat, protagonistul se va alege cu o imagine de sine mai adecvatd cu luarea la
cunostintd a emotiilor, atitudinilor, gandurilor, dorintelor si aspiratiilor sale, pe
cand in Henric al IV-lea, montajul dramatic (realitatea dramaticd) cautd sa
adapteze, In cea mai mare masurd cu putintd datele concrete ale realitatii obiective
la realitatea subiectivd a protagonistului. Dacd intreprinderea terapeutica
psihodramatica isi propune confruntarea protagonistului cu realitatea obiectiva
brutd, dezarmandu-l de mecanismele de aparare mobilizate tocmai pentru
anestezierea acestui impact, inovatia terapeutica a dr. Genoni cautd s protejeze
pacientul de acele elemente ale realititii imediate, care ar putea fi In masura sa-i
invalideze sau sa-i submineze constructia deliranta.

Personajul Henric al IV-lea — Marele Mascat

Primul lucru frapant il constituie personae dramatis de la inceputul piesei.
Lista personajelor incepe cu puncte de suspensie, urmate de numele unui personaj
istoric, Henric al IV-lea. Daci restul personajelor au doud nume: unul ,,real” si unul
meta-teatral, Henric al IV-lea nu are decat numele meta-teatral. Numele sau ,,adevarat™
pare a nu avea nici o importantd in realitatea dramaticd meta-teatrald, asa cum nu au
nici o importantd nici elementele care fac parte din ,realitatea obiectiva“ a celorlate
personaje, cum ar fi bricheta sau lumina electrica. Aceastd lipsa a numelui ,,real* al
personajului este deja un act de creatie. Putem intelege cd cel care interpreteaza
personajul lui Henric al IV-lea poate fi oricare dintre noi, la fel cum putem vedea, in
aceasta lipsa de denumire, desemnarea Marelui Creator (,Marele Mascat™),
Demiurgului a carui imagine terestrd este insusi Artistul. La fel de adevarat este ca
aceastd omitere poate fi interpretata si ca desemnarea unei ,,persona®, formata de masca
sa, devenitd personaj, care 1si abandoneazi — intr-o primd instantd accidental si
involuntar, iar intr-o a doua deliberat — identitatea originald. Este in egala masura o
recunoastere de cétre autor a imposibilitétii de a desemna, cu un singur nume, o entitate
atat de multifatetati cum este Sinele (Self). In terapia prin teatru, primul pas facut in
cadrul unei sedinte este de a identifica rolurile problematice si de a le numi. Odata
,botezat“ rolul devine mai real, mai putin infricosator. In opinia lui Gerardus van der
Leeuwe existd un motiv intemeiat pentru care numele divinititilor este asa de
important in teologie. Este prima forma in care o figurd incepe si se arate. Este
fundamentala omului pentru a dobandi putere, este cuvantul magic, pe care il cheama
pentru inaintare. Este, daca vreti, o reluare a credintei in ,,nomen est omen®, veche,
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probabil, de cind omenirea. Henric al IV-lea nu are nume, altul decat cel al
personajului din realitatea dramatica, dar jocul este condus de el, este singurul care are
continut in raport cu sfetnicii sdi, care detin un nume, dar al céror rol existd numai in
masura in care servesc realitatea ,,subiectiva“ a lui Henric, ei nu sunt decat fantose,
pépusi, care nu vad rostul jocului de rol:

»LANDOLFOQO: Mangéie-te ca nici noi nu stim, daca-i vorba asa, cine suntem. El
Arioldo, el Ordulfo, eu Landolfo... Ne cheama asa. Dar cine suntem? Nume de pe vremuri
[...] suntem asa, fira nimeni care sa ne insufleteasca si sd ne dea sa jucam o scend, cum as
zice? — este forma, dar ne lipseste continutul*.

Rolul nu devine operant decat dacd este asumat de interpret, dacd este
congtient condus de meta-rol, daca raspunde cerintei de a structura realitatea:

»LANDOLFO: Trebuie sa jucam ca si cum ar fi de adevarat totul. Nu pricepi?
HENRIC AL IV-LEA: Tocmai! ca si cum ar fi de-adevarat! Pentru ca numai asa
nu mai este o farsa realitatea!*

Desi Henric al IV-lea nu are un nume ,real”, personajul este descris
amanuntit din punctul de vedere al altor doud personaje (cel al marchizei si cel al
lui Belcredi) avand astfel cea mai exhaustivd portretizare a unui personaj din
aceastd piesa. Trasaturile de caracter se potrivesc cu ceea ce numim in general ,,fire
de artist, dar la fel de bine putem recunoaste in aceastd descriere omul secolului
XX, 1vit parcd din Mitul lui Sisif. Descrierea se refera insd la personajul din timpul
cavalcadei, adica la cel cu doudzeci de ani mai tanar decat cel din timpul realitatii
,,obiective™. Aflam, astfel, de caracterul sau exaltat, dar o ,,exaltare la rece®, o exaltare
in care se vedea si care il ficea sd simtd nevoia de a da sentimentelor sale ,,valoarea
unui act de intelegere, adica o motivatie logica. Este vorba de sentimentul contrariului
pirandellian, de aceea atitudine a umoristului, definitd de Pirandello, sau, daci vrem, a
actorului al carui meta-rol este mult prea puternic pentru a permite o contopire totala
cu personajul sdu. ,,Si cred cd asta i se intdmpla de fiecare datd cand avea vreun
impuls mai spontan. Pot spune chiar mai mult: sunt sigur cé trebuie sa fi suferit din
pricina asta. Avea uneori accese de furie, cum nu se poate mai caraghioase, furie
contra lui insusi**, spune Belcredi. Acest sentiment, care se traducea prin impresia
lipsei de sinceritate, 1l ficea sa improvizeze: ,,exagera, isi pierdea masura; tocmai
de asta, ca sa se ameteasca, sd nu se mai vada pe el Insusi. Si celorlalti li se parea
nestatornic, infumurat, si ...da, de ce sd n-o spunem, chiar ridicol cateodatd.
Aceasta imposibilitate de a-si exprima furia explici si necesitatea jocului de rol. In
termenii frustrarii optimale si internalizarii transformatoare, individul poate
experimenta un rol ca un ajutor 1n construirea structurii sinelui. De exemplu, cineva

2Ed.cit., p.197.
3 Idem, p. 251.
* Idem, p.211.
5 Ibidem.
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care are dificultate in a-si exprima furia, In viata reald, o poate face in spatiul
terapeutic securizant. Jocul rolurilor ,,furioase* devine din ce in ce mai confortabil.
Viata 1i va oferi, acestui individ situatii provocatoare, in care va fi obligat sa
continue sa-si sfarme furia sau sa invete un nou rol prin care furia sa sd-si gdseasca
o forma de exprimare. Prin faptul ca individul poate experimenta repetat expresia
furiei prin rol, in sigurantd si cu succes, el internalizezd experienta de joc de rol,
aplicind-o mai tarziu in situatiile din viata reala.

Teoria rolului incorporezd integrarea afectelor, considerdnd-o centrala in
dezvoltarea unui sine coeziv. Rolurile exprima sinele iar afectul poate fi considerat
ca o expresie specifica a sinelui.

Pentru marchiza Mathilde insa, el era: ,,... cum sa spun, doctore: oarecum
straniu dar straniu din prea multd bogitie vitala: era Inclinat spre extreme®. Aceasta
vitalitate si inclinatie spre extreme (provenitd probabil din elan vital-ul bergsonian)
este prototipul ,,patosului actoricesc, prototipul vitalitatii fard de care actoria nu
existd. Putem interpreta aceastd descriere ca un ideal actoricesc al lui Pirandello.
»31 a devenit cu nebunia lui un actor maret si teribil“. Toate aceste trasaturi il
predestineaza titlului de ,,nebun, adica in traducerea moreniand de ,,protagonist™
sau ,,om in frenezie“. Teatrul, drama, jocul de rol au fost considerate inca de la
inceputuri ca o restituire dupa stirile de extaz provocate de ritualurile pagane.
Protagonistul s-a nascut odatd cu primul actor care a iesit din personajul colectiv si
care a avut curajul si puterea de a-si exprima indoielile si intrebarile. Aceasta
,bogdtie vitald®, aceastd ,,inclinare spre extreme‘ va concura la continuarea jocului
de rol dupa insénatosire. Jocul de rol presupune un sistem nervos iesit din tiparele
cotidianului, reprezintd o stare de constienta alterata, asa cum este ea descrisa de
G.W. Farthing. Este, de fapt, drogul, dependenta personajului care il interpreteaza
pe Henric al IV-lea. El devine ,,obsedat” de rolul sdu inca din momentul in care se
documenteazid, o ,,obsesie“ prin care Pirandello descrie starea de exaltare a
creatorului, momentul de efervescentd a creatiei. Spiegel, respectiv Eimer si
Freeman, identifici personalitatea dionisiacd cu structura caracteriala care are
maximum de inclinatie inspre susceptibilitatea hipnoticd, una dintre conditiile
fundamentale ale asumadrii rolurilor fictionale din situatiile de tip ,,ca si cum®. La
polul opus domindrii de catre emotional a dionisiacului se afld atitudinea
eminamente rationald a tipului apollonian, pe care inclinatia inspre recursul la
ratiunea criticd il impiedica, atat sd manifeste receptivitate fatd de interventiile
hipnotice, cat si sd se antreneze in jocul dramatic, respectiv sd se identifice cu
rolurile oferite de catre acesta. Prelucrarea tipologiei lui Nietzsche le permite
autorilor invocati sad eticheteze structurile de personalitate ce faciliteazd sau,
dimpotriva, impiedica intrarea de facto a diferitelor persoane in rolurile propuse de
situatii ,,ca si cum de tipul jocului dramatic, psihodramatic sau delirant. Este
interesanta, din acest punct de vedere, evolutia personajului Henric al IV-lea, care
se nscrie intr-o traiectorie asemdndtoare cu cea a personalitatilor multiple. Henric
al IV-lea, cu care facem cunostintd in debutul piesei, ne apare ca intrupare perfecta
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a tipului dionisiac, identificat deplin cu partitura ce o interpreteaza. Spre deosebire
de aceastd ipoteza, ,,sacrificiul* infaptuit de Henric al IV prin uciderea lui Belcredi,
intr-un moment orgiastic, exorcizant, in ciuda prezentarii unei atitudini dionisiace,
este, de fapt, o partiturd impusd de logica rece, ucigitoare, a unui personaj
eminamente apollonian, care mimeaza identificarea dementd cu rolul in conditiile
unei depline constiinte a falsitatii acestuia. Si totusi, optiunea lui Henric al IV-lea
este sinonimad cu decizia lui Peter Pan de a ramane copil vesnic, este alegerea
rationalda a facdturii care permite deplina satisfactie a laturii dionisiace a
personajului. Prin optiunea realizata, componenta apolloniana si-a facut datoria si
poate ceda definitiv terenul celei dionisiace.

In ceea ce priveste personajul interpretat, Henric al IV-lea, respectiv masca in
viziunea pirandelliand si rolul in acceptiunea moreniand, trebuie sd plecidm de la
alegerea lui. Este o alegere facutd ca un veritabil ,anti-rol* la partitura Matildei de
Susa. In teoria rolului, elaborati de psihologi, fiecare rol interpretat de un individ are
sau creeazd, pentru a mentine echilibrul psihicului, un anti-rol. Alegerea rolului Henric
al IV-lea poate avea ca motivatie aceasta teorie. Pe de altd parte, este o alegere facuta
de autor pentru a putea jongla cu posibilitatea confuziei dintre Henric al IV-lea al
Germaniei si Henric al IV-lea ,,Le Grand* al Frantei. O analiza a celor doud personaje
istorice ne arata diferenta dintre cei doi si subtilitatea intelectuald a lui Pirandello. Daca
Henric al IV-lea al Frantei a rdmas in istorie ca domnitorul cu reale aptitudini
diplomatice, care a reusit o inpaciuire intre cele doud mari religii (cea catolica si cea
protestantd) si a celor doud cu statul, respectiv a sistemului de valori religioase cu cel
laic, Henric al IV-lea al Germaniei riméane in istorie ca domnitorul invingator din punct
de vedere politic, statal, dar obligat sa se umileasca in fata bisericii, deci obligat sa se
supuni sistemului de valori ecleziastic, pentru a evita excomunicarea. In zilele noastre,
acesta continud sa fie prezent in cultura populard, desemnand o atitudine tipica de
caintd comprimata in zicala ,,sa parcurgi drumul Canossei“. Alegerea acestui rol de
umilit nu este intAmplatoare din punct de vedere psihologic. Henric al IV-lea reprezinta
rolul umilintei injuste, a victimei luptei dintre sisteme de valori, a fricii de
excomunicare sociald. (,,Viata mea e toatd umilinta: mama, Adalbert, Tribur, Goslar.
Si acum rasa asta pe care o port!“).

Momentul alegerii rolului are si el o semnificatie aparte: cavalcada este, de
fapt, ritualul carnavalului iar carnavalul este sarbatoarea metamorfozei, este lumea
intoarsd pe dos. Dupa cum arata si Bazzoni, in piesele in care personajul principal
este nebunul, existd si o schimbare de rol carnavalesca: nebunul devine conducator
(sau cel putin dobandeste una dintre cele mai ravnite atributii ale conducatorului,
aceea a libertatii de a exprima necenzurat ceea ce gandeste) iar noi asistam la o
demascare a rolurilor sociale si a subterfugiilor teatrale. Arta transformarii este
celebrata si ridicatd la putere, transformarea de sine functioneaza spre binele altora
si spre independenta sinelui, ca o gluma cu scop: pentru a distra, pentru a scapa de

® Jdem, p. 220.
55



BACS MIKLOS

pedeapsa, pentru a evada din realitatea cotidiana, pentru a pacali moartea, pentru a
celebra schimbarea si reinnoirea. Existd elemente socante si surprinzatoare,
stingherirea neasteptatd a spectatorului; spectatorii sunt implicati, dar pot fi
surpringi si deranjati de faptul cad nu stiu totul, de faptul ca sunt prostiti. Regulile
sunt suspendate sau reinventate, rolurile sunt schimbate, deghizérile sunt multiple
iar aparitiile amagitoare; mecanismul jocului subjugd publicul, il poate lisa cu
rasuflarea taiatd, iar jocul poate deveni serios.

Jocul de rol 1n cazul lui Henric al IV-lea are doud forme: prima inconstienta,
nascutd dintr-un accident si a doua constientd, cand, desi insanatosit, Henric alege in
cunostinta de cauza realitatea ,,subiectiva“ si jocul de rol. Aceasta alegere este motivata
de imposibilitatea de a se insera Intr-o lume a cérei falsitate 1i repugna, dupa purificarea
initiaticdA a dementei si experienta de distantare, de detasare fatd de viatd, trdita
mulfumitd starii de atemporalitate specifice unui soc amnezic. Am putea spune ci
asistam la nasterea meta-rolului cu ajutorul caruia Henric isi va face optiunea.

Clasificarea tiparelor comportamentale individuale ale personajului
Henric al I'V-lea

In cazul partiturii lui Henric al IV-lea, putem sesiza trei parti distincte. Prima,
in care personajul interpreteaza rolul regelui Henric al [V-lea (actul I i o parte din actul
1), a doua, in care personajul se interpreteaza pe sine (actul II) si a treia, in care asistam
la o trecere de la personajul care se interpreteaza pe sine la personajul care va interpreta
pentru totdeauna rolul regelui Henric al IV-lea (actul III).

Existd o dezvoltare de la protagonist la actor. Dacd la inceputul piesei,
Henric foloseste jocul de rol pentru a se exprima pe sine si pentru a putea crea
situatii care sd activeze, la randul, lor alte roluri neimplinite din viata sa, intocmai
ca un protagonist de joc psihodramatic, la sfarsitul piesei el va fi obligat sa joace
rolul nebunului, ca pe un rol de care se va simti ,,detasat”, la fel ca un actor care
pastreazd permanent o distantd intre sine si rolul sau.

Dupa incidentul cu Belcredi, Henric nu se va mai putea folosi niciodatd de
jocul de rol ca forma de exprimare, deoarece acest joc va fi pentru totdeauna legat
de un fapt reprobabil din punctul de vedere al moralei crestine, uciderea aproapelui.
Aceastd incarcaturd va functiona ca o penitentd, obligdnd protagonistul sd se
detaseze permanent de rolul interpretat, intocmai ca actorul dramatic.

In cadrul personajului, putem face distinctie intre rolurile de baza, care
sustin Intreg esafodajul partituri, si rolurile complementare ndscute din intalnirea
rolurilor de baza cu situatiile dramatice specifice fiecérei parti.

Rolurile de baza sunt: rolul de rege, rolul nebunului, rolul bolnavului si
rolul jucatorului. Aceste roluri sunt echivalente rolurilor sociale moreniene, care
exista indiferent de situatia, timpul si persoana care le interpreteaza.

Prin faptul ci este un rol social, rolul de rege comporta anumite expectante
fatd de interpretul siu, expectante care dau nastere la rolurile psihodramatice,
respectiv la tiparele comportamentale individuale. Rolul de rege il investeste pe
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purtdtorul sdu cu anumite calititi, cum ar fi: puterea, capacitatea de decizie, suprematia
asupra semenilor, individualizarea In cadrul societitii, responsabilititi marite, un
anumit grad de libertate in manifestari. Calitatile umane de rand sunt restructurate
si formatate de cerintele si maretia rolului de rege. In acelasi timp, acest rol permite
distantarea de societate, izolarea, scoaterea in evidenta a unicitatii purtatorului sdu,
ridicarea unor bariere de netrecut Intre individ si multime. Rolul regelui este un rol
emblematic. El permite crearea unei lumi subordonate unor reguli stricte si
cunoscute, acceptate de toatd lumea, unei lumi in care hazardul este la discretia
celui care are rolul de rege, o lume care prin strictetea acestor reguli se aseamana
cu jocul. Rolul regelui este, de fapt, rolul de ,,joker al jocului social, calitate ce 1i
conferd interpretului sdu convingerea ca totul ii este permis. Aceasta libertate este
folositd in scopul pastrarii privilegiilor inerente acestui rol, in scopul guverndrii, in
scopul de a pune si mai bine 1n evidenta calititile diplomatice ale celui care este
rege. Calitatea diplomaticd presupune abilitatea de a rezolva problemele ivite in
relatiile interstatale, sociale sau umane, de a dezamorsa conflicte care pot zgudui
echilibrul vital. in acelasi timp, regalitatea oferd siguranta necesard afirmarii unor
opinii care, in alta situatie, ar fi aspru sanctionate de societate. Rolul de rege este, intr-
un cuvant simbolul ambivalentei. Personajul din Henric al IV-lea se foloseste de acest
rol pentru a se insera in societate, pentru a impune propriile reguli si pentru a crea
situatiile fictionale in care si poatd trdi conform dorintelor sale. Rolul de rege il
investeste cu curajul necesar vietii, creand, conform teoriei moreniene, o suitd de alte
roluri cum ar fi rolul de erou si rolul de las, rolul de calau si cel de victima, rolul de
diplomat, rolul de reprezentant al unei ordini, rolul celui care se caieste, rolul
nedreptatitului, rolul furiosului, roluri prin care personajul isi structureaza impulsurile
care nu au putut fi exprimate sau pe care nu a stiut sd le exprime in viata cotidiana.
Lipsa statutului necesar pentru un asemenea rol creeaza un alt rol, cel al
nebunului. Rolul nebunului conferd interpretului sau absolvirea de orice
responsabilitate, confera o libertate totald in ceea ce priveste exprimarea propriilor
opinii. Rolul nebunului permite purtatorului sdu sd functioneze, conform propriilor
sale principii logice, acordandu-i dreptul de a sparge logica cotidiana fara a fi
sanctionat de societate. Totodatd, in relatia cu normalitatea, rolul nebunului se
impune prin fricd, spaima, teroare. Este un rol care intareste unele functii si calitati
ale rolului de rege. Rolul nebunului, la randul sdu, naste doua tipuri importante de
rol, cum ar fi cel al jucdtorului (trickster) si cel al bolnavului. Spargerea unor
norme si abolirea logicii formale, cotidiene, prin comportamentul celui care
interpreteaza rolul nebunului, obligé la o abordare improvizationala a realitétii din
partea celor care intra in contact cu el. Aceastd necesitate continué de a improviza,
in functie de actiunile ,,nebunului, naste rolul jucdtorului, un rol care dezvolta
capacitatea de exprimare a unor impulsuri spontane si care inlesneste capacitatea
de a interpreta o multitudine de alte roluri. Crearea rolului de jucator este de fapt
esenta personajului Henric al IV-lea. Definitia de Marele Mascat, pe care o da
Pirandello, se refera tocmai la acest rol al personajului Henric al IV-lea. Rolul
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jucatorului conferd purtatorului sdu spontaneitate, flexibilitate, usurintd fin
rezolvarea conflictelor, activarea tuturor energiilor ce deriva din caracterul genetic
al jocului. Rolul jucatorului permite distantarea de evenimente, crearea si intarirea
meta-rolului cu caracter apollonian. Rolul jucétorului mai asigurd si capacitatea de
a functiona in cadrul unor reguli, acceptandu-le ca reguli inerente pentru
desfasurarea jocului. Totodata, dezvolta capacitatea de comunicare, de existenta ,,in
echipa®, de luarea unor decizii rapide etc. Prin acest rol de jucitor, prin jocul de
roluri oferit de acest rol, Henric al IV-lea exploreaza propria realitate psihica,
recurgand la o auto-psihoterapie printr-un joc psihodramatic, al carui protagonist,
dar si conducator este el insusi.

In ceea ce priveste rolul bolnavului, el naste in anturaj rolul de ingrijitor.
Prin rolul bolnavului, Henric al IV-lea capéata sprijinul fizic si emotional pe care
altfel nu avea cum sa-1 obtina. Tot prin acest rol, isi obligd anturajul la compasiune,
asigurandu-si locul central in viata apartindtorilor sai.

Rolurile complementare sunt echivalentul rolurilor psihodramatice moreniene,
care se nasc din relatiile interpersonale in anumite situatii.

In prima parte a partiturii, de exemplu, putem observa cum rolul de rival,
care nu a putut fi jucat in realitatea cotidiana de catre personajul Henric al IV-lea,
va fi reactivat in realitatea fictionald in cadrul relatiei Henric al IV-lea-Pietro
Damiani. Furia, desconsiderarea, ura resimtite de de Henric al IV-lea fata de rivalul
sdu Belcredi, care nu si-au gésit interpretarea intr-un rol in realitatea cotidiand, vor
fi reformulate si interpretate 1n rolul regelui furios pe Pietro Damiani,
reprezentantul inamicului séu, papa Grigore al VII-lea. Tot in prima parte, vom fi
martorii interpretarii rolului de fiu, in cadrul caruia Henric al IV-lea va rezolva, atat
tensiunile reminiscente din cadrul relatiei mama-fiu din realitatea cotidiana, cat si
durerile provocate de doliul resimtit la moartea surorii sale, decedata cu o luna in
urma (,,Asa e! si pot amana pe alta data jalea!).

Rolul de sot este si el interpretat in aceastd realitate dramaticd, in care
psihoterapeutul este insusi Henric al IV-lea, cu scopul de a clarifica unele
sentimente fatd de fosta iubitd, marchiza Matilde Spine, interpreta rolului de soacra
in realitatea fictionalad. Relatia cu Matilde Spine care nu a putut avea o dezvoltare
normald 1n realitatea cotidiana, va activa rolul amantului (iubirea secretd fatd de
Matilde di Toscana) in realitatea dramatica. Putem identifica si rolul de ganditor
existentialist — rol pe care 1l vom regési si in actul II, odata cu rasul Marelui Mascat
— care este activat de rolurile temporale (,,Sa te nasti! monsignore, domnia-ta ai
vrut? Eu nu, si intre o intdmplare si alta, independente amandoud de vointa noastra,
se petrec attea si atdtea lucruri care, noi toti, am vrea s nu se petreacd, si fatd de
care cu greu ne calcam pe inima ca sd ne putem resemna‘).

Rolul eroului se va naste odatd cu formularea revoltei fatd de Papa
(,,Miine, la Bresanone, doudzeci si sapte de episcopi, germani si lombarzi, vor
iscdli Tmpreund cu mine destituirea papei Grigore al VIl-lea, nu pontif ci fals
monah!*), iar rolul damnatului, odatd cu rugdmintea adresatda Papei, ca prin vraja sa
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fie eliberat din tabloul unde este intemnitat, pentru a-si putea relua viata normala.
Declaratia de dragoste, care nu a putut fi niciodatd exprimata in realitatea cotidiana,
va capata forma sa in rolul sfatuitorului din actul II, cdnd Henric o va ruga pe
»soacra sa“ sd nu aiba incredere In Matilda de Toscana. Este o situatie creatd de
Henric, in care raspunsul Matildei Spina este hotarator. lar raspunsul dat de
aceasta, prin care o apara pe Matilda di Toscana, echivaleazid cu declaratia de
dragoste pe care Henric a asteptat-o mai bine de doudzeci de ani. Raspunsul insa
vine prea tarziu si el nu mai este purtdtorul bucuriei, ci al durerii nascute din
recunoasterea faptului ci viata cotidiana este constransa la disimulare. Prin aceste
roluri multiple create de relatia dintre Henric al IV-lea si Matilde, Henric
reconstruieste, de fapt, in ,,aici i acum® o relatie din ,,atunci®, neimplinita si lipsita
de posibilitatea clarificarii, fiind intreruptd de accident. Acest ,,a doua oara“ da
posibilitatea protagonistului sa recurgd la mecanismele de restituire, prin care o
multitudine de tensiuni conflictuale isi gdsesc rezolvarea. Este si punctul in care
Henric al IV-lea va pérasi rolul Regelui pentru a fi el Tnsusi.

In partea a doua a partiturii putem distinge rolul terapeutului, un rol analitic,
care va traduce rezultatele jocului fictional. (,,0 claviaturd de culori: nici nu-i atingeam
bine o clapd, si ea: alba, rosie, galbend, verde!... lar celalalt: Pietro Damiani Ha Ha!
Perfect! L-am nimerit in plin! I-a fost fricd s&@ mi se mai arate odata.©) Acest rol este
bazat pe rolul jucatorului. in cadrul acestui rol vom observa cum Henric distribuie
rolurile si creeaza situatiile necesare propriei psihodrame, exact ca si un psihoterapeut
(,,Nu vezi cum 1i Tmbrac, cum 1ii garnisesc, cum mi-i fac sd vind dinainte-mi ca niste
paiate, moarte de fricd!“). El este, in acelasi timp, si protagonist si propriul terapeut
(psihodramatician). Aici putem aminti si de momentul scrierii decretelor de la finele
actului, care poate fi o metaford la analiza tranzactionala si la ideea de rescriere a
scenariului (script), formulatd de Eric Berne. Rolul terapeutului este subliniat si de
gandurile formulate in legaturd cu relatiile interpersonale, ganduri care sunt foarte
asemanatoare cu teoria Intalnirii (encounter) moreniene. (,,...daca esti langa altul, si te
uiti in ochi lui, [...] poti sa te vezi pe tine sub chipul unui cersetor oprit in fata unei porti
pe care n-are sd poatd intra niciodata: cel ce intrd pe poarta asta nu vei fi niciodata tu,
cu lumea ta launtrica, asa cum ai agonisit-o, prin pipditul si prin vazul tau propriu; cel
care va intra e unul, necunoscut tie, modelat asa cum te vede si te pipdie celalalt, prin
ochii caruia dai s intri in lumea lui de nepatruns.”). Psihodramatic vorbind, este
momentul cand interpretarea de rol dionisiac va ceda interpretarii de rol apollonian.

Un alt rol evident, n aceastd a doua parte, este rolul artistului, rolul celui care
creeaza, ca si terapeutul, realitatea fictionald, dar de data aceasta cu scop estetic. Din
acest rol se nasc cel al regizorului, in momentul in care Henric aranjeaza un tablou
vivant, ca suport imagistic pentru exprimarea contempldrii, si cel al actorului, care, cu
ajutorul cuvintelor si prin jocul de rol (cel al nebunului), poate sd-si impuna sistemul
relational, momentul in care 1i obligd pe cei patru sd Ingenuncheze in fata sa. Putem
detecta si rolul teoreticianului, in care personajul incearcd sa sistematizeze experientele
traite prin situatiile de ,,ca si cum® puse 1n scend de citre personajul exprimat prin rolul
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terapeutului. Teoretizarea rolului de actor va reveni, in actul trei, ceea ce va indica si
congtientizarea functiei terapeutice a jocului de rol (,,Te deprinzi foarte lesne! si te
plimbi fard nici o greutate, uite-asa, sub masca personajului tragic pe care-1 joci... (il
joacd) uite-asa... intr-o sald ca asta!‘). Putem identifica si rolul predicatorului, care 1i
confera lui Henric capacitatea de a-si propovadui ideile legate de adevar si de perceptia
realitétii cotidiene. Acest rol exprima latura obsesiva a personalitétii lui Henric. Tot in
aceastd parte a partiturii ne intdlnim si cu rolul razbunatorului, care pregateste
momentul culminant al actului III prin (,,Vreau sa am placerea de a-1 palmui méacar pe
unul dintre ei: pe dansul!*)

In a treia parte a partiturii avem de a face, in primul rand, cu rolul de pacient in
relatia cu Doctorul, rol care va permite exorcizarea fricii de nebunie, a spaimei de
pierderea din nou a controlului asupra realitatii si a situatiilor. Tot in aceastd parte ia
nastere si rolul prizonierului, prin recrearea momentului cand si-a revenit pentru prima
oara din delir si cand noua realitate, sentimentul de libertate a nascut in el frica pe care
o resimte si prizonierul in momentul cand este eliberat din inchisoare.

Partea a treia a partiturii este si partea in care personajul Henric isi va alege, de
data asta voit, rolul de nebun, respectiv de Henric al IV-lea. Rolul razbunatorului
culmineaza cu actiunea de injunghiere a lui Belcredi: ,,Nu sunt nebun? Na-ti!*.

Analiza partiturilor dramatice, cu ajutorul teoriei rolului, elaboratda de Moreno,
poate crea un act actoricesc mai deplin, prin care catharsisul publicului se va uni cu
catharsisul actorului, intdrind, pe langa latura estetica a spectacolului, i latura terapeutica.

Caracteristicile rolurilor in piesa Henric al IV-lea

Accidentul este un element folosit des de Pirandello in lucrarile sale, un
element prin care autorul doreste sa sublinieze imposibilitatea controlului total asupra
realitétii cotidiene. Hazardul joaca un rol meta-fizic important in procesul cautérii de
sine. Dezvoltarea jocului de rol, de la inconstient la constient, marcheazi maturizarea
psihicd a personajului, capacitatea de a intelege si folosi jocul de rol ca metoda de
autocunoastere si de insertie in societate. Personajul principal descoperd treptat
elementele terapeutice ale jocului de rol, prin faptul ca 1si construieste (construirsi)
masca. Henric al IV-lea este exponentul teoriei pirandelliene ca atunci cand 1si
construieste mastile, rolurile si replicile, omul, de fapt, se construieste pe sine, se auto-
construieste. In opinia sa, rolul este o atitudine, o masca construitd de purtitorul sau.

»Nebunul, care se crede Henric al IV-lea, s-a creat ca propria papusa, in propria
piesa de papusi, si atat timp cat se crede Imparat aceasta este ,,realitatea‘ sa. Mai tarziu, va
recunoagte ca s-a nascut, de fapt, din nebunia sa, si a persistat in mascarada din lene si
deziluzie fatd de lumea contemporana. Aici, personajul stie ca este papusa creatd de el
insusi. Si totusi: nu este decizia de a ramane 1n acea situatie simptomul unei minti deranjate,
anormale, unei minti de care personajul din nou nu este congtient?*’

7 Martin Esslin, 4 Hole Torn in a Paper Sky: Pirandello and Modern Drama in John Louis DiGaetani, 4
Companion to Pirandello Studies, New York, Greenwood Press, 1991, p. 263.
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Punand problema din perspectiva moreniand, raspunsul este lesne de gasit:
in psihodrama, protagonistul se creeazd aproape in egald masurd cu cea in care se
cunoaste pe sine. Partiturile interpretate, in surplus-realitate, sunt destinate in mod
deliberat creerii unei noi identitati, una mai fericita, mai adaptata, mai curajoasa, in
esentd, una mai sandtoasd. Si, bineinteles, desi multd vreme persoana este
congstientd de faptul cd noul sdu personaj (,,look de sine™) este rezultatul unui
,ritual psihodramatic de renastere”, este de asteptat ca, treptat, aceasta constienta a
noutatii identitatii de sine sa se estompeze, cedand locul tréirii rolului actual, cu un
binevenit sentiment al firescului.

Pirandello subliniazd unele caracteristici importante ale rolului, cum ar fi
flexibilitatea:

»~HENRIC AL IV-LEA: Vi spun: maine, rolurile s-ar putea sa fie de-a-ndoaselea!

Si ce o sa faceti voi atunci? [...] Dar vai si amar de acela care nu stie sa-si poarte masca, fie

ea de rege ori de papa!.®

Lipsa flexibilitatii duce la incremenirea in masca, la lipsa fluxului vital, la
incapacitatea de a trai viata in plenitudinea sa:

»~HENRIC AL IV-LEA: Cu toate acestea Monsignore, in timp ce dumneata te tii
tare agatat de aceastd sfanta sutana, de colo, din maneca, iti aluneca, iti scapa, ti se strecoara
ca un sarpe ceva de care nici macar nu-ti dai seama, monsignore: viata! Si ce surpriza, cand
ti-o vezi dintr-odatad luand chip, in fata ochilor, descétusat de tine parasindu-te [...] Eu m-
am trezit cu-atatea vieti in fata!*’.

Avem aici o pledoarie pentru dezvoltarea repertoriului de rol, o recunoastere a
necesititii de a interpreta mai multe roluri. In acceptia lui Cristopher Doyle,
flexibilitatea rolului Tnseamna capacitatea de a juca un rol multi-dimensional, in cadrul
constructiilor sociale schimbétoare. Psihologic vorbind, expansiunea repertoriului de
rol si flexibilitatea rolului sunt corelate cu o mai mare adancime psihologica. Cu cit o
persoana trebuie sd-si exprime n mai multe feluri, fatete ale sinelui, cu cat trebuie sa-si
organizeze, in mai multe feluri experientele sinelui, cu atat va ajunge sa se auto-
cunoasca mai bine si sa se impartaseasca celorlalti.

O altd caracterisitcd a rolului este asteptarea fatd de rol. Pirandello
subliniazd importanta raspunsului fatd de aceastd asteptare, necesitatea corelarii
rolului cu cerintele situatiei si a vremii: ,,Am simtul vremurilor acestora si maretia
celui care stie si fie cine trebuie sa fie*'".

Daca este sa catalogdm rolul personajului (al persoanei cu masca sa), in
functie de taxonomia lui Robert Landy, rolul principal din Henric al IV-lea este
fara doar si poate un rol cognitiv de tipul rolurilor nebunului intelept.

8 Luigi Pirandello, Henric al IV-lea, trad. Ton Frunzetti, in vol. Teatru, Bucuresti, Editura Pentru Literatura
Universala, 1967, p. 225.

? Idem, p. 222.

10 Jdem, p. 225.

61



BACS MIKLOS

,»In aceastd piesd nebunul apartine tipului de Nebun Intelept, un personaj familiar,
care sub acoperirea palariei sale cu clopotei isi permite sa rosteascd adevaruri care in mod
normal nu sunt rostite”."!

Acest rol oferd interpretului posibilitatea de a dardma conventionalitatea
sociald si de a exprima adevaruri ce nu pot fi exprimate in cadrul realitatii ,,obiective®.
In acelasi timp, schimbarile bruste de stiri motivate de tipologia caracterului
personajului care il interpreteaza pe Henric 1si gdsesc un tipar comportamental adecvat.
Logica cotidiana este abolitd, fapt care 1i confera ,,nebunului* o putere infricosatoare, in
viziunea omului ,,sanétos*.

»~HENRIC AL IV-LEA: Spaima asta a voastra! Pentru ci te afli in fata unui nebun,

stiti ce inseamnd? Inseamnd sa te afli in fata unuia care-ti dardma din temelii tot ce ai

construit in tine, in jurul tau, logica, logica tuturor constructiilor tale!*."*

Dupa cum sublinia Blatner, rolul nebunului este unul din marile roluri ale
dramaturgiei si sunt nenumérate cdile de a fi nebun. O parte a provocérilor vietii noastre
este de a descoperi cai noi, de a ne pacili pe noi ingine si pe altii, chiar daca aceste cai
sunt considerate, la vremea respectiva, cii perfect acceptabile de gandire si comunicare.

Henric al IV-lea descopera fragilitatea structurii care sta la baza lumii
cotidiene si testeazd pentru sine valul care o tine unita. Stie din propria experientd ca
nebunia oferd o alternativa a realitétii, nici mai irationald, nici mai inconsecventa decat
realitatea oamenilor normali, la fel de valida, deci, ca a acestora, dar diferita ca sens.

Personajele pot fi impartite in categorii si in functie de gradul de actorie folosit
in interpretarea personajelor. Stilul de joc al acestor personaje acopera intregul spectru
dintre prezentare si re-prezentare, in functie de sentimentele implicate 1n jocul de rol.
Pot fi detectate diferite stadii de actorie, de la ,non-actorie”, trecind prin
Lreprezentarea fara matrice®, la ,,actoria simpla‘“ apoi la ,,actoria complexa* conform
teoriei lui Michael Kirby. In momentul in care asumarea rolului este slabd intervin
mecanismele de aparare, care se manifesta prin ras:

»~DOAMNA MATILDE: (vdazandu-l pe Belcredi izbucneste in ras) Vai, doamne!
[...] Esti de neconceput: pari un strut deghizat in sihastru!..."

Belcredi este prototipul neasumdrii rolului, inflexibilitdtii si lipsei de
spontaneitate, manifestatad prin sentimentul de gelozie, resimtit in fata aptitudinilor
ludice ale lui Henric. Prin confruntarea celor doud roluri, Pirandello pune in
discutie necesitatea curajului de a-ti asuma ,,ambivalenta rolurilor. Belcredi poate
fi considerat rolul apollonian prin excelenta.

Imaginarul, fantezia constituie locus nascendi al rolului ,,... fantasmele, in

' Maurice Valency, On Henry IV, in John Louis DiGaetani 4 Companion to Pirandello Studies, New York,
Greenwood Press, 1991, p. 228.

12 Luigi Pirandello, Henric al IV-lea, trad. lon Frunzetti, in vol. Teatru, Bucuresti, Editura Pentru Literaturad
Universala, 1967, p. 247.

13 Idem, p. 219.
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genere, nu-s altceva decat niste biete ticluiri ale mintii noastre, la urma urmei! Niste
imagini pe care nu reusim si le mentinem in regatul somnului si atunci incep sa se
desfasoare si ziua (n.n. reveria) cand esti treaz si te umple de spaima‘. Totodata este si
sursa poeticului (,,Ar trebui sd-i comandam lunii un manunchi frumos de raze
decorative...“), o poezie ce poate deveni ,,cotidian‘ in realitatea ,,subiectiva‘.

Personajul batranului servitor Giovanni este singurul care are capacitatea de a
functiona in ambele realitéti si care ar putea fi un aliat al lui Henric. De aceea i este
rezervat rolul de cronicar, este intr-un fel Horatio al lui Hamlet, care, prin raspunsul
Deo gratias la intrebarea Cine e?, dovedeste profunda cunoastere si acceptare a Marelui
joc. Este, pe undeva, asemanator Servitorului din Neintelegerea lui Camus.

Piesa Henric al IV-lea poate fi consideratd o capodoperd despre relatia
actorului cu rolul siu. In opinia mea, este o pledoarie dureroasa si tragica in
favoarea actorului, in favoarea jocului de rol, indiferent de rezultatele sale. Henric
al IV-lea nu existd decéat prin rolul sdu. De aceea actiunea sa criminala este, de fapt,
un act ritualic, un sacrificiu prin care se consfinteste realitatea sa subiectiva. Este o
actiune intreprinsd in extazul mistic dionisiac, prin care se restabileste echilibrul
spiritual. Este un act de defulare si autoaparare, in acelasi timp. Este momentul
catartic, de acting out, prin care personajul, odatd cu remodelarea personalitatii
sale, trece intr-un nou stadiu de existenta. (,,Catharsisul corespunde unei modificari
a structurii personalitatii — prin purificare spirituala — legat de constientizarea unei
stari psiho-afective conflictuale, refulate, retrdite, de exemplu, cu ocazia unui
spectacol teatral sau a unei psihoterapii'*). Este actul suprem, prin care Marele
Mascat (sau Marele Preot) consfinteste dreptul la visare, la imaginar. Este actul
prin care carnavalul este instaurat pentru totdeauna. Este gestul simbolic devenit
realitate. Pirandello subliniaza, prin aceastd scend, functia cathartica a rolului, dar
si pericolul ce poate surveni din utilizarea incorectd a mastii sau rolului.

Distrugerea realitatii ,,subiective™ a lui Henric, a rolului creat, ar insemna
disparitia rostului existentei sale. El este Marele Mascat, Marele Actor, Persona, care,
prin desdvarsirea artei sale, devine prizonierul propriei creatii. Este actorul, care, cu
ajutorul imaginatiei, isi creeaza propria realitate, obligdndu-i pe toti cei din anturajul
sau si se comporte in functie de realitatea subiectiva creatd de el, razbunandu-se astfel
pe realitatea ,,obiectiva™ creatd de altii. Este cildtoria initiaticd de individualizare, de
maturizare a unui suflet rebel, ,,straniu din prea mare bogitie vitala“. Masca creata isi
devoreaza creatorul. Henric al IV-lea devine ca si papusa Oreste din 11 fu Mattia Pascal,
un Hamlet, din cauza ,,gaurii din cerul de hirtie“.Un Hamlet pedepsit cu propria
existentd. Dar un Hamlet care reuseste sa formuleze intrebarea ,,a fi sau a nu fi“, nu ca
un soliloc, ci ca un dialog cu ceilalti: ,,sunt sau nu sunt?*. Un Hamlet care ajunge la
recunoasterea cd nu raspunsul la intrebare este esential, ci interogarea in sine si
acceptarea transformarii acestei interogatii in afirmatie.

14 Dominique Barrucand, La chatarsis dans le thédtre, la psychanalyse et la psychothérapie de groupe, EPI,
Paris, 1970, p. 95.
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DACA-I CARNABAL, DE-ALE CARNABALULUI SA FIE
DESPRE TRADUCERILE LUI PARTI NAGY LAJOS'DIN CARAGIALE?

TOMPA ANDREA

Motto: ,,...intraductibilitatea este o enigmd cdreia trebuie sd-i gasim rdspuns...”
Antoine Vitez

ABSTRACT. The present study is devoted to the Romanian playwright I. L. Caragiale’s comedy
,,Carnival” in Hungarian translation. The article parts from introducing the general problems and
types of theatre translation, and also summarize the history of translating the 19th century
Romanian playwright into Hungarian. The paper focuses on one particular translation by the
contemporary Hungarian writer and playwright, Lajos Parti Nagy, analyzing the devices,
techniques of creating a contemporary theatrical Hungarian text for stage.

Daca impartasim (si) afirmatia lui Vitez ca in dramaturgie nu limba trebuie
tradusa, ci lumea descrisa acolo, intelegem de ce tocmai Caragiale este imposibil
de tradus. Pentru ca lumea - aceea lume - este intraductibila.

Potrivit teoriei, traducerile din dramaturgia straina se impart in doua categorii.
Cele din categoria ,.ferestrei” se straduiesc sd dezvaluie lumea din care deriva textul
dramatic; este ceea ce numim traducere fideld, filologic exactd, urmérind sa
reconstituie universul piesei supuse traducerii. Ii spunem ,,fereastrd” pentru ci ne
permite cunoasterea unei culturi strdine, fie ea si Indepartata in spatiu si timp. Celalalt
tip de traducere, ,,0glindd”, nu tinteste la cunoasterea alteritdtii, ci la recunoasterea
propriei identitdti. De aceea renuntd la infatisarea universului textului strain, cu alte
cuvinte, este o traducere aproximativa, tinind mai degraba de adaptare: vrea sa apropie
acest univers de cel propriu, transcrie contextul spatio-temporal, foloseste analogii
cunoscute, apropiate, pentru echivalarea codurilor culturale straine.

Dacd examinam istoria recentd a traducerilor teatrale in maghiara, ne dam
seama ca acestea penduleaza intre tipul ,,fereastra” si cel ,,0glinda”, iar pe de alta parte,
aceastd ezitare se muleaza pe diferitele epoci ale istoriei teatrului maghiar. Domina

! Parti Nagy Lajos (1953) este un poet, prozator si dramaturg din Ungaria, cel mai important stilist al imbii.
Volumele, operele importante: Ibusar — Mauzdleum (piese, 1996), A test angyala (roman, 1997), A
hullamzo Balaton (nuvele, 1999), H6som tere (roman, 2000), Grafitnesz (poezii, 2003), A fagyott kutya
laba (nuvele, 2006).

% Nota traducitorului: Pentru paragrafele de mai jos s-a folosit ca Text de Referintd in Limba Roména
(TRLR) volumul ,I.L. Caragiale, Teatru, editie ingrijitd de Virgil Vintilescu, 1984, Editura Facla,
Timigoara. In continuare, fragmentele traducatorilor maghiari au fost re- traduse dupd urmitoarele
criterii: 1) traducere fideld filologic, sau, unde aceasta nu a fost posibild, 2) traducere prin expresii
echivalente, sau, cel putin, in spiritul celor maghiare, acolo unde acestea din urma sunt intraductibile.
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cind fidelitatea textuald, cind adaptarea scenicd. Tendinta din urma se intareste din
anii ’90. Asa cum devierea de la textul clasic (Urtext), caracteristica teatrului din
ultimului deceniu, transcrierea, rescrierea, de-scrierea, descompunerea-deconstructia
tind s capete valoare de paradigma, la fel si traducatorul resimte din ce in ce mai putin
obligativitatea exactitatii filologice. Insa raspindirea traducerilor de tip ,,0glinda” are si
un alt motiv si o altd posibild interpretare: teatrul vede tot mai putin posibild
cunoasterea Celuilalt, prin urmare insasi existenta ,ferestrei” devine problematica. In
locul reflectarii a sosit ceasul auto-reflectiei, ca si cum am prefera doar sd ne
recunoastem in oglinda pusa in fata noastra, in loc si cunoastem ceva nou si strain.

Din cele nu mai putin de opt (!) traduceri in maghiard ale ,,Scrisorii
pierdute” (cea mai jucatd piesa caragialiand pe scenele maghiare) se poate decripta
nu numai epoca, dar si intentia spectacolului de odinioara. Cu cit epoca 1n care se
pregiteste traducerea ¢ mai sensibild si mai libera din punct de vedere politic, cu
atit versiunea e mai putin fideld, si cu atit mai mult inclind spre adaptare. Sub
dictatura apar texte ,,fidele” ( traducerile ardelene semnate de Nagy Elek, Szasz
Janos si Deak Tamas), in vreme ce la inceputul si la sfirsitul anilor 90 suntem
martorii unor adaptéri survenite ca reactii de moment la situatia politico-socialad a
timpului (versiunile Seprédi Kiss Attila ori Bodor Adam). Dar si traducerea
pregatitd de Nagy Elek (care a semnat mai tirziu cu pseudonimul Méhes Gyorgy)
pentru spectacolul din 1949 de la Nationalul budapestan este ,,suspectd” de
adaptare, si Incd in mai multe puncte, fiind o adaptare ultraideologica, tipica epocii
Cu toate eforturile traducatorilor si a celor opt versiuni, nici aceastd piesa nu are o
traducere valabild, pe care oricine s-o poata utiliza astdzi, cu sufletul impacat,
pentru a monta un spectacol. Existd traduceri exacte filologic, dar de nejucat,cu
putin umor sau, pur si simplu, intr-o limba imposibil de rostit pe scend (un bun
exemplu il constituie cea mai exacta traducere, filologic vorbind, cea a lui Szasz
Janos, (practic nejucatd).. In schimb valabilitatea adaptarilor ¢ de foarte scurta
respiratie: ceea ce era bun in 1994 (versiunea lui Seprddi, bundoard), azi nu ne mai
impresioneaza; ceea ce e valabil In provincie, nu e sigur cd functioneaza si in
Budapesta. Mereu e hotaritoare legea lui ,,aici si acum”.

Lumea pieselor lui Caragiale e variata. In virful scarii sociale stau personajele
politicienilor provinciali din ,,0 scrisoare pierdutd”, negustorii de periferie din ,,0
noapte furtunoasa’se situeaza mult mai jos, iar figurile piesei ,,D-ale carnavalului”
reprezintd cu adevarat cel mai de jos punct al societatii si limbii. Decorul celei din urma
este periferia, mahalaua. Pina si cuvintul- nu Intimplator- este de origine turceasca. La
marginea capitalei locuiesc micii negustori turci, greci, armeni, evrei, bulgari, fiecare
cu meseria, cultura, limba si stilul de viatd proprii. Dar tot aici locuiesc taranii saraciti,
fara pamint, veneticii aciuiati pe lingd oras, toti privind cu jind spre cartierele sic din
interiorul Micului Paris. In a doua jumitate a secolului XIX reprezentativ pentru
periferia bucuresteana este caracterul multietnic, fiecare neam traind in cultura lui, cu
limba si stilul propriu de viata, ocupindu-se cu dulgheria si, in primul rind, cu negotul.
Apartenenta la un neam sau altul hotdra pina si felul de negustorie practicat de fiecare.
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Astazi, aceleasi suburbii sunt locuite de tiginime si de muncitorimea pauperizata si
fara servici, purtatoare ale unei culturi la fel de specifice precum inaintasii de acum o
suta- o suta cincizeci de ani.

Natiunea trdieste prin limba sa, cum spunea politicianul de secol XIX
Széchenyi Istvan. Mahalaua cu atit mai mult. Personajele din ,,D-ale carnavalului” se
balacesc intr-un veritabil carnaval lingvistic. Chiar si vorbitorii nativi de romana
citesc piesa cu dictionarul in ména, si cel mai bun exemplu al acestui fapt este o
editie in limba romand, previzuti cu un voluminos glosar. In limbd gisim
realitdtile epocii: lumea pravaliasilor, limba lor, sunt, in majoritate, de extractie
greco- turcd; tezaurul lingvistic amoros vine din franceza - o franceza stricata,
bineinteles, pentru cid periferia nu cunoaste bine nici o limba, nici mécar cea
maternd, doar maimutareste. Limba oficiala, a ocupatiilor legate de autoritate,
precum si a denumirii diferitelor ranguri militare, ¢ cea mai arhaica, dar ea se si
schimba cel mai repede. Limba cartoforilor, a jocului de carti este un amestec de
turcd si francezd. Locul in care este plasatd actiunea, ,,un salon de frizarie de
mahala”, denotd o exceptionald optiune dramaturgica: aici se pot amesteca
franfuzismele cele mai aristocratice cu neaosisme dintre cele mai josnice, aici
vietuiesc impreund centrul cu periferia, pentru cid frizaria nu este vreun salon
elegant din centru, aici se scot si masele, se lecuiesc si bataturile. Denumirile unor
dansuri sau piese de vestimentatie vin tot dintr-o franceza stricatd. Si prin
onomasticd triieste o natie: numele sunt in bund parte turcesti si create cu o
remarcabild putere de inventie scriitoriceasca. Asa incat traducerea pentru teatru a
universului lingvistic al mahalalei este imposibila. Dar e musai sa fie facuta.

Caragiale este acel intemeietor de limba romaneascd prezent si astazi in
vorbirea cotidiand. Sursa umorului sdu verbal o constituie amestecul magistral al
cuvintelor de sonoritati si origini diferite, stoarcerea cuvintelor straine de tot potentialul
lor comic, frantuzirea, etimologiile populare, confuzia melodramatica extraordinara.
Din acestea, o serie de expresii s-au transmis limbii comune. Aparatul sintactic din ,,D-
ale carnavalului” este deja dramaturgie: semnificativ, scriitorul n-a mai creat o alta
piesa cu actiunea la fel de clocotitoare. Intensitatea actiunii o oglindesc si constructiile
propozitionale tipice acestei piese- propozitii scurte, rasundtoare, folosirea frecventa
a unor imperative cu valoare propozitionald - abia dacd gdsim rostite propozitii
complete, scrise pina la capat.

Caragiale traieste doud existente in limba maghiara. Pe de o parte, in
Ardeal, un spectacol Caragiale In ungureste se joaca intr-un context cultural aparte.
Degeaba e textul in limba maghiard, daca e jucat la Cluj: orizontul de receptare,
referintele culturale sunt radical diferite de, sa spunem, un spectacol jucat la
Budapesta. Nu e vorba doar de receptarea textului, dar si a mizanscenei. In Ardeal
se cuvine sa stii ce fel de oras e Ploiesti, locul de care sunt legate, intr-un fel sau
altul, personajele din ,,D-ale carnavalului”. in Budapesta locul respectiv nu spune
cu nimic mai mult decit spunea, vreunui englez, Viena din ,Masurd pentru
Masurd”: un loc real, dar cu o existentd nedefinibila, necunoscuta.
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,,Carnabalul”3 lui Parti Nagy Lajos - ocolesc delicat cuvintul ,traducere”-
se sprijind exact pe cunostintele obisnuite ale budapestanului despre romanism si
limba roménd. Ceea ce inseamnd putin mai mult decit zero. Existd o singura
referinta roméneasca la Parti Nagy: sufixul —escu. (Inspaiméntitor cat de mult au
contribuit la cunoasterea acestuia personaje precum Ceausescu sau lliescu, si cat de
putin Eminescu ori Enescu). Da si asemenea denumiri: figarescu (pentru barbier,
de la Figaro), pacsulescu’, pindurescu’, diszpintyescu. Atita se cunoaste prin
Budapesta despre limba roména. Nici din referintele istorice, culturale, geografice
nu ramane prea mult - desi supravietuieste Ploiesti- dar si atunci intr-o asemenea
forma: ,,sunt o fatd nevinovata zamislitd in cuptorul poporului ploiestean” - spune
Mita — ,,care daca se aprinde, nu se stie unde se opreste. In vinele mele sangele
martirilor nationali balteste-n sus si-n jos”. Si patrioata ploiesteancd se transforma,
cateva pagini mai incolo, in ,,pizda ploiesteanca”, cel putin in vorbele rivalei sale
intr-ale amorului, Didina. Un filolog exact si precis ca Szdsz Janos traduce
fragmentul in felul urmator. ,,sunt fatd din popor, si mi-e firea furtunoasa; ai uitat
ca sunt republicand, ca 1n vinele mele curge sangele martirilor de la 11 februarie, ai
uitat ca sunt ploiesteanca - da, ploiesteanca...” Fidelitatea fatd de text e o virtute in
traducere. Insa 11 februarie cere o nota de subsol, pe care traducatorul, meticulos, o
si da. Traducerea lui Szasz e o ,,fereastra” tipicd. De aceea e atat de greu de jucat.
Cu tot cu nota de subsol.®

Nu existd, deci, ,,fereastra”. Acel cadru, timp, mediu cultural, care sa reflecte
spiritul mahalalei bucurestene de sfarsit de veac XIX nu prezintd, in maghiara, nici un
interes din punct de vedere teatral (cel putin in Ungaria).

Dar nici ,,oglinda” nu functioneaza - cel putin nu la Parti Nagy. Pentru ca o
adaptare ar trebui sa inlocuiasca, pastrand regula unitétii de loc, timp si cultura,
lumea concreta romaneasca ,,tradusa” printr-un mediu concret unguresc (concretul
neidentificindu-se cu realismul, dar fiind tangent acestuia). Intr-o adaptare nu ar fi
vorba despre ,.ei”, ,,atunci” si ,,acolo” unde i-a scris Caragiale, ci de ,,aici”, ,,acum”
,,noi”. Insa nici asta nu-l intereseaza pe Parti Nagy.

Pentru a simti diferenta dintre Parti Nagy si ceilalti traducatori, sa citim
mai multe versiuni ale traducerii unui fragment din ,,D-ale carnavalului”. In Actul
I, Scena I, Iordache descrie falsificarea abonamentului de frizerie.

TRLR: ,JORDACHE: (...) Zice d. Nae: lordache, biletul spiterului e cu scamatorie; ia
sd-1 tinem noi de scurt: ori ca ne-a luat bilete, ori ca ne-a furat pecetia, ori ca si-a facut el
alta pe model, c@ prea se-ntinde abonamentul lui ca cagcavalul prajit...”.

Szasz Janos: ,,Domnul Nae zice: lordache, biletul spiterului i hocus-pocus;

3 Titlul e un joc de cuvinte intre carnaval si bal

* corespunzand unui pomédescu - n. trad.

> pindurka- méruntel in Ib. maghiari, deci corespunzand unui ,,mititescu”- n. trad

© MITA: Al uitat ¢ sunt fiica din popor si sunt violentd; ai uitat ca sunt republicand, ci-n vinele mele curge sangele
martirilor de la 11 fevruarie (formidabild): ai uitat ca sunt ploiesteancd-da, ploesteanca!” TRLR (N.trad.).
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ia sd-1 cercetam sub unghii: sau ne-a furat bilet, sau a furat pecetia, sau a pus sa-i
fie facuta una pe masurile ei, ca asa i se Intinde abonamentul ca cascavalul prajit”.
Szasz e exact, limba nu e literara, iar stilul este unitar, arhaizant, si are si umor.

Gera Gyorgy, Hoban Jend: ,.Zice domnul Nae: Aici ceva nu-i in reguld, sa-
1 tinem sub ochi pe spiterul dsta. Pentru cé asta fie ca a facut rost de-o groaza de
abonamente, sau a furat stampila, sau a falsificat stampila - altfel nu i s-ar intinde
abonamentul ca aluatul”. Traducerea e exacta, se traduce situatia, nu limba, umorul
de limbaj e putin.

Bodor Adam: ,,Nea Matyi se intoarce spre mine: Joco, tatd, aicea pute rau
ceva. Felcerul ne fute. Sa fim pe faza, ca prea i se-nmultesc dstuia abonamentele”.
Text scurt, cu mici omisiuni, corect gramatical (nu intr-o limba stricatd), traducere
tip adaptare, destul de triviala; traduce si numele, cu toate acestea nu valorifica
umorul de limbaj.

Kacsir Maria: ,,Jendke, aici se petrece o scamatorie, trebuie sa-l1 luam din
scurt pe domnul felcer: sau mi-a sterpelit un abonament, sau a pus mana pe pecetea
noastra, sau si-a facut una pe modelul nostru, dar asa i se intinde abonamentul
precum aluatul”. Desi traducerea e exacta, e cam cenusie, arhaizantd, n-are umor,
iar sintaxa aratd cd versiunea nu a fost realizatd pentru a fi jucata pe scena.

En fin, Parti Nagy: ,,Ascultd aici, lordache, zice seful dupa inchidere,
porcovanul asta ne bagd in cacat pana-n git, ia sa-i privim sub unghii, asta sau furd
belete, sau stampile, dacd nu cumva si-a tras una dintr-o radierd. Pentru ca la asta se-
ntinde abonamentul ca cascavalul prajit, dacd ma-ntelegeti”. E textul cel mai amplu,
scris cum se cuvine, fard respect pentru limba literard, in limba comuna, si e destul de
comic. Si, mai ales, amesteca inteligent epocile: limbajul e si arhaizant si contemporan.

Parti Nagy nu traduce cuvinte, ca un filolog.

Pentru ci atunci s-ar preocupa de cunoasterea Celuilalt. (Il banuiesc de
incapacitatea de a aborda traducerea filologica. Pentru asa ceva ar trebuie, spre
exemplu, sd cunoascd limba romand). Si nu traduce doar o lume, pentru ca atunci
ar face o adaptare, care presupune stabilirea unui mediu unitar, coerent.

Traduce teatralitatea.

Nascoceste un univers lingvistic teatral si abstract. Cu mijloacele teatralitatii
de limbaj da nastere unui Caragiale necunoscut pand acum - pentru prima datd (dupa
teatrale ascunse in ea n-au putut fi exprimate pina aici in maghiara.

Opera lui Parti Nagy nu poate fi consideratd traducere; ,,Scrisd de Parti Nagy
Lajos dupa traducerea lui Réz Pal” spune prima pagina. O vom numi, ludndu-ne dupa
Foucault, creatie cu identitate de gen multipla. Nu e ,,fereastra” si nici ,,oglinda”. Mai
degrabd o mascd. Frumoasd mascd. A fost asezatd pe fatd. Seamdnd si nu prea.
Dezviluie si ascunde. ,,Carnavalul” lui Parti Nagy face parte din viata artisticd a
scriitorului si dramaturgului. E o piatra de hotar in receptarea lui Caragiale in Ungaria.

In anii *90 o editurd din Ungaria distribuia ca bonus o asa zisi masina de
macinat, de facut expresii politice, un fel de masina pentru limba de lemn. Pe o
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parte se puteau fabrica expresii national-conservatoare, pe cealaltd dimpotriva,
expresii liberale, un fel de parodie a noului limbaj. Pe ambele parti erau trei cercuri
cu cuvinte, din care se puteau alcatui sute de expresii extraordinare, care aveau si
nu aveau sens, sunau fantastic si familiar in acelasi timp Dupa acelasi model am
putea construi o astfel de masind marca Parti Nagy. E, drept, ar fi mai bine s-o
construiasca inventatorul Cubului Rubik, macar pentru ca jocul lingvistic sa se
desfagoare nu pe doud, ci pe cel putin sase pagini. Ar fi loc acolo pentru pagina
arhaicd, pentru una patetica, altd pagina ar fi obscend, una ar cuprinde xenisme, o
alta slang-ul zilelor noastre, iar ultima (dar nu cea de pe urmai, pentru cd as mai
putea adauga vreo doud) ar include constructiile imperative sau onomatopeice.
Spre deosebire de Cubul Rubik, unde obiectivul e sd completezi fetele cu patrate de
aceeasi culoare, Cubul Parti Nagy ar avea ca scop sd adune cite putin din toate
culorile pe fiecare fatetd. Asa am ajunge la o piesda marca Parti Nagy Lajos.
Odinioari se organizau concursuri de rezolvare ultra-rapida a Cubului Rubik. Insa
cand vine vorba de deconstruirea limbii, Parti Nagy se pricepe cel mai bine.

Macina temeinic. Enuntul sdu e mai lung decét cel al maestrului roméan,
cam cu o cincime. De indatd ce vreun personaj povesteste ceva in piesd -
povesteste lordache, ucenicul, despre falsificarea abonamentelor, Pampon, despre
felul in care a descoperit biletelul de amor, etc. - Parti Nagy se pierde in inflorituri.

Aceasta palavrageald mpiedica/ poate impiedica actiunea ametitoare, pentru
ca interpretii sunt tinuti in loc de propriul discurs. (Cum se poate impéca - regizoral-
actiunea extrem de complicatd, incurcatele rasturnéri de situatie, schimbarile aiuritoare
de vestimentatie, cu betia de cuvinte nu stiu. Inca, la momentul scrierii acestui articol,
premiera la teatrul National din Budapesta n-a avut loc. La Caragiale scenele sunt mai
pline de actiune, eroii sdi comunicd scurt si cuprinzitor, folosesc mult verbul la
imperativ, pentru cd sunt impulsivi, vor tot timpul sa facad ceva. Eroilor lui Parti Nagy
le place mai mult sa vorbeasca decét sa actioneze. Caragiale descrie personaje mai
concrete, mai plauzibile, mai dense, mai agresive, oameni de carne si sange, n timp ce
eroii lui Parti Nagy sunt mai ireali, artisticesti, livresti, ca niste pitbulli de martipan.
Accentul trece de la actiune la fictiune.

De exemplu, lordache cel atins de logoree spune: ,, Macar imi infulec, in
sfarsit, varza. Ma asteaptd, siraca, la bodega, teapana ca un cioclu”’ Meticulosul Szsz
pune doar atat. ,,Ma duc sd-mi mananc in sfarsit varza”. Didina cere ,,0 tara de bére” in
timp ce in versiunea romaneasca doar ,,0 bere™®. In Actul III, Scena a III-a, vine vorba
despre un premiu de ,lotdrie”, o cutie muzicald. Parti Nagy traduce astfel: ,,E o
tabachera muzicantd. Rabatabild. Ce zici? Te intarateaza, ai? Veritabild antichitate
ploiesteneascd. Nou nout. Mai ales ca canti. Il trage omul cu cheita, méciie vreo doua
muzici, fest”. In traducerea lui Szisz figureaza doar atat. ,,Un porttabac muzical; stie

"IORDACHE: , M duc...si-mi ispravesc portia de varza™- Actul I, Scena VIIL, TRLR (N. trad.).
8 Actul II, scena IT ( N. trad.)

72



DACA-I CARNABAL, DE-ALE CARNABALULUI SA FIE

doua cantece™. Am putea insira la nesfarsit exemplele in care Parti Nagy amplifica
textul lui Caragiale. Si céte ii trec prin minte referitor la situatii, figuri, obiecte,
amoruri, jocuri de carti, bauturi etc. Eroii lui, chiar cand injurd (,,ce puii mei?” ,,ce
pusca mea?”’) mai degrabd 1si semnaleaza Injuratura, imblanzindu-si impulsivitatea cu
spirit baroc. latd cum discutd personajele, n spiritul barocului a la Parti Nagy
(Catindatul, Actul I, Scena III):

,»- Nici macar o bagateld de firfiric, md rog frumos, nici macar atdta nu capat.
- Canci?
- Hotarat canci”.

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

- Nimic?

- Nimic.”

TRLR:

,»- Nimic, de doi ani de zile nimic. (Sade)”

»~ Nimic?”

»- Nimic.”

Pari Nagy se indragosteste de enumerari; asa cum vede el lucrurile, la frizarie
se presteaza urmdatoarele servicii. ,,frizarit, pieptanat, pus pe moate, par de nas, par de
urechi, par de orice fel, manichiurd, barbichiura, scoatere de batéturi prin magnetizari,
cosuri, furunculuri, a la carte”. La Caragiale, ,,a la carte” se reduce la trei servicii
(,,frezat, spélat, bataturi”), Parti Nagy le praseste la unsprezece. Sau ,,odicoloanele,
sulemenelile, precum si pomezile, rujorelile, alte dricovenii de rosit ale Didinei...” '’

Slabiciunea pentru cuvintele straine deformate, pentru sonoritatea acestora,
prefacuta aproape in poezie, pentru frumoasele néluciri, 1l atrag pe poet ca niste mortale
sirene lingvistice. Carnavalul limbii in alcdtuirea Iui Parti Nagy foloseste pind la
epuizare instrumente lingvistice apte sd inlocuiasca expresiile romanesti intraductibile.
Oriunde am privi in text, loc, timp, culturd, ne intdmpina o harababura totald. De aceea
textul e abstract. Mai ales cuvintele provenite din limbi straine suferd distorsionari de
tot felul. In cazul celor provenite din franceza secretul constd in aceea cd, in vreme ce
Caragiale le revarsa asupra spectatorului cu larghete, vandalizindu-le in acelasi timp -
pentru ci, nu-i asa, romana si franceza nu numai ca sunt inrudite, dar franceza a fost
pentru romand ceea ce a reprezentat germana pentru maghiara - in versiunea maghiara
nu poti franfuzi 1n acelasi mod, pentru ca nu ar avea nici un inteles. Dar frantuzismele
lui Parti Nagy sunt atit de Incurcate incét le suspectezi de poetica. ,,Revoar”- se spune
la plecare; ,,pardon boku” si ,,boka” si ,,buké” si ,,bika™'" - se scuza personajele, mereu
in alt fel, pentru ca de doua ori nu au minte sa repete aceeasi formula; rivala in dragoste
este 0 ,,concuransié”, te poti barbieri ,,alacart”, ,,alomars” (termenul pare sa vina de la

? IPISTATUL: ,,Un portabac cu muzici: are doua cantece”™ TRLR (N. trad.)
' PAMPON: , Parfumurile, odicoloanele, pomadurile, liubemurile Didinii” TRLR, Actul I Scena I (N. trad.).
' bika: taur, baka: pifan - in Ib. magh. (N. tr.)
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francezul ,,allons, marchons”); personajele vorbesc cu ,.grandidz” si ,,pompdz” si
,direkt6z” si ,,mongyé”12 si ,,kismadmzel”13 si,,mezeilonc” si ,,sertés lafa 14

Cat priveste cuvintele striine strivite pur si simplu: economision, carten',
vizaviziceste, vitavarsa, intervalam, corpus delicvenci, vitrioald, butilca, hipdozélé,
tartarica'’, gardedam'®- ele sunt de-a dreptul de nesuportat.

Una din géselnitele lui Parti Nagy o reprezintd constructiile impersonale,
cu care reuseste s converteascd umorul romanesc intraductibil, de exemplu asa:
,Barba are si fie, sau tuns are si fie?” intreaba calfa Iordache'’; sau ,, prin tragere
afara a iesit din circulatie™®®) sau ,,sunt priceput de dumneata?” (,,ma-ntelegi?”).
Sau onctuosul: ,,n-am crezut ca aveti sa zburdati de dragul Sefului”.

Iar pe urma, sélbatecii amanti 1si arunca unul altuia 1n fata niste incredibile
creaturi lingvistice: sarpe schiop, talhar borat, gdinar veros, toparlan salbatic,
ramator de porc chior, bou turbat, taranoi din topor, maimuta stafidita, gainar had,
lacheu veros, gisca curva, curvd spartd, gilbeaza de lac, carnat ucigas, bampir
schiop, tomberon gaurit, etc.

Tezaurul de cuvinte cu conotatie sexuala sau amoroasa al melodramei si operetei
reprezinta patria lui Parti Nagy, desi nici Caragiale nu e ageamiu cénd e vorba sa traga cu
sagetile lingvistice ale unui Cupidon frantuzit. La Parti Nagy se iubeste din toti nervii, se
adord pina si calcatura concubinei, barbatii 1si sacrifica pe altarul lui Venus cariera de tist
de jandarmi, 1n speranta ci ,,s-o linisti dimineata turturica mea la vederea purcoiului de
bani, o si-mi gangureasca sus jos, pe cearsaf, dacd ma-ntelegeti”'. Alte personaje se
mulfumesc sa cante pe corzile sensibile ale inimii. Turturica mea dulce, magarusul meu
de veveritoi, se adreseaza unul altuia. Pe frizer il cheamd Smoncili®’, in romaneste
Bibicul. Versiunea maghiara e purd nascocire. Mai ales ca Smoncili 1§i numeste amantele
in fel si chip, in vreme ce Bibicul e de regula statornic in apelative. De unde si caracterul
mai Impaciuitor pentru Smonci, pe cdnd Bibicul se poartd mai aspru cu fetele ploiestence.
Iar scrisoarea de amor suni astfel: ,Moncili, Smoncili, mane, adecd miercuri, Batrana
Sandrama calitoreste la Ploiesti. Asa plictis pe mine, orfana fiind.>> N-ai veni sa-mi stingi
vulcanelul meu fierbinte? Hai, s ne dam in barci, mon ami belfer...”**

12 Transcrierea fonetica maghiara pentru Mon Dieu — (N. trad.)

13 Micutd madmoazela (N. tr.)

14 De la cherchez la femme, dar ,,sertés” semnifica in maghiara si ,,porc” (N. trad.)

15 Pentru carton (N. trad.)

'S Pentru hipnoza (N. trad.)

17 Pentru turturica (N. trad.)

'8 Corespunzand caragialianului grandirop (N. trad.)

' JORDACHE: Da, poftiti...Barba? parul?- Actul I, Scena I- TRLR (N. trad.)

20 ,pe astea le-am tras din circulatie” - idem

2! Diic fnseamnd si cearsaf si creangd. A se compara cu PAMPON: ,(...) cand o vedea miine c-am castigat
trei poli, 1i trece.” Actul I Scena V- TRLR (N. trad.).

22 Fonetic: Smontili (N. trad.)

2 Structura propozitiei trimite la enigmatica enuntare cu mai multe sensuri din piesa romantic a lui Katona
Jozsef ,,Bank ban”.

¥ MITA: , Bibicule, Mangafaua pleacd méine miercuri la Ploesti, remai singurd si ambetat; sunt foarte rau
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Textul lui Parti Nagy nu e un urias cu picioare de lut. Citeazd din belsug
din literatura, din literatura clasicd maghiard, cunoscutd de toatd lumea, din viata
lumeascd, din bancuri, din operetd, din ce vrem noi. Evident, Tnainte de asta,
suceste gitul citatului, parodiindu-l incat putem gési asemenea enunturi: ,,Nu-i pe
lume fiintd mai paguboasa ca mine”? , ,,fndur, cit pot indura”26, ,,Pentru ca va veni,
de va trebui sa vina”*’, ,,Un cuvant de-al lui Pampon e greu ca bolovanul”zg, ,,De
nu cumva nu-i asa, mi rog frumos””, ,Ca si uit focul cel mistuitor, ce pe
dinlauntru, nu-i asa, ma doare™”, ”Pana si viata mi-e fara bérbé‘;ie”“.

Si toate astea impreund, intr-o singura propozitie: toate elementele de limba,
stil, intorsaturi ale frazei, xenisme, toate toate bine framantate si aruncate intr-un
spatiu-timp izolat, nesfarsit, expurgat de orice urma de concret. Asistim la defilarea
epocilor, ca 1n fraza: ,,am o mica intreprindere in biznisul de textile, bazariceste”, ,,beau
paharul serviciului pina la capat”, ,,ii sparg mutra corcitd, iar singele stricat i-1 Imprastii
din creieri”, ,,Asta cere explicatie! Asta cere sange! li rup mecla.”. Didina e modista si
buticara, pe cand lordache pranzeste la buticul de carnati.

Si mai sunt, desigur, intorsaturile ce nu rezistd pe scend: ,preainaltata
asteptare” cuprinde doua cuvinte excesiv de lungi, ,,ti-a reusit sa imilinezi*, ,,mon ami

incape”33 sau ,,Forradal Mari”** abia pot fi rostite. Restul sunt jocuri de artificii.

»Acuma plec, dar in curdnd dimpotriva”- ameninta lordache, vorbaretul
personaj al lui Parti Nagy. Asa cum scrierile lui Caragiale au intrat In romana
cotidiand, la fel si traducerile si scrierile originale ale lui Parti Nagy au sanse mari
s-o faci in maghiara. Cine citeste aceastd traducere ori ,,Ingerul trupului” sau orice
altceva, invatd deja sda vorbeasca limba partinagyand (desi, in realitate, nu prea).

Pentru ca ceea ce ni se ofera aici este teatralitatea limbii. Restul e revoar.

(articol aparut in revista Szinhaz, august, 2005)
In romaneste de Horatiu Damian

Andrea Tompa PhD (1971) is a Hungarian theatre critic and researcher. She

works for the Hungarian Theatre Museum and Institute, and is the editor of the theatre
monthly SZINHAZ. Her field of research is Hungarian and European theatre and drama,
drama translation theory and practice, and Russian theatre history and literature.

bolnava: vino negresit, am pofta sa-i tragem un chef...A ta adorantd Mita” - TRLR (N. Trad.).
% Trimitere la piesa lui Katona Jozsef ,,Bank ban”.
26 Trimitere la poemul lui Vérosmarty Mihaly ,,A vén cigany” (Bantrinul tigan).
27 Trimitere la poemul lui Vérésmarty Mihaly ,,Szézat”.
28 Trimitere la poemul lui Arany Janos ,,Toldi”.
% Trimitere la un vechi banc.
30 Trimitere la poemul lui Csokonai Vitéz Mihaly ,, Tartézkodo kérelem”.
3! Trimitere la poemul lui Csokonai Vitéz Mihaly ,,A Reményhez”.
32 De la a elimina, elimini, eliminezi, cuvint striin cu un prefix maghiar (N. trad.)
33 fn sensul: tot ce incape.
3% Textual, Maria Revolutii, dar si revolutionar(a)- forradalméri- ( N. trad.)
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TEORIILE ESTETICE SI LINGVISTICE ALE COMICULUI
(INCERCARE DE SINTEZA)

NADIA PACURARI

ABSTRACT. This article, entitled The Aesthetic and the Linguistic Theories of the Comic (A
Synthetic Approach), aims to present the main theories of the comic and of the comic of
language, elaborated from antiquity until contemporaneity. These theories are mainly aesthetic
and linguistic, but they also contain elements of psychology, anthropology, philosophy. A main
feature of the comic is the contrast, fact revealed by the intellectualist theories (Kant, Hegel,
Schopenhauer); in the conception of Th. Ribot, these theories are opposed to the moral ones
(asserting that laughter is associated with a feeling of superiority — Aristotel, Hobbes). This
contrast can be established between essence and appearance, between mechanical and living
(Henri Bergson), between purpose and means (Georg Wilhelm Friedrich Hegel), etc. As far as
the linguistic theories are concerned, the article refers to theoreticians like Henri Bergson,
Sigmund Freud, Lucie Olbrechts-Tyteca.

0. Comicul, in general, si comicul de limbaj, in special, sunt categorii
aflate la confluenta mai multor domenii de cercetare: estetica, lingvistica (fonetica,
semanticd, morfologie, sintaxa, istoria limbii, istoria limbii literare, stilisticd),
istorie literard, critica literara etc.

1. Comicul 1n estetica universald. Discutdm in cele ce urmeaza principalele
teorii estetice ale comicului. Nu avem pretentia exhaustivitatii, datoritd vastitatii
domeniului si a spatiului restrins pe care il avem la dispozitie. in general, prezentarea
noastrd va urma o linie cronologica.

Parcursul debuteaza cu antichitatea greaca, reprezentata de Platon si de
Aristotel. Platon se ocupa de problema comicului in dialogul Philebos (sau Despre
placere; dialog etic); In conversatia sa cu Protarchos, Socrate afirma ideea cd in
dispozitia sufletului nostru in cazul spectacolului comic existd un amestec de suferinta
si placere. Tot prin intermediul lui Socrate, Platon mai precizeaza ca ridicolul este legat
de un defect a carui naturd include necunoasterea de sine. Omul sufera aceasta
necunoastere de sine in raport cu trei aspecte: in raport cu banii (considerandu-se a fi
mai bogat decat 1i sunt mijloacele), fata de calitdtile fizice (inchipuindu-se mai frumos
si mai puternic), in raport cu sufletul, (vizandu-se mai vrednic). In dialog, mai apare
distinctia intre ridicoli — cei slabi, care nu au capacitatea de a se rdzbuna cand sunt luati
in ras, si odiosi — cei cu forta vindicativa, care inspird teama.

Aristotel precizeaza ca Homer a fost cel dintéi care a facut sa se intrevada
aspectul viitor al comediei, turnand in forme dramatice comicul si ca deprinderea
de a compune subiecte comice vine de la Epiharm si Formis. In lucrarea sa Poetica
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(1998: 70), Aristotel da definitia comediei ca ,,fiind imitatia unor oameni neciopliti;
nu 1nsd o imitatie a totalitatii aspectelor oferite de o naturd inferioard, ci a celor ce
fac din ridicol o parte a uratului. Ridicolul se poate dar defini ca un cusur si o
urdtime de un anumit fel, ce n-aduce durere, nici vdtdmare: asa cum masca
actorilor comici e urata si frimantatd, dar nu pana la suferinta”.

Théodule-Armand Ribot (1930) clasificd teoriile comicului in teorii
morale, care pun la temelia rasului un sentiment de superioritate, §i teorii
intelectualiste, care considerd cd rasul decurge din sesizarea unei contradictii.
Aristotel face parte din prima categorie, pe care o va completa mai tarziu Hobbes.

Conceptia lui Kant se incadreazi la teoriile intelectualiste, acesta fiind de
parere ca rasul este un afect izvorat din brusca prefacere a unei asteptari incordate in
nimic §i ca obtinem efecte de comic de cate ori o pretentie sau o iluzie de pretentie, de
la care asteptim o realizare, se degradeazi brusc intr-o nulitate, in nimic. Kant a
semnalat rolul elementului surpriza in declansarea rasului. Totusi, problema comicului
nu a intrat in atentia lui Kant in mod special, deoarece el il situa pe un plan secundar:
cel ce provoacd intentionat acele contraste care stdrnesc rasul practicd o manierd ce
»apartine mai mult artei agreabile decét artei frumoase, intrucat obiectul ultimei trebuie
sa fie caracterizat Intotdeauna de o anumitd demnitate si deci de o anumita seriozitate a
intruchipérii, precum si a gustului in apreciere” (Kant 1981: 230).

Hegel, in Despre arta si poezie (1979), dupa ce vorbeste despre arhitectura,
sculpturd, picturd si muzicd, prezintd poezia, cu manifestarile ei: epicd, liricd si
dramatica. Capitolul intitulat Poezia dramaticd (continind doud subcapitole), explica
faptul ca, spre deosebire de tragedie, in care iese in evidentd substantialul etern, in
comedie subiectivitatea este cea care joacd rolul principal. Hegel precizeaza ca avem
comic in trei situatii: a) cand urmeaza sa fie realizate scopuri meschine cu o aparentd de
mare seriozitate seriozitate, recurgand la vaste preparative, b) atunci cand, ficand pe
grozavii, indivizii urmaresc realizarea unor scopuri substantiale, dar pentru atingerea
acestor teluri ei sunt instrumente absolut contrare si ¢) in cazul Intrebuintérii
intdmplarilor exterioare neprevazute, a caror complicare da nastere la situatii in care
sunt puse 1n contrast comic scopurile si infaptuirea lor.

Intrucat comicul se bazeazi pe contrastul dintre scopuri in ele insele,
precum si dintre continutul lor, pe de o parte, si caracterul accidental al
subiectivitatii si al Imprejurarilor exterioare, pe de altd parte, esteticianul aratd ca
actiunea comica are nevoie de un deznodidmant; anume, in actiunea comica,
contradictia dintre ceea ce e adevirat in sine si pentru sine si realitatea individuala
se prezinta si mai adancitd. Ceea ce provoaca rasul in comediile veritabile std in
rasturnarea nemijlocitd a unui scop, lipsit in sine de importantd, in contrarul lui.
Hegel considerad cd trebuie sd distingem dacd persoanele sunt comice pentru ele
insesi (caz in care avem de-a face cu un comic veritabil, ca la Aristofan) sau sunt
comice numai pentru spectator.

Arthur Schopenhauer, in Studii de estetica (1974), isi expune teoria despre
ridicol care se Intemeiazd pe contrastul intre reprezentarile intuitive si cele
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abstracte. Ridicolul izvoraste din subsumarea paradoxald, neasteptatd a obiectului
fatd de un concept eterogen. Schopenhauer este de conceptie kantiand; comicul, in
acceptiunea sa, este incongruenta brusc aparutd intre ceea ce asteptam si ceea ce
survine, iar efectul este terminarea in nimic.

Theodor Lipps (1987: 300) crede ca ,,obiectul comic se poartd ca ceva
mare si apoi apare ca ceva mic sau ca o relativa nulitate”. In comic se succed trei
momente: uluirea, In cadrul careia puterea de cuprindere este solicitatd excesiv de
elementul comic; lamurirea, cand el apare ca nul, deci nu mai poate solicita puterea
de cuprindere si al treilea stadiu, in care atentia se Intoarce de la ceea ce ar satisface
si, totusi nu satisface, spre ceea ce a suscitat aceasta asteptare.

Pentru Benedetto Croce (Estetica, 1970), concepte precum ,tragic”, ,,comic”,
Hridicol”, tragicomic”, ,umoristic” si altele, considerate ca apartinand esteticii
simpaticului, sunt respinse hotdrat din teoria sa. Referitor la faptul ca una dintre
definitiile date comicului ar fi ,,neplacerea ldsata de perceptia unei ciuddtenii si urmata
imediat de o mai mare placere, aceasta derivand din relaxarea fortelor noastre psihice
care erau incordate in asteptarea a ceva ce se prevedea important” (Croce 1970: 160),
esteticianul precizeaza ci, daca aceasta definitie este luata prea 1n serios, se intampla ce
a spus Jean Paul Richter despre definitiile comicului in general — c& ,,singurul lor merit
este ca reusesc sa fie ele insele comice si produc in realitate faptul pe care zadarnic
incearca sa-1 fixeze logic, facandu-l astfel sa fie cunoscut oarecum prin insasi prezenta
lui”. Benedetto Croce crede cd aceste concepte enumerate mai sus, printre care §i
comicul, nu au cu arta altd legaturd decdt una genericd, si anume ca ele toate pot
furniza materie de reprezentare artistica.

Nicolai Hartmann, in partea a treia a lucrarii Estetica (1974), Valori si genuri
ale frumosului, dedicd o intreagd sectiune comicului. Acesta face distinctia intre
amuzamentul lipsit de inima si cel din inima. Caracterul cu adevarat estetic al placerii
se explicd Tn ambele cazuri prin faptul ca aceasta este obiectiva, fara inteles practic. Ea
nu vizeaza persoana lovita, ci intAmplarea ca atare. Mila si bucuria de raul altuia, care o
pot insoti, nu apartin fenomenului estetic, ci atitudinii etice. Hartmann explica si
diferenta dintre comic si umor. Comicul tine de obiect, e calitatea acestuia, chiar si
daca numai pentru subiect, iar umorul tine de cel care contempld sau de cel care
creeaza (poet, actor). Umorul se referd la modul cum omul vede comicul, cum il
prinde, cum stie sa-1 puna poetic in valoare. Umorul nu trebuie pus alaturi de comic ca
fenomen de acelasi gen si nici nu este subordonat ca o specie comicului. Omul
umoristic nu este comic, nu se rade de el, ci cu el despre altceva'.

! Etimologia cuvantului fumour este discutatd intr-o lucrare din 1960, L’ Aumour, dedicata in totalitate
problematicii care i da numele. Autorul ei este Robert Escarpit, care expune faptul ca termenul are origine
medicala, e legat de teoria celor patru umori: Hippocrate, in antichitate, distingea patru temperamente, fiecare
corespunzand predominantei uneia dintre cele patru umori existente in corpul uman. Ben Jonson este cel care a
transferat termenul din domeniul medical in cel literar (a ficut trecerea de la humeur la humour), prin lucrarea
Every Man out of his Humour, aducand nuanta comica in discutie. Mentionam ca umorul a facut si obiectul
unor conferinte. Este cazul celei tinutd la Amsterdam in ianuarie 1994, avandu-i drept coordonatori pe Jan
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Momentele esentiale ale comicului sunt: absurdul (slabiciunea), aparenta
lucrului important sau grav, autorezolvarea aparentei in nimic si neasteptatul.
Comicul este in creatia poeticd o forma eminentd de expresie a adevarului vietii.
Nimic nu e mai strdin de comic decat conflictul cu adevérul. Hartmann aratd ca
studiul comicului nu este in el insusi ceva comic. Aici, trebuie sd mentiondm ca
acesta se apropie de parerea lui Voltaire, care considera ca aceia care cerceteaza
cauzele metafizice ale rasului nu sunt veseli.

Parintele esteticii receptarii, Hans Robert Jauss, se ocupd de comic in
capitolul al treilea al cirtii Asthetische Erfahrung und literarische Hermeneutik,
1977 (tradusd in limba romédna in 1983: Experientd esteticd si hermeneutica
literard). Transformarea eroului serios in unul comic se realizeaza in douda moduri:
fie prin degradarea unui ideal eroic pana la a se converti in opusul sau, fie din
innobilarea elementului corporal al naturii umane. Eroul este comic in raport cu
orizontul unor asteptdri si In masura in care el neagd acele asteptdri — aceasta e ceea
ce se numeste ,,comic de contrast”. Comparatia este cuprinsd in insusi procesul
receptérii: ,,cine nu stie sau nu afla ceea ce neagd un anumit erou comic, nici nu-1
va gasi, desigur, comic” (Jauss 1983: 300).

In primul subcapitol, sunt evocate teoriile lui Freud (cu ,,mecanismul [sdu]
de producere a placerii comice”: comicul ridiculizirii nu are nici o retinere fatd de
demnitatea sau meritele unei persoane) si ale lui Baudelaire; acesta din urma a opus
lui comique significatif, de tip imitativ, un comique absolu, creativ, avand ca
prototipuri pe Moliére si, respectiv, pe Rabelais. Eroul rabelaisian este cel mai
adecvat pentru a demonstra originea si functia grotescului. Se realizeaza distinctia
intre a rdde de si a rdde alaturi de. Trebuie sd precizdm in acest punct cd si
Hartmann (1974: 462-463) realiza aceastd deosebire intre rasul care implica
solidaritate (,,se rade cu”) si rasul care implicd excluziune (,,se radde de”), in sensul
ca exista un ,,etos al rasului”.

Dupé cum precizeaza Jauss, Baudelaire face asadar distinctia intre:

— comique significatif — comicul de contrast, ce rezultd din ridiculizarea idealului
pana la un nivel ce-i permite contemplatorului o identificare cu eroul (minim de
efort afectiv, crearea distantei) — ras al detasarii, ras de personajul comic si

— comique absolu — comicul grotesc, ce rezultd din promovarea materialitatii,
pana la un nivel care permite anularea distantei dintre contemplator si erou

Bremmer si pe Herman Roodenburg. Tema acesteia a fost umorul, iar lucrérile ei stiintifice au fost reunite in
volumul O istorie culturald a umorului din antichitate pénd in zilele noastre. Participantii au fost din randul
istoricilor, al istoricilor de arta, al istoricilor literari, al clasicistilor, etnologilor si antropologilor. Desi perspectiva
lingvistica nu a fost explorata, cartea merita citata pentru unele informatii de ordin general despre umor. Astfel,
in lucrare se precizeazi ca notiunea de umor este relativ tinard. In acceptiunea moderna, termenul de umor e
atestat in Anglia, in 1862, semnificatia anterioara fiind de dispozitie mentald sau temperament. Lucrarea
lordului Shaftesbury Sensus Communis: an essay on the freedom of wit and humor (1709) a fost una dintre
primele scrieri care foloseste cuvantul in sensul familiar modernilor. Umorul are o varietate de comportamente:
de la apoftegma la spoonerism, de la festa la jocul de cuvinte, de la farsa la bufonerie.
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intr-un consens al rasului ca triumf asupra coercitiilor normative si ca afirmare

a principiului placerii (intensitatea sporitd a efortului afectiv, anularea

distantei) — ras participativ, ras aldturi de personajul comic.

Rasul detasat (de) se aplicd personajului noneroic si personajului comic, iar
rasul participativ (alaturi de) eroului grotesc si umoristic. Eroul comic declanseaza
rasul prin unilateralizarea trasaturilor sale umane, in vreme ce eroul umoristic
declangeaza rasul prin afirmarea principiului placerii.

Alteori, comicul este privit ca o transfigurare a uratului — cazul lui Karl
Rosenkranz — care, in cartea O esteticd a urdtului intre frumos si comic, vorbeste
despre variatele posibilitati de convertire a uratului in comic. Caricatura Tmpinge
caracteristicul dincolo de limitele sale si obtine astfel o nepotrivire prin care,
amintind de opusul ei ideal, devine comica. Slabiciunea se converteste in comic
atunci cand, apreciindu-se eronat, se infatiseazd ca putere. Totusi acest contrast
devine ridicol numai cand continutul sldbiciunii nu lezeaza prea tare imperativele
virtutii. De aceea, crede Rosenkranz (1984: 184), ,.cele mai adecvate prelucrari
comice ramén slabiciunile de naturd intelectuald, slabiciuni inofensive, dependente
mai ales de Tmprejurari sau cauze naturale”. Pentru comedie, intdmplatorul
reprezintd parghia principald, pentru cd numai el e in stare sa parodieze, prin lipsa
de méasurd subiectiva, uratenia intamplarii nefaste.

Caricatura dizolva ceea ce este dezgustator in ridicol prin aceea cid poate
asimila toate formele uratului, dar si ale frumosului. Karl Rosenkranz (1984: 362)
precizeaza ca ,uratenia si diformitatea pot deveni, in formarea lor caricaturald,
frumoase, patrunse de o nemuritoare seninatate este posibil exclusiv datoritd
umorului, care le plaseaza, prin exagerare, in sfera fantasticului”.

In Note si contranote, Eugéne Ionesco (1992: 136) mirturiseste ci in piesele
sale comicul e doar ,,0 etapd a constructiei dramatice si chiar un mijloc de a construi
piesa”, e o unealta pentru a realiza un contrapunct cu drama. Daca atunci cand autorii
vechi utilizau comicul alaturi de tragic, in cele din urma personajele nu erau caraghioase,
ci tragicul era cel care invingea, la Eugéne Ionesco, personajele pleaca de la comic, sunt
tragice la un moment dat si sfarsesc In comic sau tragicomic. lonesco 1i continud in
conceptie pe antici cand spune cd personajul trebuie sa fie deopotriva comic si emotionant,
in egald masurd dureros si ridicol. Si pentru sfera spirituala in care se desfasura teatrul
grecesc, deosebirea dintre seriozitate si ne-seriozitate se excludea. Adevaratul poet,
spune Socrate in operele lui Platon Banchetul si Philebos, trebuie sa fie 1n acelasi timp
tragic si comic, intreaga viatd omeneasca trebuie privitd in acelasi timp ca tragedie si
comedie. Putem face aici o asociere cu V. Jankélévitch (1994: 125), care considera, de
asemenea, ca ironia contine $i comic §i tragic: ea ,,nu e neutrum, ci utrumque: nu e
neutra, ci literalmente tragi-comica”. Speciile numite sunt farsa tragica si tragedia bufa.

In ceea ce priveste umorul, Eugéne Ionesco e de parere ca acesta inseamni
libertate si ca e necesar. Umorul este unica posibilitate de a ne detasa (numai dupa
ce am depdsit-o, asimilat-o, cunoscut-o) de conditia noastra comico-tragica, de raul
existentei. Singura demistificare adevarata este cea produsd de umor.
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Relatia comicului cu jocul este prezentatd de Johan Huizinga in cartea Homo
ludens. Si comicul, si jocul intrd in sfera ne-seriozititii, se afld intr-o anumita legatura
cu rasul. Teoreticianul crede ca farsa si comedia sunt numite genuri comice nu pentru
actiunea lor scenica in sine, ci datoritd continutului lor de idei.

Teatrul, datoritd calitdtii lui remanente de a fi actiune, 131 mai pastreaza
stransa corelatie cu jocul. Realitatea ca atat tragedia, cat si comedia se trag din joc
este vizibild. Comedia antica a incoltit din exuberantul komos al sarbatorii
dionisiace, abia mai tarziu devenind practica literara constienta. Dar si atunci, cum
e cazul lui Aristofan, prezintd urme ale trecutului sdu dionisiac sacral. Viespile,
Pasarile si Broastele omagiaza o traditie sacrd a imaginatiei: forma animala.

Conceptia lui Vladimir Jankélévitch privitoare la comic, apare in lucrarea
Ironia, unde sustine ca arta, comicul si ironia devin posibile acolo unde situatiile de
urgenta vitala se destind. ,,Ironia, explicd Jankélévitch (1994: 63), nu exprima ceea
ce nu gandeste, cum face orice alegorie, ci exprimd contrariul a ceea ce gandeste,
incat ea devine antegorie”. Porneste de la o extremd si ajunge la extrema opusa
acesteia, adicd ab contrario ad contrarium. Ironia care in final devine serioasa este
ceea ce se numeste umor; acesta are o nuantd de amabilitate si afectuoasa bonomie,
existd doar Tn preajma simpatiei, e un suras al ratiunii. Comicul duce la ruind numai
toanele si maniile, capriciile specifice si maximele contrafacute, deoarece ridicolii
sunt cei care ne fac sd radem.

Postfata la traducerea in limba roména a acestei cérti este realizatd de V.
Fanache. Acesta face cateva precizdri asupra ironiei la Socrate, definita ca ,,un joc
al verbului cu dublu inteles, in care se formuleazd contrariul la ceea ce se
intentioneaza” (Jankélévitch 1994: 169). Dificultatea pe care o semnaleazd V.
Fanache ar consta 1n perceperea acestei intentii, totdeauna fluctuantd si
polisemantica; ,,contrazicand textul, sensul subtextual sugereaza, pentru a fi scos la
lumind, nu o simpld inversare a enuntului, ci activizarea ratiunii in vederea
descoperirii unui posibil Inteles adevarat” (Jankélévitch 1994: 169).

2. Comicul in estetica romaneasca. In ceea ce priveste consideratiile roméanesti
asupra comicului, mentiondm conceptia lui I. L. Caragiale, care considera ca sursa
ridicolului poate fi detectatd in contrastul dintre pretentie si realitate: ,,Ridicul e acela
care n-are talent si nu vrea sa stie ca nu-l are si, vrand in ruptul capului si dea dovezi
pozitive ca-1 are, da una peste alta dovezi ca nu-l are” (Caragiale 1965: 381).

Interesul cercetdtorilor roméni pentru categoria estetici a comicului s-a
manifestat inca de la inceputul secolului XX. Astfel, Dim. Apostoliu, desi avocat de
profesie, incearca n 1915 sa raspunda la intrebarea ,,De ce radem?”, intreprinzand un
studiu psiho-fiziologic asupra genezei si caracterului unui sentiment specific omenesc,
cel al rasului (Geneza rasului (Studiu de Psycho-Fiziologie)). Autorul exagereaza cu
criticile la adresa diversilor teoreticieni ai comicului: Philbert, Schopenhauer (crede ca
rasul are originea doar in rationament, dar Apostoliu nu e de acord cu aceastd
restrictie), Darwin, H. Spencer, Al. Bain Hecker etc.; in plus, nu isi sustine parerea, nu
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aduce argumente pentru obiectiile ficute. In alta ordine de idei, identifica tot diverse
tipuri de confuzii care trebuie evitate, dupa parerea sa: intre ras si frumos, intre ras si
suras, intre rasul organic si sentimentul rasului (rasul ca sentiment e o revolutie psihica
si stie sd se tempereze, poate sd nu se manifeste in afard cu zguduituri organice, asa
cum face Intotdeauna rasul organic).

Comicul este ridicolul creat de conceptia dramaturgului dupd imitarea
ridicolului din viata comuna. Este un precipitat al ratiunii cu destinatia de a fi biciuitor
de moravuri. Concluziile trase de Dim. Apostoliu (1915: 37) sunt urmatoarele: ,,rasul
este ecoul unui contrast judecat si simtit”, ,,absurdul aparent unit cu banalul real sunt
motive de ras”, caracteristicile rasului sunt inteligenta, sensibilitatea si moralitatea,
»rasul e un proces al mintii si un stimulent al sufletului”, in viata, el e ,,un mijloc de
adaptare si de conservare”.

Clitus Constantinescu (1938: 8) se ocupa de acest aga-numit ,,fenomen comic,
pur, ca faza de sine statitoare a iluziei adevarului”, in lucrarea Teoria fenomenului comic.
Autorul descrie cauzele si scopul, de natura psihologica, ce stau la baza acestui fenomen,
incadrat intr-o scard a valorilor de ordin psihic, dupa distanta pe care o are fata de
tendinta spiritului de a dori sd cunoasca si dupa rolul pe care il joacd, ca fenomen
intelectual superior, in diferite activitati psihice superioare. Constantinescu (1938: 37)
face distinctia intre ,,rasul pur si simplu, rasul vesel, sanatos™ si ,rdsul provocat de
fenomenul intelectual comic, care alcituieste adevarata noastra preocupare”. Comicul nu
cuprinde elemente morale, este amoral, spre deosebire de rasul sardonic, care ¢ imoral.

Autorul ofera si informatii ce tin de anatomie: centrii nervosi ai rasului se
afla in straturile optice (dupd Bechterew) si in regiunile opto-striate (dupa
Constantini). Sunetele rasului sunt produse de vibratiile corzilor vocale datorate
aerului expirat. De asemenea, aratd cd rasul poate fi de mai multe feluri, pe langa
cel comic (stricto sensu): rasul provocat de exhilaranti (sampanie etc.), cel asociat
unei stari anormale (encefalitd etc.), cel provocat de gadilituri etc.

In prezentarea teoriilor comicului, si C. Constantinescu merge pe distinctia
teorii morale si teorii intelectualiste (asemenea Iui Th. Ribot). Dupa ce prezinta
teoria bergsoniana asupra comicului, teoreticianul face critica acesteia, considerand
pe baza ei ca o legdturd Intre metafizica si teoria rasului nu reuseste intru totul. C.
Constantinescu (1938: 95) crede cd Bergson ar fi putut sd scoatd, cu succes,
»conditiile de fabricare ale comicului” de la cealaltd manifestare a cunoasterii,
anume existenta si tendinta specifica inteligentei. Pe langa numeroasele aprecieri la
adresa lui Freud, teoreticianul face si reprosuri teoriei acestuia, in sensul ca ar avea
puncte de plecare gresite, exagerari, deductii duse la absurd si chiar la ridicol.

C. Constantinescu (1938: 129) observa ci atunci cand se constatd ca ,,un
fenomen particular oarecare nu poate rasturna conceptia” — ,,dorintd generald”, ci
el, faptul, ,,rdmane o deviatie nereusita, fatd de concept”, se produce comicul. Cand
nu exista o suprapunere intre conceptul tip si fenomenul real, din cauza unei abateri
incidentale, vorbim despre comic; acesta este elementul psihic care rezultd din
tendinta schemei conceptuale de a se realiza in fapt concret.
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Se observa la acesti primi teoreticieni romani ai comicului, Dim. Apostoliu si
Clitus Constantinescu, tendinta de a aduce obiectii, In mare parte nejustificate, teoriilor
universale ale comicului. Lucrérile lor sunt niste ncercari naive de combatere a marilor
teoreticieni, combatere declaratd, dar nu argumentatd. Ambii isi propun abordari
psihologice, dar, in mod inconsecvent, ajung sd comenteze teorii estetice sau
antropologice, in plus, ficand critici fara sustinere stiintifica (in special Dim. Apostoliu).

Pentru Tudor Vianu (1968: 369), ,,comicul este totdeauna o imposturd
demascatd si facutd, odatd cu aceasta, neprimejdioasd”. Esteticianul considerd ca
Lumoristicul” este si el o demascare, dar una care ajunge sa descopere o valoare inaltd
sub aparentele umile sau stingace care o ascund. Radem in ambele cazuri, dar, in
primul caz pentru a pedepsi, iar, in cel de-al doilea, pentru a rascumpara. Rasul este
semnul unei satisfactii, la care participa intreaga noastrd fiinté, dar care nu s-ar produce
dacé n-am raspunde cu ea realitdtii lucrurilor si nu inchipuirii poetilor. Réasul poetilor e
intemeiat pe rasul tuturor oamenilor, crede acelasi teoretician.

Dupa Mihai Ralea (1972: 224), comicul presupune ,,0 inversiune a
valorificarii prin reducerea unui lucru mare la ceva mic, bagatelizarea a ceea ce
este serios si grav”. Se impune o delimitare intre ras si comic, crede Ralea, intrucat
rasul nu este decat un fenomen fiziologic, este reactia unei persoane intr-o anumita
situatie. Existd ras fard comic si comic fara ras. Exista un ras pur fiziologic, de
exemplu, acela provocat de gadilare. Dar raddem, de asemenea, si la primirea unei
vesti bune. Existd insd si un comic serios, in care avem un ras interior; ludm
cunostintd de comic fara sa radem.

3. Comicul de limbaj. Dupa cum vom vedea, cercetarea comicului de
limbaj a fost realizatd de un numar considerabil mai mic de specialisti decat cea a
comicului in general. Putine sunt lucrérile care se dedicd in totalitate acestei
problematici, majoritatea aborddnd-o numai tangential.

Palierul comicului de limbaj, unul dintre cele patru paliere ale comicului (alaturi
de cel de situatie, de moravuri si de caracter), este cel care ne intereseazi in mod direct in
cercetarea noastrd. De cele mai multe ori, interesul esteticienilor se indreaptd spre
problema mai cuprinzatoare a comicului, in general, comicul de limbaj fiind tratat doar
subordonat, ca specie. Lingvistul, insd, reconsidera importanta acestuia, atit in ceea ce il
priveste izolat, cét si in Intrepatrunderea sa cu celelalte tipuri de comic.

Sublinierea existentei comicului de limbaj si a pertinentei tratarii sale ca o
categorie aparte se datoreazd Iui Henri Bergson (1900), care realizeazd
binecunoscuta clasificare a comicului in: comicul actiunilor, al situatiilor, de limbaj
si de caracter. Acesta face si distinctia intre comicul pe care limbajul il exprima si
comicul pe care limbajul il creeazd (1992: 79). Al doilea tip este dat de structura
frazei si de alegerea cuvintelor si subliniazd jocurile de limbaj; el este intraductibil.

In lucrarea Marin Sorescu si deconstructivismul, aparuta in 1995, la editura
Scrisul roméanesc, Maria-Ana Tupan trece 1n revistd conceptia lui Jonathan Culler legata
de comicul pe care limbajul 1l creeazd, anume cd acesta se incadreazd limbajului
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constitutiv. Pentru tipul de scriiturd contemporand, teoreticianul face distinctia intre
limbajul constituit si limbajul constitutiv. Primul priveste, ca axiomatic, caracterul intern
al limbajului, folosindu-1 intr-un mod referential si inconstient pentru a vorbi despre
lume, iar cel de-al doilea, asociat cu literatura, dezvaluie ceva despre limbajul insusi si
sensibilizeaza posibilele forme pe care le pot lua relatiile din lumea inconjuratoare.

Sigmund Freud, in cartea Der Witz und Seine Bezienhungen zum
Unbewuliten, 1905 (Cuvantul de spirit si relatiile sale cu inconstientul, 2002, editia
romaneascd), aratd cad tehnicile cuvantului de spirit coincid cu cele ale elaborarii
visului. Freud discuta ceea ce numim comic de limbaj dintr-o perspectiva psihologica,
dar vizand si dimensiunea esteticad. Caracteristicile comune ale visului si ale cuvantului
de spirit sunt, dupa parerea sa: concizia (rezultatul interventiei condensarii —
reprezentarea printr-o singurd imagine a mai multor lanturi asociative), deplasarea,
reprezentarea prin contrariu si utilizarea nonsensului.

In legatura cu deplasarea, in vis este vorba despre faptul ci tot ce e
periferic in continutul latent al visului devine central in continutul manifest, iar
acolo unde un cuvént de spirit apeleazd la deplasare, formele ei sunt simple,
transparente, miscandu-se in limitele circumscrise de cerinta comunicabilitatii.

Pentru Freud, visul este cel mai bun mijloc de cunoastere a inconstientului,
iar analogia dintre tehnici aratd ca si cuvantul de spirit se afla in relatie cu
inconstientul. Formarea cuvantului de spirit are urmétorul traiect: o idee
preconstientd este incredintatd pentru un moment unui tratament inconstient, iar
rezultatul acestui tratament este imediat recuperat de perceptia constienta.

Freud analizeaza cuvantul ,,familionar”, din structura ,m-a tratat intr-un
mod de-a dreptul familionar” (apartinand lui Heine), care inseamna ,,m-a tratat intr-
un mod de-a dreptul familiar, atat cat este in stare un milionar”. Analistul remarca
faptul ca nu in idee sta caracterul familiar al expresiei, ¢i in forma, in modul de
exprimare, care suportd o scurtare considerabild. Cuvantul nou alcatuit se
suprapune in partea sa de inceput cu ,,familiar” din prima propozitie, iar in silabele
finale cu ,,milionar” din cea de-a doua propozitie.

Dupa cum mentionam mai sus, Henri Bergson vorbeste despre comicul de limbaj
in lucrarea Le rire, 1900 (Teoria rasului, 1992, editia roméaneascd), dand o explicatie
antropologica. Acesta imparte pentru prima datd comicul in mai multe categorii: comicul
formelor si al miscérilor, al situatiilor si al cuvintelor si comicul de caracter.

Formula consacratd a lui Bergson (1992: 43), privitoare la comic, este ,,du
mécanique plaqué sur du vivant” (,,mecanica placata asupra viului”). Urma ireductibila
a viului este ,,gratia”, adica acea imaterialitate proprie sufletului ce trece in materie; iar
contrariul ei este o anumitd intepenire sau mecanicd a corpului si a spiritului, adica
exact ceea ce naste comicul. Ca si Freud, Bergson vorbeste despre vis, dar cu alte
nuante. Acesta precizeazd ca existd o stare normald a spiritului care imitd foarte bine
nebunia, in care gasim aceeasi logica singulara ca si in ideea fixa — este vorba de starea
de vis. Teorema lui Bergson (1992: 125) este cd ,,absurditatea comica este de aceeasi
natura ca si absurditatea viselor”.
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Henri Bergson (1992: 82) considerd ca orice vorbd de duh se poate analiza
dupd urmatoarea formuld farmaceutica: ,,luati cuvantul, ingrosati-l mai intai pana la
dimensiunile unei scene jucate, cautati apoi categoria comica de care aceastd scena
ar putea sa apartind”.

Comicul limbajului trebuie sd corespundd comicului actiunilor si situatiilor, e
o proiectic asupra planului cuvintelor. Astfel, procedeele comicului actiunilor si
situatiilor (repetitia, inversiunea, interferenta seriilor) se aplica si alegerii cuvintelor si
constructiei frazelor. Bergson trateaza pe rand aceste procedee:

1. Rigiditatea se manifesta in limbaj, prin formulele gata facute si prin frazele
stereotipe; ca reguld avem: ,,vom obtine intotdeauna o replicad garantat
comicd, inserdnd o idee absurdd intr-un tipar de frazd consacrat” (Bergson
1992: 84) (,,Aceastd sabie este cea mai frumoasa zi din viata mea”, ,,Nu-mi
place sd muncesc intre mese” sunt fraze care ne insala urechea si ne lasa
impresia uneia dintre acele fraze pe care le acceptam masinal).

2. Cuvintele au un sens fizic (propriu) si unul moral (figurat). Regula data
este: ,,obtinem un efect comic ori de cate ori ne prefacem ca intelegem o
expresie la propriu, atunci cand ea este folositd in sens figurat. Sau, intr-o
altd formulare — precizeaza teoreticianul — de indatd ce atentia noastra se
concentreazd asupra materialitatii unei metafore, ideea exprimatd devine
comica” (Bergson 1992: 86) (,,Toate artele sunt surori” — aici, cuvantul
surori are sens metaforic).

3. Interferenta constd in a da aceleiasi fraze doud semnificatii independente,
care se suprapun (cum este cazul calamburului).

Jocul de cuvinte si metafora sau comparatia instructiva se deosebesc doar
prin nuanta. Jocul de cuvinte trddeaza o distractie momentana a limbajului, e vazut
ca o ratdcire a limbajului. Inversiunea si interferenta sunt jocuri spirituale care
coduc la jocuri de cuvinte. Repetitia este procedeul favorit al comediei clasice.

Regula pe care o impune 1n acest sens Bergson (1992: 90) este: ,,vom
obtine intotdeauna un efect comic transpunand exprimarea naturald a unei idei intr-
un alt ton”. In cazul a doud tonuri extreme, cum sunt solemnul si familiarul, se pot
obtine cele mai Ingrosate efecte prin simpla transpozitie a unuia in celalalt.
Transpunand solemnul in familiar se obtine parodia, iar vorbind despre lucrurile
marunte ca i cum ar fi mari Inseamna a exagera; exagerarea creeaza intotdeauna
comicul, mai ales cand este prelungita si sistematica.

O abordare mai recenta a comicului de limbaj o gasim la Lucie Olbrechts-
Tyteca. Cercetatoarea belgiand aduce o contributie la teoria argumentarii, discutand
comicul limbajului, In lucrarea din 1974, Le comique du discours. Aceasta face
distinctia intre:

— comicul 1n retoricd — prin care obtinem efecte persuasive §i reanimarea
atmosferei obosite; acesta permite oratorului sd se puna 1n valoare si sa isi
devalorizeze adversarul; are un rol serios, se asociaza cu alte procedee
retorice, pe care le imbogéteste;
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— comicul retoricii — este preocupat de conditiile si cadrele argumentarii, de
schemele argumentative; comicul retoricii este comicul discursului, scris

sau vorbit si se referd la limbaj; scopul sau este amuzamentul, serveste la a

convinge asupra bogdtiei spiritului uman.

Autoarea analizeaza procedee precum: compunerea si polivalenta cuvintelor
(unde include: polisemia, omonimia), desfasurarea discursului, erorile in utilizarea
limbajului, derivarile, etimologia, raporturile Intre semnificat si semnificant.

O perspectiva interesantd asupra mijloacelor de realizare a comicului de limbaj
are Karl Rosenkranz, in cartea O estetica a uratului intre frumos si comic, unde isi
expune conceptia ca asemenea oricdrei determindri a uratului, incorectitudinea din
cadrul artelor poate fi lesne convertitd in comic, dacad este provocata de artist in mod
intentionat; incorectitudinea utilizarii limbajului devine astfel un mijloc predilect al
comicului — ceea ce altfel nu ar fi decat urat, devine ridicol. Karl Rosenkranz (1984:
157) considera ca ,,greselile de exprimare, jargonul sau mania de a-ti impéna vorbirea
cu cuvinte straine sunt, din punct de vedere al frumosului, cazuri de incorectitudine.
Folosite 1nsé in mod intentionat, ele vor putea reprezenta in mod deosebit de amuzant
contradictia spiritului cu sine Tnsusi si totodata distantarea sa umoristica”. Esteticianul
discutd initial cazul poeziei, dar aratd ca si literatura dramaticd recurge frecvent la
aceastd forma de ,,incorectitudine”.

La greselile de vorbire, autorul incadreazd balbaiala, dialectul (poate fi
considerat incorect in raport cu o limba literard evoluatd — e utilizat pentru
nuantarea contrastelor la Aristofan, Shakespeare, Moliere); jargonul — limba
compozitd, cu termeni adunati din diverse domenii ale limbii si ajunse din nou la o
anumita unitate. Pedanteria neologica este urata cand anuleaza unitatea estetica, dar
devine comicd atunci cand slujeste evidentierii unei contradictii interne sau cand
incearca ridicol si, iIn mod arbitrar, sa faca din doua limbi o alta, cu totul noua,
independenta, cum s-a intdmplat cu asa-zisul macaronism.

4. In cele mai multe si mai importante sistematizari si teoretizari, comicul
este recunoscut drept o categorie esteticd (exceptie facand doar unele acceptiuni,
cum sunt cele ale lui Croce si Kant). Din cele prezentate mai sus, observam ca
definitiile date acestei categorii sunt variate, intrucat comicul uneori este perceput
ca un contrast, ca o contradictie (Kant, Hegel, Schopenhauer), iar alteori este
asociat sentimentului de superioritate (Aristotel, Hobbes etc.) sau este vazut ca un
fenomen care se desfasoara pe etape (ca n cazul conceptiilor lui Lipps sau Freud).

Ne-am propus sa surprindem teoriile estetice si lingvistice ale comicului,
dar am constatat ca abordarile teoreticienilor impletesc diverse perspective: estetice
(Hegel, Schopenhauer, Hartmann s.a.), antropologice (Bergson), psihologice
(Freud), puse in relatie cu teoria argumentérii (Olbrechts-Tyteca) sau lingvistice
(Bergson, Freud, Olbrechts-Tyteca etc.).

S-a putut observa cd specia comicului de limbaj este tratatd cu mai multa
consistentd la Freud, Bergson si Olbrechts-Tyteca. Henri Bergson a semnalat pentru
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prima datd existenta comicului de limbaj si a ardtat cd poate fi tratat ca o categorie
aparte, cand a realizat clasificarea comicului in comicul actiunilor, al situatiilor, de
limbaj si de caracter; in cadrul comicului de limbaj, teoreticianul a semnalat distinctia
intre comicul pe care limbajul 1l exprima si comicul pe care limbajul 1l creeaza.

De cele mai multe ori, 1n legiturd cu comicul se discutd si problema rasului,
vazutd ca un punct central in definirea acestui fenomen antropologic si estetic. Sub
acest aspect, comicul exprima ambivalenta conditiei umane, intrucat, pe de o parte,
implica solidaritate (,,se rade cu”), iar, pe de alta parte, excluziune (,,se rade de”), idee
subliniata atat de Hans Robert Jauss, cat si de Nicolai Hartmann.

Aceastd cercetare prilejuieste intdlnirea cu numeroase lucrari serioase din
domeniul comicului, fie el privit la modul general, fie in calitate de comic de
limbaj. Pana a ajunge la tratarea strictd a acestuia din urmd, am redat cadrele
generale ale comicului, 1n calitate de categorie estetica. De altfel, de cele mai multe
ori, interesul esteticienilor se indreaptd spre problema mai cuprinzitoare a
comicului, in general, comicul de limbaj fiind tratat doar subordonat, ca specie.
Lingvistul este cel care reconsiderd importanta celui de-al doilea, atét in ceea ce 1l
priveste izolat, cat si in intrepatrunderea sa cu celelalte tipuri de comic.
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THE “SHOULD BE” SOCIAL DRAMA

MARIE-LOUISE SEMEN

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

Noting that theatre is very close to life, Turner (1982, p. 105) sees it as ,,the

form best fitted to comment or *meta-comment’ on conflict”. And the model he
chooses for conflict is the Aristotelian tragedy. According to him, a conflict, in any
given social system, has 4 stages:

the breach: ,,one or more social norms regarded as binding and as
sustaining key relationships between persons or sub-groups in a more or
less bounded community are broken or all too obviously disregarded”. The
condition is that this breach is so critical that once it occurs, ,,no group
member can turn a blind eye to its implications” (1982, p. 106).

the second phase is the crisis: ,,people take sides, supporting either the rule
breaker or the target of his action. Factions, coalitions, cabals are formed, heated
language is exchanged, and actual violence might occur”. (1982, p. 106)
because the community is threatened, those who are responsible of the
community’s continuity try to contain and remedy the crisis. ,,These agents
of redress (...) are often the repository and representatives of legitimacy, of
conformity to established rules, standards, or principles.” (1982, p. 106)

the resolution of the conflict (although Turner states that a drama never ends,
its endings are always grounds for a new social drama) is constituted of ,either
reintegration of the disturbed social group or of the social recognition and
legitimization of irreparable schisms between the contesting parties”.

Turner’s theory, seen also as a paradigm accounting for social change, was at

times criticized. Weber (1995) believed that the model lost its explanatory power,
while Schechner (2006) addressed the issue more consistently. The conclusion by
which he cautions against the use of Turner’s social drama has three premises: (1) the
anthropologist adopted a Western, classical model of the drama; (2) the structure
present in this model is not recognizable anymore in today’s plays; (3) “...the visible
actions of any given social drama are informed, shaped, and guided by aesthetic
principles an performance/rhetorical devices” (Schechner, 2006, p. 76). He prompted
the researchers to leave behind the outdated classic organization of the drama and look
for other forms able to explain contemporary conflicts.
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Our contention is that the ,,social drama” model of conflict has another
weakness: it takes for granted the existence of a public sphere manifesting at least
some democratic relationships. As such, his model does not account for a
communist regime. According to Turner, the social drama should unfold once a
breach occurs, but in a communist regime this doesn’t happen, for several reasons.

Indeed, Turner does not omit the existence of such systems and argues that
they ,,must seek to control crisis of all types not only by force, but also by
reritualization of the third phase of all social dramas, that of redress — hence elaborately
ritualized trials of heretics and renegades, most recently the Gang of Four in China”.
(1982, p. 112). However, his observation is meant to support his theory, while there are
other aspects that make the model almost impossible in a communist context.

The most important is the fact that Turner is taking for granted the existence of
a public sphere — in the sense of a space for debate, where all parties can be heard and
where people can take sides and factions can be formed. In a communist regime, the
public space has very limited functions: to highlight the success of the ideology, while
pointing out the evils of adversaries. There is no room for anybody to step up there for
taking a side when a breach occurs. More exactly, when this breach takes place, there is
just one side one can take: the side of the ideology.

An unofficial report presented by lliesiu (2005) to the current Romanian
President details the multiple actions taken by the communists to destroy the very
public sphere Turner is counting on in developing his theory: the destruction of
multiparty democracy through liquidation of the democratic opposition and the
replacement of democracy with a single party dictatorship; the mockery of justice and
the subjugation of citizens through propaganda; the nationalization of all the means of
production; the liquidation of the free press; the “re-education through
labor”(imprisonment) of the enemies of the state etc. A communist regime lacks all the
indicators of a public sphere: a free press, political parties, institutions that really
regulate the relationship between the government and the governed, a juridical system
that pursues justice. “Under totalitarian rule, justice, like freedom, is not only violated
and limited in its validity, but it is altogether ‘abolished’’” (Buchheim, 1968, p. 45).

Consistent with Turner’s ideas, once a breach occurs, a social drama
should break; however such a development is impossible in a communist regime.
First, in a communist regime anything that disobeys the party imperatives and the
precepts of the ideology is considered to be a breach, since the ideology is the
ultimate binding norm. Confronted with the breach, “the should-be” redressive
agents (leaders of the Communist Party, the police, Securitate) act in two ways.
Either they conceal the breach (by closing as hermetically as possible the channels
that might conduct information about the breach), or they emphasis it in the public
space as a failed attempt to undermine the regime, thus showing, once more, the
power of the regime to defend itself against its enemies.

Second, since the regime is imposed on the citizens, and not appropriately
legitimized, the logical thing to infer is that there should be numerous breaches of
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the ideological norms. However, the breaches are very rare as it takes courage to
confront such a horrifically repressive apparatus.

In addition, the regime takes numerous precautions to prevent breaches: it
interdicts gatherings, it encourages/constraints/repays the citizens “to tell” on one
another, it has a terrifying imprisonment system that highly discourages people to
break the rules, and the freedom of political action is nonexistent.

Let’s say, though, that a breach does occur, and that it somehow reaches
the public space. In keeping with Turner’s model, now it’s the time for people to
take sides and form factions. However, as stated above, there is no public sphere to
allow for a genuine debate. As Korchak (2002) observed in an extensive analysis of
totalistic organizations, in a totalitarian society, “a small group of individuals
acting on behalf of the entire society monopolizes the right to disseminate
information and to control the channels of its propagation” (p. 84). Moreover, the
rhetoric of a communist regime is basically constructing a black and white world:
one can be either with the regime or against the regime. There is no middle path.
Consequently, the breach either concealed or emphasized as an action of the
“enemy of the state”, prompts to a stage of repressive instead of redressive action.

The repressive move cannot either logically or practically be followed by
either a reintegration of the disturbed group or by the recognition of the irreparable
schisms. In a communist regime, disturbed groups or persons are forever cast as
enemies of the social order. As such, most often they are imprisoned so they cannot
further “contaminate” other members of the community.

One interesting aspect is the flight from communism. In the logic of
“either/or” the fact that a person or group of individuals decide to escape the
communist regime represents a treason to the ideology and an association with the
“capitalist foes”. Thus, it qualifies as a breach. However, this form of breach is a
running away that cuts the chances, if existent at all, of a debate. Knowing that the
debate cannot possibly take place, people simply deserted the “should be” space of
debate. Their act was in itself a political statement, but a statement that did not wait
for any reply from those this manifesto was addressed to.
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INTERVIU

LIBERTATEA OFERITA DE DISCIPLINA

INTERVIU REALIZAT CU REGIZORUL ANDREI SERBAN
DE KINGA KELEMEN

Kinga Kelemen: Georges Banu afirmd despre Dvs. in Ultimul sfert de secol teatral
- O panoramd subiectivd cd sunteti un artist in continud cdutare, care nu se
multumeste niciodatd, nu ,,termind”’ niciodatd un spectacol.

Andrei Serban: Asa e pentru cd teatrul e asa, asemandtor vietii, nimic nu e
niciodatd perfect. Cum nici viata nu este perfectd, e In continud schimbare. As
putea sé lucrez la nesfarsit, nimic nu-i gata niciodata, in momentul in care ai gasit
un raspuns, o noud intrebare apare.

KK:  §iasta inseamnd cd un spectacol al Dvs. nu este de fapt niciodatd gata?

AS:  Nu, niciodati. Nu sunt multumit 100% de ceva ce am facut. In clipa in care
as fi multumit, ce as mai face cu mine insumi? E un fel de siretlic de a rdmane
mereu tanar.

KK:  Aveti vreo preferintd in ceea ce priveste dramaturgia universala?

AS: Sunt cunoscut — in America cel putin — ca regizorul care reinventeaza clasicii,
ii intoarce pe dos. Si intr-adevar, acesta a fost interesul meu cel mare in teatru pentru
multi ani. Dar acum simt un fel de curiozitate sau chiar responsabilitate de a pune pe
scend din cand in cand si dramaturgia contemporand. Am montat Sarah Kane, acest
Don Juan modern' sau Rock and roll-ul lui Tom Stoppard. Dramaturgia contemporani
nu e asa de buna ca cea clasica — e foarte greu sd compari pe cineva cu Cehov sau
Shakespeare —, dar e plind de idei noi. Nu sunt texte perfecte, dar gésesti in ele ceva
care este vulnerabil, despre ritmul vietii de azi, haosul in care traim, lipsa de viziune
care ne Inconjoard, ceva ce face parte din noi.

KK:  Acest Don Juan montat la Teatrul National din Cluj este undeva la mijloc,
intre clasic si contemporan, fiind de fapt o rescriere modernd a piesei lui Moliére.

AS: Adevarat. Si este totusi scrisd atat de acum, incat pentru mine pare o piesd de
azi. Teatrul ar trebui sd facd legdtura intre contemporaneitate si universalitate.
”Purificare”, de exemplu, o piesa care imi place foarte mult, iar unora nu le place deloc,
pentru mine face o legiturd formidabild intre ceva extraordinar de contemporan si
teatrul elisabetan si cel grecesc. Se Intampla absolut acum si 1n acelasi timp da ecouri si

! Don Juan in Soho de Patrick Marber, la Teatrul National din Cluj, premiera pe 28 iunie 2007
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reverberatii din culturi vechi, culturi de care suntem legati toti printr-un fir invizibil.

KK:  Inultimul deceniu ati lucrat in Romdnia mai mult in ateliere. Cum a fost revenirea
in teatru, incepand cu montarea piesei ,, Purificare” de la Teatrul National din Cluj?

AS: Dupd ce am plecat de la Teatrul National din Bucuresti in 1993 dezgustat si
furios ca mi-am irosit trei ani din viatd, nu am mai vrut s fac teatru in Roméania deloc.
Teatrul care se facea era atit de mediocru si de neinteresant, incat nu ma gaseam deloc in
acest peisaj. Simteam nevoia de a avea contact cu tinerii. Printre cei din generatia mea
multi erau absolut terminati, neinteresanti, pentru ca nu mai doreau sd descopere nimic, ci
doar se plangeau cd nu mai au succesul pe care-l au avut Tnainte de 90. Actorii, de
exemplu, sunt suparati pe viata cd nu-i mai recunoaste nimeni. Si ¢ adevarat. Au trecut
acele vremuri. Oamenii nu se mai duc la teatru. Asa se intAmpla peste tot in lume, iar
acum si in Romania. Teatrul e in politica, si se intampla la televizor. Oamenii prefera si
stea acasd in papuci. lar cand merg la teatru, ceea ce vad de fapt nu 1i surprinde, nu le
spune nimic despre viata lor, nu 1i socheazi, nu le oferd nimic. De aici dorinta mea de a
reveni si de a lucra cu tinerii, in ei vad un fel de sperantd, dorinta de a avea un contact viu
cu ceea ce 1i inconjoard, o nemultumire pe care eu o am n mine incontinuu, dorinta de a
pune intrebari. Nu vreau sa fac ceea ce stiu pentru ca ma plictiseste si simt ¢d imi pierd
timpul. Caut, vreau sa descopar ceva. Atelierele, workhopurile au fost exact pentru asta.
Nu faceam altceva decat exercitii, improvizatii, teme, pe care le descopeream Impreuna,
si era o aventura care nu ducea nicdieri, decat in experienta 1nsasi, si nu era pentru public,
nu era pentru critici, nu era pentru nimeni, decat pentru noi. Prin acel lant de workshopuri
eu insumi am avut de castigat. Ca si cu acea serie de conferinte pe care le-am tinut la
Bucuresti la initiativa Iui Andrei Plesu si proiectul sau: Noua Europa. Erau prelegeri
despre teatru, despre teatru si spiritualitate, despre Shakespeare azi, care au avut un ecou
puternic 1n tinerii spectatori si cred cd mi-am creat astfel un fel de nou dialog cu oamenii
care sunt 1n afara teatrului. Veneau foarte multi studenti de la filozofie, de la matematica,
de la litere, foarte putini de la teatru care par sa fie interesati doar sa ajunga sa joace in
filme americane. Dar acesti studenti de la alte facultéti au fost extrem de interesati si cu ei
am avut dialog foarte fertil. Dar sa revenim la teatru. Ultimul atelier pe care l-am tinut a
fost acum trei ani la Cluj i m-am simtit foarte bine. Printre participanti erau multi
studenti dar si actori, o atmosfera buna, si am simtit ca aici ar fi un loc in care a-si vrea
sa revin s lucrezi. M-am simtit bine, si la Cluj, si la Sibiu, acum Tmi place sa fac teatru
in Romania, dar as vrea sa revin sa fac din nou si ateliere. Este posibil doar vara, cand
nu am contracte internationale, vara nu lucrez la Columbia University din New York,
unde sunt sef de catedra la teatru. Am avut ocazia si lucrez si la Budapesta, la
Kretakor, au fost zece zile minunate, m-am simtit foarte bine cu ei. Aceste exchange-
uri Tmi plac foarte mult. De fapt nu duc nicdieri decat ne Improspateaza pe noi,
mijloacele noastre de a lucra, adicé intr-un fel curdtad rugina care se depune in fiecare
dintre noi. Sunt ca un dus proaspét care te curita de prejudecati.
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KK:  Am observat un interes special din partea Dvs. fatd de receptia spectacolului,
fatd de cum reactioneaza publicul, ce gdseste/ce nu gdseste intr-un spectacol.
Intotdeauna v-am vizut uitdndu-va interesat la public, descifidnd astfel ce functioneazd
si cum functioneazd din punctul de vedere a spectatorului. Este o caracteristicd a
teatrului cum se face el in America?

AS: Vine de la Peter Brook. Face parte din imensul bagaj de idei pe care le-am
preluat de la el. Brook, cand e prezent la unul din spectacolele lui, se uitd atat la
actori cat si la public. Pentru mine spectacolul se intdmpla in public si este foarte
important ca acest public sd nu ramana pasiv, sd nu ramana in afara, sd nu se uite
judecénd, ca si cum ar vedea pe altcineva. Fac tot posibilul ca sa aduc publicul sa
fie activ, sd fie nduntru. ,,Unchiul Vania” este un exemplul cel mai bun pentru
asta, publicul este pus intr-o situatie cu totul noua, in ceea ce priveste locul lui in
spatiul spectacolului. Este un element de surpriza, pentru mine cel mai important n
teatru. Fard surprize teatrul moare. Spectatorii intra aici in interiorul scenei si
cortina de fier cade, sunt pringi induntru, ca si cum spotul ar fi pe ei. Nu ai cum sa
ramai pasiv, trebuie sa reactionezi, trebuie sd primesti. Si pentru mine, privindu-i,
imi dau seama la ce nivel de perceptie sunt atingi. Daca spectacolul nu se intdmpla
IN EL inseamn cd nu mi-am facut treaba. Totul depinde de aceasta comunicare, de
aceasta relatie, de ce devine viu, ce devine miscare inlduntrul sufletelor oamenilor.
Pentru asta facem teatru, altfel am sta acasd, am privi televizorul sau ecranul. E
formidabil, singurul loc in care lucrurile se intAmpla aici si acum este teatrul.
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KK: Existd alternativa credrii unui univers inchis, a unei bijuterii care este
oferitd publicului fard ca creatorul sd fie interesat de receptia acestui cadou. Pe
cand in spectacolele Dvs. existd tot timpul o comunicare directd cu publicul,
replici adresate lor samd.

AS: Cand eram tandr, vanitatea era mai puternica decét mine, si vroiam sa ofer perla
propriei mele vanitati. ,,Uitati ce bun sunt, uitati ce grozav sunt!”. Cream spectacole
pentru a fi admirat, a fi respectat. Era o pornire narcisistd pe care orice tanar o are. Cu
varsta si cu experienta, ar trebui sd invingem putin acest orgoliu pe care-l avem, noi
artistii, i sa fim putin mai modesti — dar nu in directia In care modestia este periculoasa,
ducénd foarte iute la mediocritate — ci prin recunoasterea faptului ca nu noi am inventat
roata, de fapt nu am inventat nimic. Si in acelasi timp sa acceptam ca tot ce conteaza este
acum si aici, momentul de acum si aici, incepand de azi. Ce a fost ieri ¢ altceva, ce va fi
maine e altceva, trebuie sa traim prin teatru acest moment. Sa nu oferim ceva care sa fie
admirat de altii, ci sd oferim ceva care sa poatd fi impartasit de altii. To share the
moment. Astfel granita intre scend si sald dispare. Si asta se poate face in mai multe
feluri: teatru de stradd, happening, instalatii... Totul duce in aceasta directie, in media, in
dans... Teatrul nu mai are granite, nu mai este doar teatru, implica si spectatorii... E
singurul mod de a face teatru care ma intereseazd. Trebuie sa uitdim imaginea artistului
romantic al secolului XIX, de exceptie, vesnic singur, care trebuie s fie admirat si
adorat, acel geniu. Gogoritd. Ceea ce putem face e doar sd descoperim propria noastra
umanitate. Ca actori, ca regizori, ca oameni si descoperim ca avem absolut cu totii exact
aceleasi probleme, exact aceleasi iluzii, aceleasi dorinte de a descoperi, de a gasi n noi o
altd viata, alta decat cea pe care o traiim. O viata nestiutd despre care Cehov vorbeste tot
timpul, pe care nu o traim, dar care existd. Despre asta ¢ vorba, este o cautare infinita a
aurului din noi a calitétii. Si nu se poate spune ca unii sunt pe o parte si altii pe alta.

KK:  Ati declarat in mai multe interviuri sau cu ocazia conferingelor de presd cd
nu vreti ca spectacolele Dvs. sd aibd ceva in comun, sd poarte o semndturd Andrei
Serban... Ce intelegeti prin asta?

AS:  Am un ideal pe care nu il voi realiza nici o data, pentru ca lumea in care
trdim e plind de subiectivitate si de ideea celebritatii, a artistului care trebuie
recunoscut si al semnaturii. Cum spunea si Andy Warhol, fiecare dintre noi vrea sa
fie celebru macar pentru 15 minute. Sunt un handicapat al acestei lumi. Idealul
pentru mine este viata celor care au construit catedralele medievale, te uiti la aceste
minuni ale culturii, si te gindesti la autor, la artist. Cine este arhitectul care a
semnat, nu se stie. Sunt anonimi. Asta este pentru mine arta obiectiva, cand dispare
personalitatea creatoare in spatele creatiei. De exemplu Bach. Mozart este deja
mult mai subiectiv, il simti, il auzi tot timpul. La Bach nu iti dai seama, nu gésesti
omul. E muzica aproape obiectivi. In teatrul imi e imposibil pentru ca tot ce fac e
subiectiv. Singurul fel in care pot sia ma depésesc pe mine insumi, este sa nu ma
repet ca stil. Ca stilul s se schimbe tot timpul, ca doud spectacole ale mele sa nu
fie la fel. Nu vreau sa ma las prins in capcana stilului, de fapt o puscarie a lui.
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Robert Wilson, de exemplu, este un foarte mare artist, dar este intr-un pericol
imens, pentru ca tot ce face este sd se imite pe el insusi, sa repete acelasi stil pe
care l-a inventat acum 25 de ani. A devenit propria-i caricatura. Este foarte trist sa
vezi asa ceva. Teatru este oglinda vietii, iar viata este irepetabild, la fiecare
intersectie se Intdmpla ceva neasteptat, surprinzitor. De ce teatrul, de ce un regizor
sd-si repete atunci stilul? Vad foarte multi dintre colegii mei, carora cand le vad
spectacolele, stiu exact ce va fi si cum va fi spectacolul, si ies de la teatru fara sa fi
primit ceva nou. E o catastrofa. Incerc sa scap de aceasta inchisoare. Si e adevarat,
poti sa spui ca spectacolele mele se aseamanda? Nu. Nici macar cele de la acelasi
autor. Pescarusul pe cale l-am facut la Sibiu, de exemplu, este un Cehov total
diferit de Unchiul Vania de la Cluj. Nici nu se pot compara, nu au nici o legatura.

KK:  As vrea sd vorbim si de operd si de spectacolele Dvs. de operd. Probabil ati
mai fost intrebat de diferente i asemdandri intre a pune in scend operd §i teatru. M-ar
interesa acest subiect, munca cu actorul in comparatie cu cea cu solistul interpret,
respectiv prezenta dirijorului ca un nou partener al procesului de creatie.

AS: E foarte clar ca sunt bucurii foarte mari in a monta o opera si sunt de asemenea
frustrari foarte mari. Si una din frustrari este aceea ci, daca la teatru am un control
asupra evenimentului, la opera pierd controlul, el fiind preluat in final de dirijor. $iun
dirijor care nu are sensibilitate pentru teatru, pe care il deranjeaza si il iritd faptul ca
solistii se misca pe scend si incearca sa faca altceva decat sa cante, poate foarte usor sa
strice un spectacol 1n ultimele zile de repetitii, cum mi s-a intdmplat deseori. Solistii
tineri care nu sunt foarte formati au o fricd extraordinard 1i ei §i sunt extrem de
vulnerabili fata de cele spuse de dirijor. Si eu ma gésesc 1n situatia sa vad ca in ultima
zi Tnainte de premiera, la repetitia generald, ei fac ceva cu totul altceva decat am facut
la repetitii impreuna timp de patru sau cinci sdptdmani. Ce faceti? Pai — zic ei —ne-a a
fost fricd, ca dirijorul ne-a spus cd vom avea cronici proaste i nu ne va angaja nimeni
daca ne miscam in timpul ariilor. Si atunci eu nu am avut ce sa spun. Dar asta nu se
intdmpla intotdeauna. Atunci cand lucrurile stau bine, cand ai un dirijor caruia ii place
ce se intampla pe scend, cand il intereseaza ce e pe scend, cand ai solisti tineri carora le
place teatrul, care acceptd cd opera se face diferit de cum se facea acum 50 ani, caci
propune probleme ale vietii, ca si teatrul, nu-i asa? Boema de exemplu, e o operd in
care personajele vorbesc si cantd, dar problemele lor sunt ale noastre, sunt oameni
simpli, din viatd, cum suntem noi, sunt oameni normali, cu singura conventie de a-si
exprima relatia unul cu altul prin cantec. Absolut nici o diferenta fatd de noi, decét ca ei
canta in loc sd vorbeasca. Ei si, ¢ la fel. Asa ca pe scend trebuie sa fii absolut natural, sa
ai sentimente reale, naturale. Toatd miscarea in operd astizi merge spre
contemporaneitate. E adevarat ca se ajunge si la aspecte putin derizorii si ridicole,
pentru ca se merge prea departe. Sunt regizori in opera care vor si socheze burghezia
care vine la operd, si care pliteste 200-300 euro pentru un bilet la Salzburg sau
Bayreuth. Ei vor neaparat sa faca spectacole in care sa se indeparteze total de traditie,
sa provoace pentru dragul de a provoca. O idee nemteasca si foarte la moda si in teatru,
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si In opera. Provocare, provocare, provocare, bun. Provoci, distrugi orice iluzie, despre
ceea ce ar trebui sd fie, dar intrebarea e ce pui in loc? E o arta care distruge, care nu
afirma nimic, §i nu recompune nimic, decat descompune. Sunt complet impotriva
acestui gen de a face teatru si operd. Atunci cdnd muzica este pusa in valoare si in care
solistii, dirijjorul, regizorul, scenograful, luministul, toti si toate lucrurile merg
impreund, momentul acela devine teatru total. Si acest teatru total este mai bun decat
orice teatru vorbit, pentru cd are muzicd, si arta suprema este muzica. In teatru,
Shakespeare de exemplu are foarte multi muzica, dar e nescrisa, trebuie descifrata. In
opera e scrisd, e data, e un avantaj extraordinar. Mergi la 10 dimineata, abia te-ai trezit
din somn, nici nu stii bine cum te cheama, §i auzi un pianist care joacd Flautul
fermecat. Sa asculti Mozart la 10 dimineata este formidabil!

KK:  Asistand la repetitiile cu Unchiul Vania, am avut numeroase ocazii sd va aud
vorbind actorilor despre personaje, compozitia unui rol, structura ritmicd a unui
spectacol, samd. Cea mai interesantd mi s-a pdrut insd discutia in care le-ati cerut
actorilor sd aibd curajul sd de descotoroseascd de actorul din ei si sa arate omul.

AS: Actorul are tehnica lui, mestesugul pe care trebuie sa-1 dezvolte incontinuu,
lucru pe care putini il fac. Iar scolile de teatru oferd din ce in ce mai putin
mestesug, ele sunt, cu mici exceptii, foarte mediocre. Nu mai sunt scoli bune in
care chiar inveti meserie de la marii actori, inveti ce Tnseamna impostatia vocala, ce
inseamna miscare pe scend. Azi un actor iese din scoala utilat cu mai nimic. Cu
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mai nimic, pentru cd nu i se cere mai nimic. I se cere sd ajungd Intr-un serial de
televiziune, iar pentru asta nu-ti trebuie tehnicd. Sa ajungi sa joci intr-un film, nu-ti
mai trebuie nimic. Farmec personal si atata tot. lar in teatrul care se face azi, ceea
ce se cere de la un actor este din ce in ce mai putin. Teatru e din ce in ce mai static,
din ce in ce mai politizat, din ce in ce mai conceptual, se transmit idei politice, idei
sociologice... Nu se cere nimic nici de la trup, nici de la voce, nici de la imaginatie.
Corpul, instrumentul actorului devine din ce in ce mai nefolosit. Dar hai sd presupunem
ca actorul nostru posedd o tehnicd extraordinard a corpului antrenat. Aratarea acestei
tehnici nu trebuie sa fie scopul final. Este ceva perfect si mort. Rece. Peste asta trebuie
sa oferi ceva personal. De aici incepe munca adevaratd. Abia atunci, cand ai libertatea
unei discipline si a unei rigori extraordinare, atunci trebuie sd gésesti in tine ceva
spontan si complet liber, permitdndu-ti sd pui intrebari. Ca sa te ajuti pe tine insuti
si pe semenul tiu care este spectatorul sd va deschideti in fata misterului, misterului
vietii sau misterului artei, care este acelasi.

(interviu apdrut in revista Szinhaz, februarie, 2008)
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Spectacolul Mort, Spectatorul captiv si libertatea de a (nu) merge la teatru

Un spectator, unul singur (din
fericire pentru el o persoana publicd) a huiduit
intr-o sala de teatru'. Suficient ca sa se poati -
conform declaratiilor asupra libertitii ale
strabunicului John Stuart Mill - pune in
discutie intregul edificiu al drepturilor si
raspunderilor noastre de artisti si spectatori.
Distanta m-a impiedicat, si de aceasta data, sa
fiu altceva decit cititorul (foarte interesat,
desi... ,,sceptic”) al dezbaterii de presa: ca
atare pe cea de la National am ratat-o
involuntar. Dar, pina azi, cind scriu eu, nici
media nu a reflectat-o decit sporadic, intr-o
relatare nu foarte relevantd din Evenimentul
Zilei si, mai suculent in substanta ,,rupturii”
imposibil de cusut dintre actor si public, pe
blogul Cristinei Bazavan (pentru care trebuie
sa fac o fandare ampla: ,,Chapeau!”). Ca
atare, tot ce imi rdamine e LiterNetul si
forumul ad hoc asupra problemei. Majoritar
si hotarit In favoarea huiduitorului. Dar
aceasta nu e o statistica reprezentativa, ci doar
un fel de onestd §i sdndtoasd reactic de
solidaritate, induntrul unui club de intelectuali
si critici. Cit despre spectacol, dacd e bun sau
prost, n-am nici o legitimitate Tn a ma
pronunta, dar nici discutiile n-au vizat in fond
spectacolul. Cel mult, pot spune ca piesa mi
se pare una suportabild, dar nici pe departe
exceptionald, cum zic unii colegi; iar de
Fatulescu, cu doud decenii in urma, m-a legat
o calda prietenie. Cu mult drag mi-1 amintesc
mereu pe Virgil Flonta soptindu-mi, de cite
ori il intilneam la Sibiu: ,,Anul asta a promis

! Pentru cei care n-au inca informatia, este vorba despre
premiera cu Istoria comunismului povestitd pentru
bolnavi mintal, de Matei Vigniec, in regia lui Florin
Fatulescu, la sala Atelier a TNB, la care Riazvan
Penescu si-a permis sd huiduie, provocind astfel un
happening ad hoc, manageriat nefericit de actorul
Claudiu Bleont.

ca vine si monteaza!” E, de altfel, si ultimul
cuvint pe care l-am auzit de la el, cu doua luni
inainte sd ne scape tuturor printre degete.

Ce se amind, nu se mai poate
recupera

Dupa 1989, unii regizori - foarte
putini, Dabija este si la acest capitol aproape
0 categorie cu un singur element - au simtit
nevoia imperioasa de a se interoga nu numai
incotro se va indrepta de atunci incolo
teatrul, ci si de ce fac ei teatru. Unele
institutii teatrale (si acestea relativ putine,
corul general - sau mainstreamul, ca sa
folosim un anglism - suferind mai bine de
un  deceniu de suficientd  auto-
contemplativd) au simtit si ele, macar
temporar, nevoia de a-si pune intrebari
asupra rostului si felului in care fac ele
teatru: pentru cine, ce fel de, cu cine,
s.a.m.d. Nici unele dintre aceste intrebari nu
au capatat vigoarea unor dezbateri publice
serioase, chiar si atunci (sau mai ales atunci)
cind s-au organizat oficial.. colocvii
profesionale. Au plutit mereu, spre
inghitirea acestor probleme fundamentale,
atit ceata groasa a confortabilului (,,ce si ne
batem capul, oricum statul TREBUIE sa ne
sustind!”), cit i masinaria de fum
consensuald, din subconstientul colectiv al
lumii teatrale, cum cd romanii fac teatru
bun, sau mai bun ca altii (,,Avem o traditie,
sa ne tinem de ea!”).

Numai ca nici statul, nici traditia
nu sunt mecanisme dinamice, ci sunt forme
conventionale, profund conservative, de
organizare: una a structurilor de
functionare economica si sociala, alta a
mentalului colectiv (sau, mai sofisticat
spus, a supracului simbolic). Ca atare, atit
ceata comoditatii cit si masina de fum a
consensului estetico-etico-teatral nu pot s
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pund si nu au cum sd pund pe roate ceva
care e esentialmente viu, cum e actul teatral in
complexitatea lui. Pot cel mult sa... conserve.
Cirnatii i scrumbiile se conserva la fum.

Din péacate, ceea ce se amind
sau se oculteaza cu greu se mai poate
recupera. Tind deja sa cred ca
recuperarea ¢ imposibila intr-o dinamica
sociala de asemenea ritmuri §i proportii.
Mai ales cind e vorba de intrebarile de
corectie, intrebarile de substanta la care nu
s-a raspuns, cu atit mai mult cele care nu
s-au rostit. Parea stupid, cu cincisprezece
ani In urma, sa te intrebi de ce vine omul la
teatru. Si, ca atare, cind puneam aceastd
intrebare” nimeni (aproape) nu se ostenea
sa cada pe ginduri, dara mi-te sa raspunda.
Parea exagerat (iar unii au ficut chiar
aluzie la dogmatism) sd te intrebi de ce
spectacolul de teatru arata din ce in ce mai
prafos si mai baroc. In fond, din ce in ce
mai sofisticat dar si mai golit de
interactiune reala, umand si
comunicationald, cu partenerul din fotoliu
Si de ce nu e nimeni interesat sa
desluseasca raporturile dintre publicul de
teatru si estetica teatrald ,,oficial” instituita.
,Dar publicul, cum vedeti, vine, si
aplauda!”, ti se raspundea, de cele mai
multe ori, pe cite-un colt de foaier. Cit de
des? De cite ori se joacd spectacolul? Din
cine e format publicul? Acestea au rimas
chestiuni marginale, chiar neimportante
pentru suma (in fine, hai si zicem
majoritatea) membrilor comunitatii
teatrale. O comunitate in cea mai mare
masurd bugetatd din ce in ce mai
imbelsugat, chiar daca, in comparatie cu
alte tari al caror PIB nici nu poate fi inca
visat de noi, oamenii de teatru (care chiar
muncesc) fac mult mai putini bani. Sa fim
seriosi, nu vedeti festivalurile? Lumea

2 Cotidianul LA&I, 1993, Semnal teatral 1995,
ultimaT, 1998-1999, apoi in Modelul teatral
romdnesc, Bucuresti: Editura UNITEXT, 2000
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vine, cu ghiotura, rdmine si pe dinafara.
Cum sd te mai intrebi despre public si
adecvarea spectacolului la el, cind
publicul se buluceste?

Dar chiar vine? Sau doar
viziteaza o ceremonie sociald? Chiar sta?
Sau doar pare cd std in fotoliu? Chiar
urmareste, sau doar pare (ori simuleaza,
ca unele doamne profesioniste, in pat) ca
participa? De unde acest super-simptom,
despre care vorbesc aproape toti cei care
comenteazd incidentul recent de la
National, al spectacolului prost, plicticos,
inutil, urmat de ropote entuziaste de
aplauze? Cum s-a nascut si cine intretine
aceastd enormd - si In fond profund
schizo-masochista - ipocrizie?

La un astfel de spectacol, cu
vreo sapte sute de oameni in sala, stind
comod la loja, am numarat telefoanele
mobile pe care se ficea chat. Erau mai
bine de doudzeci de ,needucati” care-si
omorau plictiseala conversind cu te miri
cine, incd de la actul intli. Doudzeci de
licurici in intunericul sélii. Sa vedeti cu
cit entuziasm strigau, in picioare, imediat
dupd lasarea cortinei: ,,Bravo! Bravo!”
La un altul, intr-un orag de provincie,
intr-o enorma sald a sindicatelor in care
se desfasura premiera a - probabil - celui
mai crunt si mai manelistic delir
shakespearian pe care l-am avut de
indurat vreodatd, in pofida faptului ca
muzica a pirlit si ilustratia sonord s-a
incurcat de vreo cinci sase ori, in pofida
luminilor care alergau haotic dupa actori,
in pofida completei galimatii din care
nimeni nu mai intelegea nimic si - cel
mai rdu - In pofida hemoragiei de
spectatori care se scurseserd, discret,
printre  rinduri pe toatd durata
reprezentatiei, s-a ovationat ca la
sedintele de campanie electorala,
regizorul a fost adus pe scend si gratulat
cu flori, s.a.m.d. E oare suficient s dim
vina pe public, citd vreme fenomenul e
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aproape general? Stim cu totii ca la al
doilea si al treilea spectacol lucrurile
intrd, 1incetisor, 1n normalitate, iar
publicul se rdreste, ori chiar dispare cu
desavirsire. Sa dam vina pe institutii? Ori
pe finantatori? Ori pe... critica?

Dar exista, de fapt, o vinovitie,
fie ea colectiva, fie ea individuala?

Ceremonialul cultural, placerea
si receptarea

Un spectacol de teatru are mai
multe functii, unele dintre acestea, tocmai
din pricind ca spectacolul insusi e o
desfasurare temporala sincretica, putind
intra In competitie, ori chiar n contradictie
unele cu altele. Spectacolul e eveniment
participativ, in praesentia, adicd petrecindu-
se aici si acum. Dar tot el e si, la nivel
antropologic, un ceremonial de socializare,
care are reguli ritualizate, mai mult sau mai
putin congtient §i coerent constituite:
proceduri de vestimentatie pentru spectatori
dar si conventii de separare a spatiului
reprezentarii de cel al receptarii, proceduri
pre si post reprezentatie (marketingul de
spectacol, dar si auto-pregatirea
spectatorului, in foaier, prin conversatii,
ascutirea atentiei, protocoalele conventionale
de instalare etc., pe de-o parte; exprimarea
participatiei si gratitudinii publicului fata de
interpreti, protocoalele conventionale de
parasire a salii, pe de cealalta parte.)

In acelasi timp, spectacolul de
teatru e si produs artistic, pe o piatd a
produselor care e intens competitiva, fie
ca e vorba de piata ,.ideilor si formelor
estetice”, fie cad e vorba de piata
consumului cultural ca atare, fie ambele. Si,
nu in ultimul, ci chiar in cel mai nelinistitor
rind, cel putin in post-modernitatea in care
ne aflam, spectacolul e si una, doar una din
multiplele forme de petrecere a timpului
liber; altfel spus, o forma de divertisment, c
ne convine sau nu aceastd conditie-functie.
Deci, la acest nivel, teatrul e, oricit de rau
ne-ar irita asta, o procedurd sociald de

producere si degustare a placerii, farda de
care toate celelalte procese ulterioare, de
naturd intelectivd, rationald ori de
evaluare ,estetica” sunt, in fond, cu
neputintd de atins.

Toate aceste functii lucreaza (se
actualizeaza) simultan, nu de putine ori
certindu-se intre ele. Ele vorbesc nu numai
despre ,,ce face teatrul” ci i, in profunzimea
lor, despre ,ce este teatrul”. Cum vedem,
insd, fiecare dintre aceste functii implica, fara
drept de apel, publicul (sau publicurile
potentiale): spectatorul / spectatorii determina
- prin gusturile si alegerile lor - insasi
particularitatea functiei, ca si dinamica ei. Nu
estetica spectacolului este, de cele mai
multe ori, forta de inductie a unui public,
ci publicul reprezinti forta de inductie
asupra unei estetici sau alteia, chiar daca,
astdzi, ni se pare paradoxald o asemenea
rasturnare. ,,Evenimentul [teatral] nu e un
produs finit in felul in care e un roman sau un
poem. E un proces interactiv, care se bazeaza
pe prezenta spectatorilor ca si-si ducd la
indeplinire efectele. O reprezentatie e,
bineinteles, invers decit o opera tiparitd,
totdeauna deschisd unor imediate si publice
asteptdri, modificari, ori respingeri din
partea acelor oameni carora li se
adreseaza’”.

Altfel spus, spre deosebire de
practicile cultural-sociale care intrd in
cimpul de definitie al artei §i care se
adreseaza individual destinatarului lor, pe un
suport anume si Intr-un set de coduri si
conventii omogen, sincretismul dar si
directetea aici-acum a artelor spectacolului -
teatrul fiind doar una dintre ele - e suspus, cu
grad maxim de risc, canoanelor de acceptare
- estetice dar si tematice - ale orizontului
contextual al asteptarilor publicului’,

* Susan Bennett, Theatre Audiences. A theory of
production and reception, London and New
Zork, Routledge, 2005, p. 68.

4 Vezi 1n acest sens Victor Turner, ,Frame, Flow and
Reflection: Ritual and Drama as Public Liminarity”
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dispozitiei fluctuante dintr-o seard sau alta,
ori chiar dezacordului net. Teatrul e, deci,
o intreprindere comunicationald si
artistica de risc. Sau, cel putin, aceasta ar
fi una dintre s@natoasele concluzii asupra
relatiei sale cu receptarea, cu conditia ca
aceasta relatie sa fie agezata, la rindul ei, pe
0 baza sdnatoasa. Fiindc, in absenta acestui
risc dat de jocul amplu al negocierii (mai
mult sau mai putin tacite) si acceptarii, ce
efecte de persuasiune si emulatie ar mai
putea avea spectacolul teatral?

Pe de alta parte, in plind luptd
corp la corp cu ,practica burghezd” a
ceremonialului  teatral, directionat mai
degraba spre o academica si fada , lingusire”
a receptarii (comercialitate, divertisment
minor, fals realism incatusat in clisee etc.,
etc.) teatrul secolului trecut si-a diversificat
nu numai strategiile estetice, ci si pe cele
strict comunicationale. Ba chiar, dupd anii
'60, aceasta diversificare abstractizantd a
ajuns (treptat, treptat) sd solicite de la
spectator un grad de competentd din ce in
ce mai sofisticat la nivelul decodificarii si
interpretarii structurilor si mesajelor sale.
El a devenit, in multe locuri din Europa si
chiar din Statele Unite (unde, totusi, traditia
- bund sau rea, nu conteaza - a productiei
teatrale validate comercial, fara interventia
statului, s-a pastrat nestirbitd) dintr-o
practica sociala populard, care mai putea fi
revendicatd ca atare in vremea conditiei
sale ,burgheze”, o practicd in buna masura
pentru spectatorii initiati: altfel spus pentru
elite din ce in ce mai ,,profesionalizate”de
destinatari-spectatori.

Niveluri diferite de competenta
in ceea ce priveste practica receptarii
teatrale sunt, de la un punct incolo (cam
incepind cu revolutia teatrald produsa de
simbolismul rus si ulterior, intr-un nou

in Michel Bernamou, Charles Carameloo (editori),
Performance and Postmodern Culture, Madison:
Coda Press Inc., 1977, p. 19-32
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val, de asimilarea operei teoretice a lui
Artaud) puse acum 1in joc, particularizind
Hteatrul de artd” in raport cu cel ,de
consum”, despartind apele in ceea ce-i
priveste pe spectatorii fiecarui palier si
rafinind simultan atit scriitura si regia de
teatru, cit si potentialele sisteme de
interpretare ale beneficiarilor acestora’.

Acest glisaj treptat, dar aparent
definitiv a produs un soi de involuntard
inversare intre conditia si functiile
,decorative” ale teatrului renascentist si
baroc, cu adresare si legitimare aristocrata,
si conditia de ,aristocratizare” auctoriala
(in coada de cometd a esteticii romantice a
Hgeniului”, a ,demiurgului artist”). O
inversare care include in sine si publicul
aferent, care nu mai induce, ci doar
beneficiaza, in noua sa conditic de
confrerie a initiatilor.

Ceva s-a cistigat pe buna
dreptate: ~ statutul de  independentd
complexa al artei teatrale, atit in raport cu
celelalte componente sincretice ale sale,
luate una cite una (text literar, pictura de
scena, muzicd etc.); ca si o definire de sine
a teatrului in raport cu alte arte ale
spectacolului cu care are a concura (film,
operd, concert muzical etc.) Evident, ceva
s-a si pierdut, cel putin pentru o buna
bucatd de vreme: adresabilitatea directa,
care s poata (prin strategii complexe dar si
cu efecte aparent simple, integratoare)
produce ,,lecturi” multiple, pentru categorii
diverse de spectatori, aflate simultan in
acelasi moment si in acelasi loc. Mai curat
spus, s-a pierdut functia de comuniune
intru placere (iar placerea trebuie luata aici

5 Vezi, in acest sens, Keir Elam, The Semiotics of
Theatre and Drama, London: Methuen, 1980,
pag. 55-62, Patrice Pavis, Languages of the Stage,
New York: Performing Arts Journal,982, p. 72.
Dar si, pentru o discutie mai ampla, stric pe acest
subiect, Miruna Runcan, 'Spectatorul co-autor’, in
Fotoliul scepticului spectator, Bucuresti: Editura
UNITEXT, 2007
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in sensul ei plenar, fizic-psihic-intelectiv, si
nu in cel restrictiv-fizic, atita vreme
demonizabil si, deci, demonizat).

Era conditia ,teatrului burghez”
(cum 1i =ziceau avangardistii) atit de
rasuflatd, ori atit de periculos-manipulativa?
Evident cd da, numai ca aici nu poate fi
vorba despre vinovitii, citd vreme avem de-
a face cu un proces complex, care acopera
un secol de evolutie sociala si esteticd. Fie
ca ne iritd sau nu asta, teatrul e, in cele din
urma, in spatiul eurocentric, o practica...
burgheza. Adica, etimologic dar si
antropologic vorbind, o ceremonie sociald
urbana. Or, el s-a cerut, in deceniile din
urma, protejat si revigorat ca atare, in
raporturile lui vii cu populatiile urbane
reale. De aici mai departe, corectiile si
adecvirile de substanta, survenite incd din
anii '80, nu mai suferd nici de iluzia
recuperdrii ,,marilor mase” de public
(ideologic manipulabile), nici de aceea a
conservarii auto-reflexive a raportului
privilegiat dintre artist si destinatar®.

Corectiile si adecvirile, foarte
multe si foarte stratificate, sunt din ce in ce
mai constient directionate spre stabilirea de
raporturi de  comunicare  artisticd
particulare cu anume tipuri de publicuri,
temporal si local constituite. Ele uzeaza de
problematici si estetici care nu se mai
narcotizeaza cu idealul unei unicitati auto-
referentiale ultime. Aici si acum-ul teatral
tind sd devind, pe baza fragila dar si
inconfundabild a prezentei vii, dintr-un
context funciar al perisabilitatii, strategii
voluntare de comunicare si interventie
interpersonala si/sau colectivd. Tocmai
punerea in parantezd a iluzoriului siu
fundamentalism (de OPERA  siesi
suficientd) reuseste de cele mai multe ori sa

® Ca in sublimele experimente cu fundament
sacral ale lui Grotowski, in care se tenta,
luciferic as zice, transferul de cunoastere
revelatd intre minuscula echipd si minusculul
esantion de participanti-spectatori.

dea vigoare si eficientd actului teatral (din
ce In ce mai orientat cétre conditia sa de
EVENIMENT, ba chiar de irepetabilitate,
asa cum se intimpla in performance).

Numai ci e, in sine, foarte dificil
sa poti analiza distanta dintre receptarea si
interpretarea  individuald, a fiecarui
spectator, si efectul mai degraba ambiental
al receptarii asa cum e ea 1n realitate, acolo
unde spectatorii de teatru sunt impreuna. Ei
constituie, (ca si cei de film, ca si cei de
muzica live, fie ea clasica, ori apartinind
culturii populare) corpusuri cu psihism
colectiv aproape incuantificabil.
Receptarea vecinului de fotoliu, sau a
grupului cu care ai venit la spectacol o
influenteaza invizibil pe a ta, reactia
personald se transmite in anume momente
si se topeste in reactia colectiva, chiar daca,
la iesirea de la spectacol ori concert, ori
film, constati ci, de inteles, ai inteles
altceva decit cel mai bun prieten al tdu. De
foarte multe ori, asa cum bine remarca
Anne Ubersfeld, e ,,greu sa noti impotriva
curentului”, indiferent daci acesta e unul
de entuziasm sau unul de respingere
totala’. Si aici, dincolo de teoriile teatrale,
semiotice sau pragmatice, intervine...
libertatea.  Fiindcd, atita vreme it
spectacolele sunt din ce in ce mai
diferentiate in raport cu publicurile lor
tintd, iar mainstreamul nu mai aduce in joc
un public ,,burghez” in sensul comercial
confortabil, ci unul, de asemenea burghez,
dar caracterizat printr-o ,specializare”
culturala din ce in ce mai restrictiva,
comunicarea prin act teatral pare incercuita
de fluxurile si refluxurile stricte ale unui
hipercentru, fatd de care marginile par
aproape fara contact. Unde mai incape
libertatea de a te bucura atunci cind ceilalti
se stimba? Dar aceea de a huidui cind
majoritatile ovationeaza?

7 Anne Ubersfeld, L’Ecole du Spectateur. Lire le
Theatre 2, Paris: Editions Sociales, 1981, p. 306
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Institutii, regizori, colective,
critici. Sau, despre canonul managerial-
estetic si brandul cultural

Sa ne dam un pas Inapoi! Faptul
ca spectatorul empatizeaza cu comunitatea,
hic et nunc constituitd ca public, nu e, nu
poate si nici nu trebuie sa fie o sclavie. E o
forma silentioasd de libertate. Cum nici
faptul ca el nu empatizeaza nu poate §i nici
nu trebuie s fie un semn de deficientd
mentald ori emotionala. Ci doar ceea ce e:
un dezacord, adici o manifestare a
libertatii. Pentru ambele ipostaze de relatie
limita intre conditia de spectator individual
si aceea de membru al publicului nu se
impune decit o singurd conditionare reala:
a onestitatii fatd de propriile sentimente si
propria gindire. Si aici ne intoarcem de
unde am pornit.

Cu un deceniu fInainte de
incidentul de la National, cel cu
»dezacordul manifest” al spectatorului
Rézvan Penescu in fata uralelor la Istoria
comunismului..., am trait pentru prima
datd un embrion similar de situatie
penibild. La reprezentatia din Festivalul
National cu O batistd pe Dunire de D.R.
Popescu, in regia directorului de pe
atunci, Ion Cojar, cam cu vreo zece
minute inainte de pauza, un spectator s-a
ridicat de pe la jumatatea rindului al
treilea din Sala Mare (!!!imaginati-va
momentul!!!), si-a traversat printre
picioarele celorlalti spectatori, tacticos
dar cu aplomb si cu semnificatie. N-a
trintit si usa, a provocat doar o usoard
rumoare, intr-o sald umpluta la refuz cu
public festivalier, inclusiv actorime,
criticime etc. Fireste, la final s-a aplaudat
frenetic, cu urale la adresa marilor actrite
care jucau in atit de stupida, aproape
grotesca  piesa  (Mariana  Mihut,
Leopoldina  Balanutd, Ileana Stana
Ionescu), din care maestrul Cojar facuse un
soi de poem politico-liric, cu vagi note de
Cenaclu Flacara (cred ca muzica era a lui
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Mircea Baniciu, care-si reciclase niste
cintece mai vechi). La iesire, un prieten
critic imi sopteste: ,,Brav barbat dla de-a
plecat!” Evident, nici o urma din aceastd
remarca de foaier n-a aparut in revista in
care scria. Si nici in celelalte, suficiente,
cronici pe care le-am citit, mai toate
centrate pe performantele actritelor.

Si cite astfel de situatii, din ce
in ce mai incredibile, nu intilnim la
fiecare pas, si in Bucuresti si oriunde in
tarda! Ele sunt cu atit mai uimitoare cu cit,
in fond, ne ofera un spectacol de falsa
omogenitate a reactiei, de pseudo-
empatie, care roade malign la radacina
actului teatral in ansamblul sdu, si a
practicii culturale ( de ceremonie sociala
constituitd) 1n 1Insdsi indreptatirea sa
fundamentala. Fiindca, in cele din urma, o
practica culturala falsificatdi e menita
disparitiei, cot la cot cu falsificatorii ei,
artisti si public de-o potriva.

Patrice Pavis atriigea atentia®
asupra rolului central al spectatorului in
activarea relatie comunicationale in raport
cu structurarea codurilor de constructie ale
spectacolului. El demonstra c@ productia
(altfel spus spectacolul luat ca operd) si
receptarea ei formeaza un ciclu hermeneutic,
fiecare  presupunind-o  pe  cealaltd,
degajindu-si una alteia, deschis, modelérile
formale si directiile de semnificatie. Altfel
spus, devenind impreund. La rindul sau,
Marco de Marinis vorbea despre doua tipuri
esentiale, actualizate intr-o inefabild
combinatorie, de ,dramaturgii ale
spectatorului”: unul pasiv, in care acesta este
subsumat ca tinta fixa ansamblului de autori
ail reprezentatiei teatrale (altfel spus, intre
echipa de producdtori si public existd o
relatie fixa de tip cerere §i oferd, fiecare
stiind precis ce i se cere si ce i se oferd, ca
intr-un contract de utilizare). $i unul activ, in

8 Patrice Pavis, ,,La Réception du texte dramatique et
spectaculaire”, in Versus, nr. 41, 1985, p. 69-94
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care ,perceptia, interpretarea, evaluarea
esteticd, memorizarea, raspunsul emotional
si intelectiv’ sunt permanent provocate,
stimulate si largite, spectacolul insusi
incércindu-se energetic si silistic de pe urma
acestui schimb’.

Atunci, in anii '80, nici Pavis nici
De Marinis nu aveau incd cum sd prevada
nici ,,inchiderea ciclului hermeneutic” (spre
mortal ar zice Brook), nici, cu atit mai putin,
o0 a treia ,,dramaturgie a spectatorului”, cea
captiva. Spectatorul captiv este combinatia
perfect echilibrata dintre instalarea reactiei
de receptare intr-un inventar
hermeneutic, aparent activ, al cliseului
cultural (neaparat ,,haute couture”, oricit de
fantasmagorice ar fi asociatiile i imaginile
metaford) si pasivitatea absoluta in raport
cu plictiseala generati de absenta oricirei
provociri la nivel emotional-intelectiv.
Spectatorul captiv este cel care ,,stic ceea ce
vrea sd afle” si ,,afla ceea ce deja stie”, auto-
excitindu-se numai in raport cu jocurile
recunoastere, in  defavoarea  oricarei
cunoagteri  reale. Care, in artele
spectacolului, nu poate fi decit emotional-
intelectivd, nu si invers. Altminteri am
reactiona orgasmatic la simpla citire sau
recitire a filozofilor clasici ori contemporani.

Spectatorul captiv nu  traieste
numai in Roménia, el e universal. Se
hréaneste din simularea placerii si refuza pina
si adierea ei pe celalalt trotuar, asa cum
calugarul medieval era dator sa-si refuze si
sd-si pedepseasca visele erotice, ca pe
iminenta pacatului cu gindul. Spectatorul
captiv cautd mituri acolo unde vede o simpla
mascd, pune in orice gogomanie imaginea
unui déja vu, si inventeaza relatii intre ele.
Fiindca spectatorul captiv e snob, nu
recunoaste ca a venit la spectacol ca si
cautioneze (cu entuziasmul lui fabricat
dinainte de a patrunde pe usa masiva a

? Marco De Marinis, ,,Dramaturgy od the Spectator”,
in The Drama Review, 31.2, 1987, pag. 101

teatrului) un regizor sau unui actor care
functioneaza drept locomotivdi in mica
industrie a box-office-ului de turism
cultural. El vrea atingerea, fie ea si la zece
metri distanta, a ,,marii arte”, indiferent daca
productul ofertat inseamna ceva sau nu, vrea
ceva sau nu, sau propune ceva sau nu. Vrea,
de fapt, un BRAND. Spectatorul captiv isi
poartd captivitatea ca pe o decoratie, la
butonier3, iar libertatea ii e, si la teatru ca si-
n viatd, o povard incalificabila. Fiindca,
spectatorul captiv nu e cult (nu are, adicd, o
culturd a functiilor si procedurilor propriei
libertati, in raport cu care arta e un vehicul
principal), el e cultural. Tot astfel cum
anume doamne care tac vast §i expresiv,
stocmai la pont”, in cluburile boeme,
reusesc sa pare culte cind sunt, de fapt, doar
diletant culturale.

Sa nu-1 demonizam! Spectatorul
captiv e si produs si producitor; relatia e
una, aga cum semiotica $i pragmatica au
demonstrat-o de decenii, de strictd
reciprocitate. Institutia teatrala trebuie sa
traiasca si ea. Pentru a trai, de la buget,
are nevoie, in masuri aproape egale, de
artisti care sd produca, si de spectatori
care sa cumpere bilet. Macar de forma.
in conditiile in care un spectator da, inca,
un pret pe bilet egal cu doud pachete de
tigari, orice reguld economicd iese din
joc. Banii de la spectator nu pot produce
teatru intr-un ritm minim compensabil.
In schimb, un regizor importat de la
Bucuresti, Pitesti sau Copenhaga e cu atit
mai valoros cu cit in mentalul colectiv va
fi fost excitat neuronul unui ipotetic
succes de casd sau de criticdi. Cum
spectatorul nu-l1 poate plati din biletele
vindute, la mijloc intrd statul, adica
contribuabilul. Pretul cu care va fi
contractat regizorul va fi, indeobste, cu
atit mai mare cu cit neuronul
spectatorului captiv va fi mai lesne
excitabil, iar statul finantator mai lesne
mindru de ,implicatia sa culturald” in
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BRAND. De aici si extraordinara
afacere: in Roménia de azi, institutia
teatrald (publica, adicd de STAT) este
sifonatd cu aceleasi mijloace cu care,
mutatis  mutandis, erau  sifonate
combinatele siderurgice deundzi. Un
mare festival de teatru sau de muzica
consuma cit bugetul unui judet pe un an,
fara sa aiba decit rar productii proprii (si
acelea alese pe brandul captiv); dar a
aduna a mia parte din acesti bani pentru
o comisionare de piesd (cine-a mai
vazut?!), o publicare de volum, ori o
productie independenta de teatru e
aproape o imposibilitate.

Spectatorul captiv si artistul captiv
al propriului model estetic, directionat catre
conservarea propriului status, formeaza, asa
cum zicea Pavis, un ciclu hermeneutic: numai
ca nu unul deschis, ci unul evident inchis.
Domnul Ionescu, ori Marinescu, sau doamna
Grigorescu, ori Petrescu isi conserva statusul
de ,,culturali”, acceptind faptul ca, din salariul
lor de bugetari de 1.000 de lei, o particica prin
bilet, o alta prin impozite, se duce la marele
regizor Z sau Y. Particica, de regula, se ridica
la minim 5.000, maxim 25.000 de Euro. E
ceva ciudat aici? Nimic. Orice plicere se
plateste, pina si una simulatdi. De aceea
spectatorul captiv nu e niciodatd nici
emotionat, nici contrariat, in schimb e
totdeauna multumit si de sine, si de spectacol.

Nu e adevarat? Ba da, dar cine ar
indrazni sd-si pund public vreo intrebare
despre ingineria financiara a productiei
teatrale oficiale? Institutia teatrald (publica)
se da peste cap, aleargd de nebunda dupa
sponsorizari din care, In Romania banala,
urband, dar dornica de teatru adevarat, s-ar
face cinci spectacole. Fiindca institutia
teatrald nu lucreaza nici dupa legile pietei,
care sunt dusmane artei, dar nici dupa cele
ale generoasei initiative de implicatie, care
presupun, alaturi de arta implicitd,
voluntariat,  experimentalism real si
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generozitate. Deci risc'’. Institutia teatrald e
la rindul ei captiva: captiva a mentalitatilor
vetuste, captivi a legislatiei structural
pasoptiste, captivd a presiunilor publicului
captiv, captiva a criticii encomiastice i
turismului teatral.

A merge la teatru ar trebui sa fie
o bucurie exercitatd in libertate. Tot asa
de bine cum a fluiera la teatru, macar din
cind in c¢ind, ar trebui sa fie nu o
mitocanie, ci un semnal consistent cid
libertatea de a te bucura iti e drastic
incélcata. Ar fi catastrofic si punem pe
umerii solitarului spectator care a huiduit
o data (fie el si o persoand publica) toatd
incarcatura razbundtoare pe care am
acumulat-o in ani. Mai degraba ar trebui
sd ne trezim si sa scuturdam lanturile
captivitatii, in mod sistematic. Nu
neaparat huiduind. Plecind cu aplomb
atunci cind nu mai e nimic de sperat de
la spectacolul cu pricina, sau refuzind sa
aplaudam. Intelegind ce ni se intimpla si
refuzindu-ne captivitatea.

MIRUNA RUNCAN

Aflu dintr-o carte recenti dedicati avangardei
americane din anii '60, cea cunoscutd sub numele
de offf-off-Broadway (Stephen J. Botttoms,
Playing  Underground, The University Of
Michigan Press, Ann Arbor, 2006), cd enorma
problemda care a dus la disolutia miscarii
alternative teatrale din New York a fost presiunea
sindicatelor de a se vinde bilete si de a se semna
contracte colective minimale cu actorii i regizorii.
Altfel spus, normalitatea din mainstream a ucis
avangarda. Qare cititorul-spectatorul roman gi-a
imaginat vreodatd ca marile spectacole despre
care a citit sau auzit din carti, ca Paradise Now,
originalul lui Hair ori chiar Trilogia anticd.... nu
au avut incasari, nici drepturi de autor? Nu vreau
sa spun, se intelege, ca asta ar fi fost vreo fericire...
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The Fictionalized Body in Cinema

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

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

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

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

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

The movie has been compared
to Federico Fellini’s 8 Y4, due to its auto-
biographical approach and to the
combination between reality and fantasy,
used by both directors to portray the
communication between their real lives
and their fantastical, imaginary worlds.
More than this, both movies show the
insides of the creative experience
(whether it is theater or filmmaking).

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

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

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

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

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

All that Jazz: reality and fantasy
combined

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

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

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

As noted before, All that Jazz
combines images taken from the real life
of Bob Fosse with virtual, fantastical
elements of the character. Joe is re-living
images, stages of his life, very much like
in a confessional, or on a psychiatrist
consultation—with Angelique playing
the role of the priest/psychiatrist. In these
scenes there is almost a literal
application to the saying “Flirting with
Death”, as Joe can not stop his charming
attitudes around women, and tries to win
her affections, though both know that
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she’s not going to fall for his lines.
Patricia Mellencamp notes an interesting
contradiction happening between the
musical as filmic object and the
spectators that experience the movies—
in the fact that the elements that should
produce the lowest level of lack-of-
reality awareness, are working exactly as
fantasy alarms.

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

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

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

- the performer is centrally framed by the
camera;

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

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

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

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

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

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

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

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

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

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

"% Ibidem, p. 16.

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

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

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

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

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

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

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

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

object of the masculine representation”"”.

'® Mary Ann Doane, Idem, p.22.
' Mary Ann Doane, quoting Luce Irigaray, Idem,
p22
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Most of the women in the film
seem to be objectified by Joe’s rendition
of them as sexual objects, but then again,
Joe turns from a position of power, as the
bearer of the gaze, in a position of
submission under Angelique’s scrutiny.
So the question is: is the gaze of the
spectator exclusively a male one? And if
it is how can it cope with the loss of
Joe’s power? Because it is easier for
women to accept a position of the male
gaze, that it would be for a man to accept
the fictional castration of the male lead.
Or it is perhaps that the character of
Angelique is seen as a-sexual (because of
her lack of interest in the others, male or
female, as sexual objects) that it would
be easier for male audiences not to be
disturbed and find the pleasure of
viewing her taking control?

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

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

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

The body and our senses:
feeling in cinema

The phenomenological perspective
on cinema, presented by Vivian
Sobchack, comes to describe the physical
relationship between the body on screen
and the body of the spectator. It is
through and with our whole bodies that
we feel a film (not only with our eyes),
but Sobchack is making a distinction
between the “body object (the body that
we have)” and the “lived body (the body
that we are)”?2. Now, this dichotomy of
the body can be applied to Joe’s

! Ibidem, p. 109-110.

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

character, and it could be considered that
his body object is his real-life, tired, sick,
overused body, whereas the lived body
would be his fantastical, healthy and
problem-free body. But a much better
connection can be made in relation to the
body of the spectator. For the spectator is
a body object, bound in the seat of the
cinema; but it also has a lived body, an
ideal body, which is a super-body—the
body on the screen.

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

2 Tarja Laine, Ejja-Liisa Ahtila’s Affective Images in
The House, on Blackboard, University of
Amsterdam, Film Studies, course: Film Theory:
Body, Senses and the Moving Image, September-
October 2007, p.4-6.
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the music), whereas the second number
is a much more apparently chaotic
dancing number, but also one that
focuses mainly on the sexual
representation of the body. Between the
numbers we get to see the dancers taking
their clothes off, marking the difference
between the two numbers, but at the
same time acknowledging the fact that
this underway striptease is catching the
gaze of the audience (especially the male
one) in a scopophilic manner. This
particular number (Air-otica) proposes
images of heterosexual, homosexual
nature, of group sex, and it can be seen
as a breach into the code of morals
imposed by the classical musical genre.
But only if this genre wouldn’t have
already been a sexualized cinema from
the very beginning, due to the presence
of the show-girls on stage wearing short
dresses that practically invited the
scopophilic gaze of the male audience.
Air-otica is a musical member which
creates the strong feeling of a voyeuristic
insight into the spectator. In the second
case—the heart surgery—the gaze of the
spectator (which coincides here with the
gaze of the camera, and not of one of the
characters) goes from outside Joe’s body,
literally, into  his  body. The
phenomenological experience is so
powerful in this scene, in which Joe’s
chest is ripped open that we can almost
feel the knife slicing our own skin and
breaking into our body.

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

If we were to take the literal or
metaphorical meanings of the word
body, there are quite a few that could
find a representation into this movie. The
most common use of the word body is in
explaining the physical human entity; but
it could also mean a dead person (Joe at
the end of the movie), or a group (the
dancers, the producers), or the dancer’s
bodysuits; body language (Joe portrayal
of his decayed state of health in the
mirror scenes); body odour, etc. I would
like to stop and discuss briefly the last
definition, that of body odour. Because if
we were to consider Vivian Sobchack’s
description of the lived body, and her
statement that we see movies not only
through our eyes, but with our whole
bodies and using all of our senses, this
definition of body odour might create
some problems. The obvious reason
being of course the fact that our sense of
smell is negated access into the movie;
due to the fact that there isn’t any way in
which the cinematic apparatus can
transfer odours in the same way that it
transfers images and sounds, a gap might
be created between the film and the
spectator. This argument breaks into the
statement that the filmic experience
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should be an experience lived through
our whole bodies. But even if the sense of
smell is not properly enticed, the images
presented on screen that would suggest a
certain smell could create transition of
information to the brain that would then
extract memories of that smell and thus
create a ‘virtual’ phenomenological
experience. We see in All that Jazz
moments in which the dancers are really
sweaty, and even if we don’t smell that
sweat (hopefully we won’t have sat next to
a sweaty person in the cinema), we have
the memory of the smell and feel of the
sweat from our own bodies, and thus we
can recall those feelings and complete the
“lived body” experience.

Conclusion

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

Georges Banunak A feliigyelt
szinpad cimii, a Koinénia kiadénal most
megjelent kényve a szinhazat a feliigyelet
aspektusabdl targyalja. A szent feliigyelet
és a profan feliigyelet elemzése utan a
felugyeleti berendezést, majd a felugyeletet
a megfigyelés és a  voyeurizmus
fiiggvényében veszi szemiigyre, tovabba a
felugyelettipusokat vizsgalja. Ezt kdvetden
olyan miiveket boncolgat, amelyekben a
felugyelet hangsulyos poziciot foglal el. A
szoveg késobb  attér a  felugyelet
,,52emszogébol” a szinhdz gyakorlati
tanulmanyozasara, ¢s végiil a miivet Gilles
Deleuze az ,.ellenérzés” aktusarol vallott
fejtegetéseinek targyalasaval zarja.

Banu a feligyelet vizsgalatat a
feliigyelet Orzéshez, tigyeléshez
viszonyitasaval kezdi. Az 6rzés kapcsan a
joakarat és a normalitas tényét emeli ki, az
tigyelésnél pedig az emberi megjelenését. A
feliigyelet szerinte ,,atlépi” az emberi hatart,
igy nem is lesz nehéz a teoretikus szdmara a
feliigyeletet a szenthez kétni. Banu a profan
feliigyeletet a szent feligyelet utanzataként
fogja fel. A szent feliigyelet példazza
maganak a feligyeletnek a Iényegét,
amelyet majd profanizalni lehet. (,,A
feliigyelet a szentséggel egylényegii: Isten,
az istenek mindent latnak, és az emberek
kizérélag a felsé hatalom ellendrzése alatt
cselekednek, stirg6lédnek, jonnek-
mennek.”’) Ennek a szent feliigyeletnek a
profan masolata a mindent-latast, a minden-
informacio-begytijtést tartja a
legfontosabbnak. A szerz6 az eldbbinek a
lehetséges modjat a benthami Panopticon
révén mutatja be, amelynek legfontosabb
jellemzoje, hogy a kozépen, egy toronyszerti

* Banu, Georges: A feliigyelt szinpad. Kolozsvr,
Koinénia, 2007.
* Banu: i. m. 16.

épitményben  elhelyezkedé  feliigyeld
minden egyes egyént 1at, és ezek az egyének
nem tudjak megmondani, hogy az az adott
pillanatban éppen melyikojiiket nézi. Mivel
a felugyeld tornyan 1év6 tivegezett feliiletet
be is lehet ugy fedni, hogy az csak a kiilvilag
felé (a megfigyeltek felé) képviseljen
zartsagot, a megfigyeltek szamara a
feliigyel$ lathatatlan marad.*® Ezzel mar a
feliigyelet egyik lényeges tulajdonsaga
teljesiil: a lato lathatatlan maradhat.

Jollehet a nézo6 altal gyakorolt
feliigyelet profan attribitumokban
bovelkedik, Banu bevezet ra egy 1j
feltigyeletet, amely sem nem szent, sem
nem profan, hanem , szinhazi jellegii™®’. A
szinhaz kontextusaban targyalt
feliigyeletek sorravétele eldtt a szerzd
megprobalja elkiiloniteni a feliigyeletet, a
megfigyelést ¢s a voyeurizmust. Talan ez a
szovegrészlet tekinthetd a kotet egyik
legérdekfeszitobbjének. A teoretikus itt
arulja el, hogy a feliigyelet rendszerint
valamiféle hatalommal szembenire vald
valaszaként jon 1étre, €s hogy a Hatalom a
feliigyelet segitségével tud informacidhoz
jutni  a vele szembenallordl, vagy
legalabbis a réla tudomast nem vevordl. A
megfigyelésre a feliigyelettel ellentétben a
semlegesség jellemzo, mig a
voyeurizmusra az erotikus vagy. Ez
utobbit nem lehet teljes egészében
elvalasztani a feliigyelettdl, majd késébb
ismételten meg is jelenik a feliigyelettel
vald kapcsolataban.

A szerzo a feliigyelet
mibenlétének pontositdsa utdn mar attérhet
a  tipusok  ismertetésére. = Mindet

26 A kép a benthami Panopticonrdl a kovetkezd oldalon
talalhato: http:/architectures.danlockton.co.uk/?
page _id=4[2007. december 3.]

" Banu: i. m. 22.
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dramékkal vilagitja meg. A célzottat
olyan Shakespeare-darabokkal illusztralja,
amelyekben egy fiatal lany Aalruhaba
bujva hireket gytjt be; a kozeli
feliigyeletet Goldoni Chioggiai
csetepaté-dramajanak egyik eldadasan,
illetve Alexandru Kiritescu Szarkafészek
cimli miivén keresztill elemzi. Ez utobbi
feliigyelettipusra a szerepek cseréje
jellemzd. A feligyeld és a feliigyelt
szerep valtakozhat, ,,mindenki felvaltva
lathat és valhat lathatéva™?". Banu e két
feliigyeletfajtat kovetden végil ratér a
konyv ezen részében elemzett utolsod
tipusra, a tiintetd feliigyeletre, amelynek
meghatdroz6 jegye, hogy a feliigyeltek
tudnak a feliigyeletrél. A teoretikus erre
a legjobb példat egy prézai miiben
talalja, George Orwell /984-ében, am
emellett egy dramat szintén felmutat,
Gabriel Arout /gen-jét.

A dramak szinpadi
megvalosuldsai beletitkoznek a feliigyelet
abrazolhatosaganak problematikdjaba, azaz
abba, hogy a feluigyelo—feliigyelt kettds
mind a két tagjat lathatéva kell-e tenni.
(Erdekes, hogy a feliigyel8 lathato 1étének
eme kérdését Banu majd a rendezd
kapcsan veti ismételten fel. Ott majd a
rendezé mint a sajat el6adasara feliigyeld
jelenik meg, illetve nem jelenik meg.) Ez a
felugyel6—feliigyelt viszony majd humoros
formaban tiinik fel a bulvardarabokban,
ahol a feliigyeldi szerepbe kényszertilt
(legtobbszor szeretd) egy rejtekhelyrdl
tarthatja szemmel a feliigyelteket ugy,
hogy az egyik feliigyelt tud, a masik
viszont nem a ,rogtonzott felugyeletrol”.
Ez esetben a feliigyeltek szama minimum
kettére emelkedik. A feliigyelo—feliigyelt
kettdsh6z még hozzaadodik egy harmadik
instancia, aki majd kivalogatja ¢s értelmezi
a szerzett informaciokat, amelyekért a
felugyelet egész aktusa végbemegy. Banu a

% Ua. 38.

harmadik instancia 1ét¢t nem tudja
tovabbvinni a kiiszob targyalasakor, hiszen
ott mar Genet Szigoritott bortoné-nek
vizsgélata kapcsan egy olyan feliigyeldrol
beszél, aki az informaciokat értelmezi is.
Nem véletlen a harmadik szerepld
felvetése ebben a feliigyeleti viszonylatban,
hiszen maga a viszony hierarchiat
feltételez, ugyanis mindig van, aki a
felugyeletet megrendeli egy a
hierarchidban 4ltaldban lejjebb helyezkedd
egyéntol, aki a feliigyeletet vagy parancs
miatt, vagy fizetség fejében teljesiti. A
fizetség — a teoretikus ramutat erre — sok
esetben elmarad, a feliigyeldt pedig a
fizetés elott még eltiintetik; a feliigyeld tal
sokat tud, az informaciot masnak is
cladhatja, illetve informaciot vihet az
eddigi megrendeldjérdl.

A felugyeldk az informaciot nem
csak és kizarolag rendelés miatt szerezhetik
be, hanem sajat elhatirozasukbol is.
Példaul akkor, amikor valakit meg akarnak
téveszteni. Ekkor persze nem valddi
informacioszallitasrél van szo, hanem
szandékoltan hamis adat szolgaltatasarol. A
feltigyel6 igy becsapja aldozatat, majd
annak a hamis adat miatti tettét figyelheti
ki. Ezt a technikat alkalmazza Shakespeare
a Vizkeresztben. A becsapas — amelynek
végsd kimenetelét azonban eldre nem lehet
latni — negativ kovetkezményeket szintén
eredményezhet. A helyettesités és a
szinlelés igénybe vehetd a csel sordn. A
becsapasnak Iétezik egy masik fajtdja
Shakespeare-nél, amely a Lear kirdlyban
vehetd észre. Ez esetben a feliigyeld
a feliigyelet félrevezethet, igy azt latja, amit
az akar, hogy lasson, aki a feliigyeld
az apa ebbdl adoddan hitt a megrendezett
felugyeletben.

Banu a feliigyeldk altal elfoglalt
teret a kiiszobmetaforaval érzékelteti. A
kiiszobok mar tobbé nem védik a
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maganszférat, annak hatarait — ha ugyan
léteznek még hatarai. A roman teoretikus
megallapitja:  ,a  kiiszob  poétikai
szempontbol a koztes tér, a személyes és
a kozos kozti atmenet””. Banu tehat itt
ugyanazon jellemzoket emliti, mint
Arnold van Gennep az atmenetek
jelenségének  targyaldsakor.””  Van
Gennep szerint létezik egy ,.koztes tér”,
amelynek a semlegesség hangstilyos
attribituma. Ez a semlegesség a roman
szerzd szerint akkor sztinik meg, amikor
a feltigyel6re hatassal van a feliigyelt. A
feligyelo  leleplezddik, az  alruha
szétfoszlik. A feliigyeld a feliigyelethez
kapcsolddd jelentést, irastevékenységet
mar nem tudja megfelelden ellatni.

A teoretikus, miutan tanulmanyozta
a feliigyelet tipusait ¢s a feliigyelet soran
korvonalazddd  jelenségeket,  egyes
darabokat  alaposabban  vizsgdl a
feliigyelet eddig targyalt aspektusai feldl.
A fentiek nyoman elemzi a Hamletet, a
Tartuffet, a  Nok  iskoldjat, a
Britannicust, A vitat, a Hitelezoket, a Fel
is ut, le is utat, a Bernarda Alba hazat,
Az erkélyt és a Marat/Sade-ot. Az

elemzések mindegyike nagyon
invenciozus, €¢s mégis szem elott tartja a
feliigyelet alaptulajdonsagat, az

informacioszerzés utani  vagyat a
felugyeletet végrehajto/végrehajtatd oldal
biztonsagérzetének fenntartasa és
megerdsitése céljabol. Talan a Bernarda
Alba hédza révén megjelend analizis a
legnagyobb hatast.

A mivek tanulmanyozasat
kovetden Banu a gyakorlati eljarasokat
vizsgdlja. A cenzuraval kezdi. A
szerkesztés nagyon jonak mindsiil,
hiszen az el6z6 egység utolso fejezete és
a ra kovetkez0 egység elo fejezete kozott

* Ua. 60.
* Gennep, Arnold van: Les rites de passage:
étude  systématique ... Paris, Librairie

Critique, E. Nourry, 1909.
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kapcsolat van. Az utolsé elemzett darab
a  Marat/Sade, amihez  politikai
aspektusokat figyelembe vevd
tanulméanyozas sziikséges, ami meg is
valosul. A politikai aspektus Osszekoti a
Marat/Sade kapcsan feltiind szoéveget a
cenzurardl irottal. Banu a szinhdzhoz
parosuld cenzurak targyalasa soran az
irodalmi szoveghez fiiz6d6 cenzura
vizsgalata mellett azon cenztrakra tér ki,
amelyek magat a szinhdzi el6adast
érintik, vagyis emliti, hogy a bemutatok
el6tt még a szinhdzban megjelenhettek
felugyelok azzal a céllal, hogy az
el6adast megnézzék a premier -eldtt,
illetve a teoretikus széba hozza, hogy
olyan feliigyelok szintén 1éteztek, akik a
probafolyamat  kiilonb6zé — stadiumait
figyeltéck meg. Banu nem felejti el a
kozonség soraiban mar a nagyobb
publikumhoz sz6l6 eldadasokon jelen
1évd ,hivatalos” feliigyeloket sem.

A kozonség tagjai tulnyomorészt
nem a cenzira mechanizmusdhoz
kotddnek. A szinhdz lehet6vé teszi a
kozonség szamara az Onfeliigyeletet,
hiszen a publikum egyik tagja feliigyelheti
a masikat akar a paholyban 1évé tiikor, akar
a szinhazi latcs6 segitségével.
Természetesen a k6zonség a szinpadot
ugyancsak feliigyel(het)i. Az eldadas
megkezdése elott nem szokatlan, hogy a
jatszok és a rendezd feliigyeletet
gyakorolnak a kozonségen a fliggdnyon
1év6 lyukon keresztiil. Megismerkednek az
aktudlis  publikummal. A  kozonség
feliigyel6i kozt lehet rendezd-feliigyelo,
ugyanis jO néhdny rendezd szereti az
Osszes eldadasat estérdl estére megfigyelni.
A rendezék felligyeletének targyalasakor
Banu t6bb rendezétipusra is hoz példat:
szerinte Ariane Mnouchkine allandd,
segitd és minden egyes eseménysorhoz
kothetd feliigyeletével prezentalja mind a
,,bjkalé”, mind az ,anyai” feliigyeletet;
Tadeusz Kantor a szinpadon maradt, és
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ezzel valami olyasféle felugyeletet
gyakorolt, amely jelezte, hogy az eldadas
végig az 6 uralma alatt volt; Peter Brookra
a ,diszkrét feliigyelet” jellemz0, amelyet
vagy a k6zonség soraibol, vagy a folyoson
ilve, vagy egy az Oltozoben [évo
hangszoro elétt tartdzkodva visz véghez.

A szerz6 ezen feliigyeletek mellett
kiter még az egy-egy eldadason a
szinpadtechnika altal abrazolhato
feliigyeletekre, amelyeket be lehet mutatni
kiilonboz6 bonyolult technikai
megoldasokkal, videokamerdk mindeniivé
helyezésével, am sok rendezd inkabb az
archaizmus kiemelését tekinti fontosnak a
szinpadtechnikdban is. Emellett tobb
rendez0 maganak az atlatszosagnak a
tényét  hangsulyozza olyan falak
felallitasaval, amelyek a felligyel6tdl
semmilyen meger6ltetést nem varnak el,
hiszen vékonyak, és ezért minden
athallatszik rajtuk.

Georges Banu  konyvét a
felugyelet jelenségének tovabbgondolasaval
zarja, Gilles Deleuze ,.ellendrzés” aktusarol
vallott nézeteib6l kiindulva. A zarlatban
még szembedllitja a filmet és a szinhazat
az  ellendrzésfeliigyelet  kettdsének
viszonylatdban. A filmnél (az amerikait
emliti) a technikai megvalosulasok, mig a
szinhaz kontextusaban az emberek kozotti
kapcsolat  vonatkozasaban targyalja a
felugyeletet. A konyv ziar6 mondataiban
még hangsulyozza — amit az egész kotet
soran el6térbe allit —, hogy 6 a , feligyelet
gyermeke™'. A megjelend torténelmi és a
politikai aspektus — amely az archivalas
problematikdjanal erdteljes — éppen ezért
emelheti ki az elemzéseket egy tisztan
teoretikus kontextusbol, és teheti a konyv
egészét a feliigyelet kérdésének alapos
vizsgalatava.

KOVACS FLORA

*! Banu: i. m. 170.
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Mihai Miniutiu — Despre masci si iluzie®
Symposium. Versiunea Miniutiu

Chiar si pentru cei care cunosc
indeaproape eseistica teatrala a lui Mihai
Maniutiu,

Despre masca si iluzie, volumul
publicat de Editura Humanitas si lansat
la Bookfest 2007, poate constitui o
revelatie. In ceva mai mult de o sutd de
pagini se afla concentrat — datoritd unui
inspirat efort de sinteza asumat de Lidia
Bodea, redactoarea cartii — un intreg
esafodaj teoretic ale carui de linii de
fortad erau vizibile incd din anii *80 (cand
au aparut studiile Redescoperirea
actorului si Act si mimare, reeditate, in
2003, de Fundatia Culturala ,,Camil
Petrescu™), dar a cadrui confimare
academica a venit abia de curand, o data
cu substantiala tezd de doctorat finalizata
de Mihai Maniutiu.

Filosofia artei actorului, si nu
numai ea, caci demonstratia implica si o
filosofie a receptarii  (sensul —
»~implinirea operei dincolo de corpul si
materialitatea ei” — realizadndu-se, pentru
regizor, in ,.ceilalti, spectatorii”), ba inca
mai mult, o filosofie a teatrului ca

modalitate  ontologica —  expresie
sublimatd si intensificatd a vietii,
~demiurgie sui-generis” —, iatd ce

constituie nucleul noului volum. Despre
mascd i iluzie este, fara indoiala,
rezultatul anilor de experientd directd ai
artistului — o experienta senzoriald,
intrucét erotizata, dupd cum marturiseste
el insusi, oglindd a relatiilor pasionale
intretinute cu partenerii de joc, cu scopul
declarat de a evita ,capcanele
narcisismului” —, dar este si rodul unei
curiozitatii mereu reaprinse, niciodatd pe
deplin satisfacute, in fata misterului
originar al artei pe care o practica.

3 Editura Humanitas, Bucuresti, 2007

Inainte de orice, Maniutiu se
aratd sedus de misterul pe care nici o
interogatie si nici o teorie nu au fost in
masurda sa-1 dezvéluie si sa-1 explice —
fiinta actorului: ,,Ce straniu, ce absurd, in
fond: sa fii invadat de tine insuti, care e
un altul, si sé te regasesti in fantoma care
bantuie locul absentei tale!...” Regizorul
stie acum ca orice tentativa de formulare
ori normalizare a misterului nu face
decat sa-1 oculteze, sa-1 opacizeze. Din
acest motiv, pentru el, adevaratii oameni
de teatru sunt naturi poetice, vizionare,
care pretuiesc si cultiva vraja constitutiva
oricirei efort de ,intrupare”. Prin
urmare, citeaza direct numele lor ori doar
invocd In taind prezenta unui Craig,
Artaud, Grotowski sau Brook, de care 1l
apropie optiunea radicald pentru o artd a
histrionului inteles ca ,,oficiantul consacrat
lui a fi”, iar nu lui ,,a face”, pentru o arta a
»iluziei deschise spre nivelul ei ontologic”,
iar nu ideologic (acolo unde nu sunt de
gasit decat ,mortalul mimesis” i
reflectarea naturalist-narcisica a
manifestarilor viului). Aceasta si doar
aceasta este perspectiva din care teatrul
devine, in Absolutul spre care artistul tinde
mereu, instrument de  cunoastere
(gnoseologie) si ,aventura formativa”,
exercitiu spiritual al ,,remodelérii de sine”
(pedagogie).

Scriind el insusi asemenea unui
artist cu viziune, Mihai Maniutiu
semneazd o operd de reflectie teoretica
care ademeneste cititorul (initiat sau nu)
intr-o retea densd de abstractizari si
metafore, refractara oricarui efort de
rezumare ori simplificare. O dovedeste,
de altfel, chiar segmentarea textului in
capitole — altele decat cele din versiunile
anterioare ale eseurilor care-1 compun —,
operatie necesarda si totusi arbitrard, de
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vreme ce temele anuntate in subtitluri
revin, se Inldntuie, se cheamd sau se
rasfrAng unele pe altele fard putintd de
sistematizare si delimitare certa.

Dincolo de reperele teatrale
recunoscute, modelul poeticii maniutiene
il reprezintd, de altfel, rationamentul de
tip metaforic specific filosofiei lui
Platon, caruia regizorul ii face loc in
eseurile sale ori de cate ori intdmpina
refuzul ratiunii de a cuprinde teribilele
paradoxuri ce definesc fiinta histrionului.
Asa se Intdmpla, de pilda, atunci cand
incearcd sa aproximeze limita dintre
libertarea generativa a ,actul ludic” si
cenzura ,actiunii  scenice”,  dintre
»concentratul psiho-fizic de energie care
e actul” si materializarea lui in limitele
conventiei. ,,S& ne imagindm — ne invita
Mihai Maniutiu, inspirat, desigur, de
»mitul pesterii” — un culoar cufundat in
claorbscur, prin care béjbaie sau
inainteaza ferm actorul — acesta e spatiul
interioritatii lui, spatiul ca intreg al
vocatiei sale. Undeva, la capatul
culoarului se afli o usd deschisa,
neaparat deschisd, prin care patrunde
lumina rece, difuza, a vietii din afara
vietii de pe scend. Pragul ei desparte
actul de mimare. Conditia histrionului
inspirat e aceea de a nu trece niciodata
acest prag, dar totodatd de a-1 presupune
neincetat, de a se lasa calauzit de lumina
de dincolo, de a nu o uita nicicand.”

Pentru practicianul-teoretician,
filosofia artei actorului nu poate viza, asa
cum lesne se intelege de aici, decat
,,veritabilul  histrionism”, acela care
~implici o morald a calitatii’, a
diferentei de nivel ontologic dintre viata
si artd. Maniutiu merge chiar mai
departe, ricandnd in fata ,,mortificarii”
individului captiv in cercul conventiilor
sociale (in ceea ce el numeste ,,rolurile-
matcd” sau ,,carcerd”): ,,Vietii 1i apartin
magtile necrozate, tiranice, carora nu li te

poti smulge decadt riscand sanctiunile
cuvenite hybrisului, in timp ce teatrului 1i
revin magtile infidele, jucduse, care
promit 1intotdeauna mai mult decéat
implinesc §i care trezesc dorinte mai
mari decat pot satisface”.

De altminteri, pentru regizor,
teatrul nu poate fi descris decdt 1in
termenii jubilatorii specifici tensiunii
erotice — caci ,,sa doresti si sa fii dorit”
implicd bucurie, placere, exuberanta,
gratie, chiar dacd, asa cum o stie si o
presimte orice artist inspirat, nimic nu se
inrudeste mai intim cu dinamismul erotic
decat , frisonul letal”.

Influenta covarsitoare a lui Platon
asupra poeticii maniutiene ¢ sesizabild mai
cu seama in aceasta pozitie centrald pe care
0 ocupa in cadrul ei Erosul — forta stihiala ce
polarizeaza fiinta, in egala masura
regeneratoare §i  mistuitoare.  Principiul
placerii  conditioneaza, dupa Mihai
Maniutiu, 1nsdsi  existenta  actorului,
implicind tensiunea dintre ,.abandon” si
,despuierea de sine”, dintre risipirea de sine
si ,,autofagia simbolica”, cu toate atributele
ce decurg de aici: inconstanta, libertatea de
metamorfoza, proteismul, mistificarile,
travestiurile (sau ,,obrdzarele”), confuzia
rezultatd din anularea cenzurii, seductia
dedublarii, alteritatii si pluralitatii.

Sa nu ne ingelam insa, caci ,la
originea vointei lui de prefacere se afla
nostalgia unitatii irecuperabile a fiintei”.
Ce altceva este adevaratul histrion daca
nu ,alcatuire androgina, nici reald, nici
irealda”, sediul carnal si campul de lupta
simbolic al tensiunilor, aporiilor si
extremelor psihice ce-si cautd solutia si
descatusarea?

Analiza modalitatilor specifice
prin care actorul atinge si transgreseaza
limitele interioritatii umane il confirma
pe Mihai Maniutiu in ambitia sa de a
forja concepte si viziuni profund
personale, propundnd, in acelasi timp,
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categorii de lucru perfect functionale. O
astfel de categorie este, In primul rand,
Hfigura ludicd” (sau ,cel de-al treilea
corp al actorului”, prin care acesta reuseste
sa depédseascd neajunsurile dualitatii, un
trup ,jintrupat exclusiv pentru joc” si
ingloband atit persoana privata, cat si
personajul). Ea nu va fi nicicand intdlnita la
capatul unui efort mimetic, ci doar in urma
unui ,,proces de instrumentalizare” prin
care actorul se re-creeazd ca ,imagine
carnal-fictivd”. Doar fabricandu-gsi un
»corp spectacular”, profund cerebralizat si
in acelasi timp profund sexualizat,
histrionul se elibereaza de personajele care
pre-exista 1n el ca virtualitati nerealizate, ca
,yhomunculi”  sau  tensiuni  echivoc
nevrotice” ce riscd, altminteri, ,,83 se
necrozeze, si nu 1isi afle expresia
eliberatoare”. Sunt doar cateva dintre
conceptele-imagine cdrora eseistul le
consacrd unele dintre cele mai
interesante pagini ale sale.

Daca ar trebui sd desprindem
din amplul eseu al lui Mihai Méniutiu o
singurd idee memorabila, ea nu ar putea
ar fi decat una profund stenica: actorul
ne aratd cd Visul e ,practicabil”, el ne
salveaza ca indivizi, ademenindu-ne pe
taramul posibilului, al propriei noastre
virtualitati §i  potentialitati, —mereu
cenzurate in regim diurn. Prin el, scena
devine spatiul de experiment al fiintei, al
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riscului si primejduirii de sine (cici, in
fond, ,,actorul este ceea ce il consuma”),
laboratorul in care sunt fabricate crizele
si anarhiile care ne destabilizeaza pentru
a ne purifica mai apoi (efectul de
catharsis), teatrul revelandu-se astfel, ,,nu
numai [ca] o parantezd fictiva a vietii,
dar si [ca] centru iradiant al ei, un centru
datator de sens si energie spirituala”.

Cu o asemenea idee germinativa,
Despre masca si iluzie are toate sansele
sa fie treacd, printre (putinele) carti
consacrate teatrului pe piata editoriald
romaneascd, drept una profund inactuala.
Ar fi de ajuns sa citdim numai aceasta fraza
pentru a descuraja destui cititori: ,,orice
tentativd  novatoare in  domeniul
interpretarii  actoricesti  este  sortitd
inevitabil esecului [...] dacd nu porneste de
la ideea de a reforma caracterul celui
destinat sa experimenteze o noud metoda
de joc”. Inactualitatea ei nu trebuie privita,
totusi, ca o scadere, daca ne gandim ca in
exercitiul teatral cotidian — tot mai des
localizabil sub zodia negocierii si a
compromisului —, inactuali au devenit si
Craig, si Artaud, si Grotowski, cu
imposibilele, utopicele lor exigente
morale, al cédror ecou viu si frisonant
izbuteste sa-1 amplifice, in eseurile sale
teatrale, regizorul Mihai Maniutiu.

ANDREEA DUMITRU
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Emberbé6l majom

Noha a Mihai Maniutiu rendezte
eldadas megtartja a bibliai szoveg cimét,
mégis minden elemében gyokeresen eltér
attol. Maivad teszi a problematikat,
méghozza olyan moddon, hogy teljesen
atértelmezi a szituacidt, a szereploket, a
konfliktust és magat az tizenetet is. Mindez
elsdsorban abban nyilvanul meg, hogy a
rendez0 mozgasszinhazi nyelvbe {ilteti at
az Enekek énekét. A szoveg teljesen
hattérbe szorul, a fészerep a mozgasé lesz.
Abbol sziiletnek meg a figurdk, és az
jeleniti meg a szereplok kozti viszonyokat
is. Ez a formanyelv egyszerre jelent
kihivast a szinészeknek és a nézoknek. A
szinészek, a nyelvet alig hasznalva,
kénytelenek szinte kizardlag a testiikbol
épitkezni. A nézd pedig egy kddoltabb,
bonyolultabb jelrendszerrel all szemben,
hiszen csak kevéssé tamaszkodhat a
mozgasnal talan egyszeriibb nyelvi jelekre.
Az a kevés nyelvi jel viszont, ami jelen van
az eloadasban, sokat segithet az
értelmezésben, mivel szervesen
Osszefonodik a mozgassal.

A bibliai szoveggel ellentétben az
eldadds nem nyolc, hanem hét fejezetre
oszlik. Ezeket a jeleneteket élesen
elvalasztja egymastol a fejezetcim és a
mottd, amely minden Ujabb fejezet eldtt
fehér vetit6vasznon jelenik meg. Ezek a
fejezetcimek ¢és mottok Osszefoglaljak,
elorevetitik, hogy mi fog torténni a
kovetkezé pillanatokban a jatéktéren, és
egyben az értelmezés  iranyat s
meghatarozzak. A jelenetek szokatlanul
hatarozott elkiilonitése ellenére sem esik
szét az eldadas, hiszen a részek szorosan
egymashoz kapcsolédnak. Mindegyik egy
1épés a vilagossag €s a sotétség, a szent s
a profan, a szeretet ¢s az erfszak
konfliktusdnak megoldasa, a végso lizenet
kimondasa felé, azaz, hogy ,.eros a szeretet,
mint a halal”.

A szeretet kétes 1éte all az eléadas
kozéppontjaban. A szent érzés
elpusztitasaért, a sotétségért kiizdenek az
Ej varfalainak érei (Balla Szabolcs, Bir6
Jozsef, Bodolai Balazs, Buzasi Andras,
Dimény Aron, Fogarasi Alpar, Hathizi
Andras, Laczké Vass Robert, Molnar
Levente, Orban Attila, Salat Lehel, Sinko
Ferenc, Sziics Ervin). A rendezd
koncepcidjaban az 6rok groteszk bohocok.
Groteszkségiiket hangsilyozza minden: a
jelmez, a torz smink, a mozgas, a
gesztusok €s a mimika egyarant. Az
eldadas elsd jelenetében egyenként jonnek
be a jatéktérre, mindannyian artatlan
bohoctréfakkal —szérakoztatva a nézot.

Mindegyikiknek megvan a maga
visszatérd mozgassorozata (egyik bohoc
példaul fel akarja venni a f61dr6l a kalapjat,
de minden esetben elrugja magatol), amely
csak akkor tlinik el, amikor karra alakulva,
kollektiven megerdszakoljak Szulamitot
(Vava Stefanescu/Gyorgyjakab Eniko).

A kollektiv nemi er6szak valtja
ki Szulamit ellenallasat a szintén karként
megjelenitett Jeruzsalemi nokkel (Albert
Csilla, Boldizsar Emoéke, Kat6 Emodke,
Kali Andrea, M. Kantor Melinda, Péter
Hilda, Skovran Tiinde, Tordai Tekla,
Vindis Andrea) szemben. Habar Szulamit
az anyasadg, a szeretet megtestesitdje,
megerdszakolasa kovetkeztében nem képes
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magan viselni a tisztasdg szimbdlumat, a
menyasszonyi ruhat. A Jeruzsalemi nok
ujra ¢és ujra megprobaljak rdadni, de
Szulamit mindannyiszor letépi magarol.
A jelenet repetitiv mozgasokbdl all,
amelyek Szulamitnal a
leghangstlyosabbak. Az & esetében
érvényesiil leginkabb a mozgasszinhazi
formanyelv, hiszen az eldadasban
egyszer sem szblal meg. Mindent a néha
ismétlodo, néha szakadozott, néha ndies,
finom mozgéasok altal fejez ki. Vava
Stefanescunak ¢s Gyorgyjakab Enikének
egyarant sikeril csupan ebbdl az
eszk6zbdl  megépitenie a  karaktert.
Ugyanazokkal az eszkozokkel dolgoznak,
mégis a dupla szereposztas két kiilonb6zo
Szulamitot eredményez. Vava Stefanescu
Szulamitja célratorobb, férfiasabb, mig
Gyorgyjakab Enik6é az artatlansag, a
tisztasdg és a noiesség megtestesitoje.
Mindemellett példdul a menyasszonyi
ruhat 6 is épp olyan vadul és meglepd
hatarozottsaggal tépi le magardl, mint
Vava Stefanescu Szulamitja.

A folyamat eredményeként az
Oreg (Senkélszky Endre) megjelenésekor
mindegyik Jeruzsalemi né magahoz vesz
egy-egy menyasszonyi ruhat. Ezzel jelzik,
hogy Ok hajlandok ennek a Iépésnek a
megtételére, hajlandok  menyasszonnya
valni, de csakis annak az igaz szeretetnek a
megéléséért, amelyet az Oreg képvisel. Az
Oreg mindenben més, mint amit és akiket
eddig lattunk. O az egyediili, aki polgari
ruhdt, elegins kosztimot visel. Kora
egyértelmiien a szeretet létének
kérdésességét tamasztja ald. Azt sugallja,
hogy kihalofélben van az az eszme, az az
értékrendszer, amelyet 6  jelképez.
Utazodtaskaja is azt jelzi, hogy utban van
valahonnan valahova, talan az életbdl késziil
atlépni a halalba. Ez a sejtés bizonyos
szinten be is igazolddik, hiszen a Szulamittal
kozos reggeli utan az Oreg meghal. Hal4lat
a Jeruzsalemi nok elfogadjak, a karbol kiilon
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identitasként kilépve mindannyian
megprobaljak egy-egy piros paplannal
letakarni az Oreget. Szulamit viszont
minden esetben magaval rancigalia a
holttestet. Neki hosszabb id6re van
sziiksége, hogy megeméssze a Férfi halalat,
de végiil bebujik a paplanhalom ald, ezzel
adva a néz06 tudtara, hogy tovabb lépett.
Ebben a folyamatban probalja
segiteni az Embermajom (Gall6é Ernd) is.

Ennek a figuranak a
ragaszkoddsa Szulamithoz maér az Oreg
halala elott is érzékelhetd volt, de a
kotodés megkérddjelezhetetlen
kinyilvanitasa akkor torténik meg,
amikor levéve majommaszkjat,
megprobal emberré valni. Szulamit
ekkor visszautasitja. Amikor pedig
Szulamit teszi meg ezt a 1épést, s
megprobalja eldhivni az embert beldle,
mar kés6. Az Embermajom mar nem tud
kiegyenesedni, mozgdsa mar nem tud
emberivé valni. Eluralkodott benne az
allati, és mindent elpusztitott, ami emberi
volt. Gallé Ern6, kidolgozott €s pontos
mozgésa révén valéban egy
embermajmot lattat. Ez a lény el6szor
elfogadja mibenlétét, néha inkabb
majom, néha viszont eldjon beldle a
roncsolt, csonka, de érzé ember. Késobb
pedig szenved attol, hogy az allat
ottragadt benne, hogy még azért a ndért
sem tudja mar visszaforditani a
folyamatot, akit szeret, akit mindig véd a
sotétség dreitdl.
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Ilyen moédon Szulamit egyediil
marad, egyedill kell végigmennie azon az
uton, amelyet raosztott egy felsd hatalom,
az Isten. A Jeruzsilemi ndk ott vannak
mellette, ugyanazt az értékrendszert
valljak, kovetik, mégsem tekinthetok
konkrétan segitségnek. Szulamit az
egyediili, aki elegendd akarattal ¢s
tisztanlatassal rendelkezik ahhoz, hogy
legy6zze az Ej varfalainak 6reit. Viszont
a bohoécok is tudatosan dolgoznak a
totalis profanizacion. A Sziget cimi
jelenetben mar nem csak  not
er6szakolnak, hanem megszentségtelenitik
a templomot, amelyben a jeruzsalemi
nék Szulamitot hivé imai elhangzottak.
A bohdcok az imadkozasra szant padokat
fizikai er6probakra, erotikus tancra vagy
épp alvasra hasznaljak. Végiil pedig, azt
gondolvan, hogy Szulamit egyediil mar
konnyli prédanak szamit, étel talalasara
alkalmas edénybe zarnak egy-egy lepkét,
azaz csapdaba csaljak a not.

A végeredmény azonban azt
mutatja, hogy Ok a naivak, Szulamit
hatalma pedig nagyobb, mint hitték. Az
utolsod jelenet gydz meg errdl, amelyben
Szulamit mirhaval keni meg a padokon
fekvé halottakat. Ilyen mddon hozza
vissza a szentséget, a tisztasagot ebbe a

tétbe. A folyamat kozben 1jra
megjelenik a szinen az Oreg, ugyanolyan
elegansan, méltdsagteljesen, utazdtaskaval
a kezében. Halottak kozott jelenik meg,
hiszen fizikai 1étét tekintve, elhagyta az
éloket, ¢és megérkezett oda, ahova
tartozik 6 is. Az eszme, az érzés viszont,
amit képvisel, a fizikummal egylitt nem
veszett el. Eddig csak latta, mostmar
hallja is a nézd, hogy ,.erés a szeretet,
mint a halal”. Nem erdsebb ugyan, de épp
olyan nagy a hatalma, ,Langjai tiiznek
langjai, / Az URnak langjai. / Folyok arja el
nem fojthatnd, / Ozonviz el nem olthatna.”
Tehat a szeretet semmilyen evilagi
eszkozzel el nem pusztithatd, mert egy
felsobb szinten létezik.

Az eladast viszont a mar
majomma valt Embermajom képe zarja,
azt jelezve, hogy a szeretet 6rokérvényii
ugyan, az embert mégis folyamatosan
érik a szellemtol, a 1élektol, az emberitol
eltavolitdé hatdsok, amelyek majomma
teszik, amelyeknek ellen kell allnia. Az
eléadas tehat, példazat-jellegébol
kifolyolag felszdlitia a nézdt sajat
értékrendje atgondolasara.

MARTON IMOLA
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Death as a Possible Escape

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

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

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

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

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

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

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

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

say that Romania was possibly the worst
of a very bad bunch of Communist
dictatorships in Europe. Juliet brings us
inside a compelling chapter of that
appalling and amazing history.

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

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

CHRISTOPHER MARKLE
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Berszan Istvan: Riturile literaturii. Scris si literaturi pe teren®

,»Cititul este gestul corpului (la
urma urmei, omul citeste cu corpul
propriu) care instaureaza si rascoleste in
acelag timp ordinea aceasta; este
surogatul intern al perversiunii“ — afirma
Roland Barthes in scrierea sa Despre
citire, dar aceasta o face in cadrul
traditiilor structuraliste. Cititul este, deci,
o indeletnicire care se extinde la intregul
corp pe care il si solicita.

Berszan Istvdn 1n cartea sa
Cartea pe teren defineste gestul din
punctul de vedere al cercetarii praxisului:
ca fiind miscdri marunte, impulsive
provenind din diferite provocari ale
atentiei. Cititorul se va opri, poate, la
lecturarea acestor randuri sub incidenta
acestei afirmatiei, deoarece pentru o
intelegere exacta are nevoie de o atentie
amplificatd. Trebuie luat in considerare
ca titlul poate sd se autoimpund prin mai
multe cai, prin forma, prin propria
constructie, prin trimiterile tematice,
intrucit nu-i usor sd umbli pe teren.
Parcurgere corpului cartii necesitd si ea
un anumit exercitiu: exercitii de citire i
de rabdare. Continutul propriu al cértii
ne introduce pe terenul real al exercitiilor
de citire si de scriere. Terenul nu este
aleator deoarece nu doar literele si
semnele grafice pot fi intelese, ci se pot
fi citite pand si ,adaosurile” naturii.
Desigur, la semnele de aceastd naturd
accentul se pune mai mult pe autor.

Participantii praxisului traverseaza
triada magica: opera de artd, autorul si
(recurgand la cadrul notional) receptorul.
Mai mult, ei experimenteazda aceastd
tripolaritate, o trdiesc prin propria lor
piele. Elementar este faptul, ca toate
acestea se fac intr-o naturalitate, doar

¥ Berszan Istvan: Terepkonyv Ed. Koinénia,
Cluj, 2007
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prin ritmicitatea descoperirii §i explorarii
de sensuri se pot experimenta riturile
exercitiilor de citire. Intii, prin trairea
semnelor, a ,,simturilor” (si, eventual, a
lipsei acestora), apoi prin exercitii de
citire pe teren. Urmand acestea, textele
maghiare contemporane trebuiesc citite,
experimentate uneori pe firul unor indicatii
viscerale. Chiar mai mult, trebuie urmarit
migcarea miinii naratorului  din  textul
exemplificativ, apoi se poate reconstitui
corpusul textului, urméarind atent ,relatiile
normative” din text. Toate aceste activititi
inseamna nu numai un travaliu independent,
dar si contrariul acestuia: relationarea atenta,
sensitiva, grija pentru Celalalt.

Ordinea si structura exercitiilor
functioneaza cu exactitea unei partituri. Ca
0 mica surpriza, in partea doua a cértii
gasim discursuri teoretice ce ne imping
chiar la masa de scris. Ele ofera strategii
interpretative pentru o mai buna asimilare a
riturilor externe, a exercitiilor de teren.

Aceste rituri §i meditatii nu ne
invatd la citirea sistematica. Prin ele
gasim, mai degrabd, o ordine — ne
pozitionam altfel in actul de citire, dar nu
numai atit, reusim sa delimitadm si riturile
noastre obisnuite premergatoare actului
de citire. Vom trata altfel chiar si
obiectul aspiratiilor noastre. Punctul de
unde se reface ordinea. ..

BAKK AGNES
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Ungvari Zrinyi diké: A latott 1ét dramaturgiaja® —
Posztmodern szemszogbdl az abszurd

Az abszurd drama és szinhaz
tudomanyos, ,,bonctani” elemzésének most
lehet igazén relevancidja. Konyvének elsd
fejezetében  Ungvari  Zrinyi  Ildikod
megallapitja, hogy az abszurdnak ,,ma mar
nincs olyan felforgaté ereje, mint az *50-es,
’60-as években”. Bar a hivatalos kdnonba —
Martin Esslin 6vatosabb fogalmazasaban a
,,f0 aramba” — vald bevonulés a szokatlan
végletessége altal sokkolni akaré abszurd
mualkotasnak nem tett jot, torténeti
elemzésének perspektivikussagat
mindenképpen lehetévé teszi. Ugyszolvan
befejezetté valtoztatja az abszurdrdl szold
irodalomtérténeti fejezetet.*®

Az abszurd-jelenség a modern
és posztmodern koOzotti  atmenetet
illusztralja. Erdteljes 6sszekotd kapocs
mindségével azt is bizonyitja, hogy e két
korszak kiilon-kiilon aligha targyalhato.

E folyamatként elképzelt kulturalis
tapasztalatot jarja  koril tudomanyos
munkajaban a Marosvasarhelyi
Szinmuvészeti Foiskola szinhdz- és
dramaelmélet tanara, aki az abszurdot az
weurdpai kultura utolsé atfogd kutatasi
tervének” tekinti — olyan irott és latott
kulturalis doméniumnak, amely filozé6fiai
és szellemf6ldrajzi szempontbol is a
»szemlélt 1ét peremén” helyezkedik el.
Ezen a periférian — a modern utolso,
drama szereploje, akarcsak a nézotéren
elhelyezkedd egyén, szemlélddd csupan,
és nem cselekvd résztvevd. Mindkettdt
magaba szippantja a latvany, a 1étrol

** Ungvari Zrinyi Ildiké: A ldtott 16t dramaturgidja.
Mentor Kiadd, Marosvasarhely, 2003.

Emellett érvel a konyv szerzdje, amikor
megallapitja: mai szemmel Martin Esslin és
Nicoale Balotd az abszurd virdgkordban irt
monografikus munkai ha nem is hidnyosnak,
de befejezetlennek tiinnek.
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kialakitott kép, amelynek targyi mindségben
alkotorésze is. A két  szemponth
voyeurizmus pedig killonos katarzisélmény
lehetdségét hordozza magaban.

A kiadvanyhoz Angi Istvan irt
eldszot. Angi a hermeneutikai munka
fontossagat a modern ¢&s posztmodern
kozotti értékkiilonbségek feltérképzésében
latja, amelyet a szerzd az abszurd jelenség
vizsgalatan keresztiil valosit meg.

A kétszaz oldalas szakmunka
tobbszemponti elemzésnek veti ald az
abszurd jelenségét. A munkamodszer
leirasaban  Ungvari Zrinyi Ildiké a
hermeneutikai munkafolyamat negyedik
Iépéseként emliti az abszurd irodalom és
szinhdz ’50-es ¢és ’70-es évekbeli
viragkoranak vizsgalatat. Kilonvalasztja
ezt a vilagképként ¢és  gondolati
miveletként értelmezett abszurd
szemlélettol, az abszurdként jelolt
miivészeti  stilustol,”®  tovabbd  az
esztétikai mindségként boncolgatott —
tobb esztétikai kategoria keveredésébol
1étrejott — abszurdtol.

Ezt a vizsgalati rendszert a
késdbbiekben az is legitimalja, hogy az
abszurd  vildgszemlélet —meghatarozo
elemeként a nézépontot emeli ki a
szerz6,”’ majd megallapitja: a dramai
miinem az, amelyben a tobbnézOpontisag
megjelenithetd, konkrét formaba Onthetd.
A jelenség vizsgalata tehat
természetszerien vezet el a dramai
miinemhez mint a ,,megfejtések” jelentds
hanyadat rejteget6-megmutatd kutatasi

% Az abszurdra jellemzé mivészeti stilust a
témakezelés, a formai eljardsok, a
kompoziciés technika, az archetipusok ¢és
motivumok sajatossagaban €ri tetten.

37 Az ideologiai-vilagszeméleti, tér- és idobeli,
verbalis vagy pszichikai-receptiv
nézdpontokra kiilon hivja {6l a figyelmet.
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tertilethez. Ungvary Zrinyi Ildiké doktori
disszertaciobol szakkiadvannya lett
munkajarél tehat azt a kijelentést is
megkockaztathatjuk, hogy nem egy belterjes
szinhdzi munkara jellemz6 érvrendszer
alapjan épitkezik, hanem egy vilagnézeti
szemléletvaltas atfogd elemzésébol adodo
torvényszeriiségek szerint.

A tudomanyos munka az
altalanostol a partikularis felé halad,
vagyis fokozatosan jut el a szinhazi
abszurd részletesebb bemutatdsahoz. Az
abszurd irodalomtorténeti betagozodasanak
kifejtése utdn a dolgozat a terminologia
hasznalatanak tisztazasaval és az abszurd
nézbpont specifikumainak leirasaval vezeti
be e vilagszemlélet meghatarozd6 — a
hagyomanyossal  szoges ellentétben
értelmezett — elemeit. De azeldtt
kiilonbséget tesz példaul vilagszemlélet
és vilagnézet kozott. Ez azért is
sziikséges, mert a  kommunista
szohasznalat igencsak eltorolte e két
fogalom kiilonb6z6ségét, amely a
vilaghoz valo aktiv, illetve passziv
kozeledést hivatott érzékeltetni. Az
abszurd vildg emberére a szemlélodés, a
néz6i mivolt hangsulyozottsdga miatt a
passzivitdas, tehat a vilagszemlélet
kialakitasa jellemz0 inkabb.

A négy bdvebben -elemzett
alapelem  az identitas, a  test
problematikussdga, a  mindennapisag
megjelenitése, valamint az id6 ¢és a halal
viszonya. Ugyanis ezek azok a témakorok,
amelyek altal az abszurd szerz6 a vilagrol
val6é médosult gondolkodast bemutatja.

A szubjektum és a test cimi
alfejezet  kultartorténeti adatokkal
indokolja  az  abszurd  sajatosan
hermetikus  vilagképének  1étrejottét.
Gyakorlatiasabb megkézelitésben ez a
rész  kifejezetten jol  hasznosithatd
elméleti tampontként az abszurd drama
szinrevitelekor, illetve ennek
elemzésekor. Gondolok itt foként az
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abszurd testrdl szol6 részre, amely a test
és a kommunikaci6 Osszefiiggéseit, a
nyitott és zart test ellenparjat, a frusztralt
és az ambiguus, valamint a kiforditott
test mibenlétét targyalja.

A test ellenmitoszat abrazold
abszurd test a szubjektumma valt egyén
eszkoze. A verbalis kommunikacion tali
lehetdségeivel kisérletezik altala. Az
abszurd eme kommunikacids eszkozének
elemzésekor a szerzo azt probalja tetten érni,
hogyan valt a test az abszurd vilagszemlélet
problematikus  pontjdva  és  milyen
kultartorténeti  jelenségekkel hozhatd ez
osszefliggésbe.  Kiinduldpontként Mihail
Bahtyin ¢és Szent Agoston egymassal
ellentétben allo testértelmezéseit idézi.
Elébbit — a karnevali tilaradd testet — az
abszurd test nyitott voltanak, utobbit — a
racid diadalat jelentd testet — zartsaganak
szemléltetésére hasznalja fel, majd
hangstlyozza: erre a hagyomanyra
jatszik ra az abszurd testdbrazolas,
ellentétes  eldjellel  szemléltetve a
bahtyini és agostoni jelentéseket.

Ungvari érdekesen irja le az
ezzel 6sszefliggd végleges paradigmavaltast
is, amelyet az abszurd konkrétan,
targyszeriien abrazol. Ez a vaéltozds a
vilaghaboruk kivaltotta civilizacids sokk
révén kovetkezik be — irja a szerzd —,
amikor a szétmetszett, bomlasnak indult
vagy csonka test a mindennapok alapvetd
tapasztalatava valik.

A felvazolt test-értelmezések
arra hivjak fel a figyelmet, hogy a kortars
hazai roman és magyar szinhdz az
abszurd szinhdzi gyakorlatot gyakran a
korabbi dramatorténeti korszakok
szovegeinek szinrevitelekor is tampontként
hasznalja.”® Ebben az abszurd szinhaz
keretein tilmutato gyakorlatban

3 A teljesség igénye nélkiil, Bocsardi Laszl6 és
Mihai Maniutiu antik tragédian alapuld
eldadasait sorolnam az abszurd szinhazi
gyakorlatot érvényre juttatd produkciok kozé.
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tulajdonképpen az abszurd altal kikisérletezett
szinpadi hatdsmechanizmusok atmentésének
megvalosulasat véljiik felfedezni, annak
ellenére, hogy ezeknek az effektusoknak
ma nincs a sajat kozegiikben akkora
felforgatd erejiik, mint annak idején, az
abszurd fénykoraban.

Ha a behatoé szinhazi szaktudas
nem is f6ltétlen kovetelmény, az abszurd
drama ¢s az utdna 1étrej6vo, beldle
kin6vo, ,latleleteit”, ha  moddosult
formaban is, de magin hordozo
posztmodern drédmairodalom ismerete
mindenképpen sziikséges Ungvari Zrinyi

[ldiké konyvének érdemi olvasatdhoz.
Mar csak azért is, mert a szemléletvaltast
jelentd abszurd illusztralasara a szerzd
elméleti — filozdfiai, szocioldgiai,
esztétikai stb. — jellegli szovegrészletek
mellett drama- vagy dramai szovegbeli
fragmentumokat is felhasznal. A dramak
ismerete elengedhetetlen ahhoz, hogy az
abszurd vilag térvényszerliségei — egy-
egy szerepld torténete révén — lathatova
valjanak.

BARTHA REKA

135



RECENZII

Ungvari Zrinyi Ildiké: Latvanyolvasas® —
Tanulmanyok a dramardl, a szinhazrol és az életro6l

Szinhazelméleti targyt koényv
ritkdn jelenik meg Erdélyben. Ungvari
Zrinyi 11dikd Latvanyolvasas cimii kotete e
kevesek kozé tartozik. A szerzd a
Marosvasarhelyi Szinmtivészeti Egyetem
tandra, oktat a marosvasarhelyi Sapientian
és a kolozsvari BBTE szinhazi tanszékén —
minden bizonnyal ralat az erdélyi és az
eurdpai kortars szinhaz helyzetére.

A kotet szinhazi esszéket &s
tanulmanyokat tartalmaz. A tanulmanyok,
a megkozelitési modok tobbnyire a
németorszagi Erika Fischer Lichte nevével
fémjelzett szinhdzantropoldgiai hagyomany-
hoz sorolhatok. Ungvari Zrinyi Ildiko,
akarcsak FErika Fischer Lichte, dramakon
keresztiil vizsgdlja a szinhazat, a szinhdzon
keresztiil pedig az antropologiai, kulturalis,
szociologiai viszonyokat. Gyakran ezt az
iranyt megforditva, az eldadasokon keresztiil
vizsgélja a dramat, illetve a szinhazi
eldadason beliil, abbol kiindulva a valds
élethelyzeteket. A szinhdz és a valosag
sokrétii kapcsolatara helyezi a hangstlyt.

A kotet harom szerkezeti egységre
tagolodik, ezeket megel6zi egy olvasohoz
cimzett eloszd. Az elsd fejezet (Lassitott
szovegnézés) dramaelemzéseket tartalmaz.
A miésodik fejezetben (Alloképek és klipek
a szinhazrol) erdsebben expondlodik a
szinhazantropoldgiai latdismod. A harmadik,
rovidebb  fejezet  (Latleletek) — két
eldadaselemzést és egy zarotanulmanyt
tartalmaz. A koétet tagolodasa folyamatosan
segiti az olvasd konnyebb tajékozodasat. Az
els6 fejezetben a figyelemorientacidt még
inkabb segiti az az olvasdbarat eljaras, hogy
a tanulmanyokat rovid, ajanlo jellegl
témafelvetés inditja.

¥ Ungvari Zrinyi 1ldiké: Ldtvdnyolvasds.

Ariadné Konyvek. KOMP-PRESS Korunk
Barati Tarsasag, Kolozsvar, 2004.

136

A Lassitott szovegnézés cimi
fejezetben tehat dramatikus szovegek
felé irdnyul a figyelem. Az elemzés talan
ugy lehet igazan relevans, ha a draméakat
a szinhdzi  jatékhagyomany  feldl
olvassuk ujra. A lassitott”
szovegolvasasi/-nézési eljards eloszor
Tamasi Aron szdvegeire iranyul (A kicsi
és a nagy: Tamasi és Tamasi). A
masodik  vilaghabori utani erdélyi
kisebbségi 1ét sajatos beszédmodot
indukadl a kor irodalmaban. Ungvari
Zrinyi 11diko Tamasi elsé dramajabdl, az
Osvigasztalasbél kiindulva vizsgalja azt,
hogy mennyiben hatarozza meg a szerzd
miivészi iranyultsagat az adott
tarsadalmi/politikai  helyzet. =~ Ungvari
invencidja a Tamasi-kutatdsban, hogy
Gilles Deleuze nyoman alkalmazza a kicsi
és nagy beszédmddokrdl és nyelvekrol
sz0l6 megkozelitésmodot. Deleuze szerint
a minor (kisebb) és maior (nagyobb)
tényallasok a hatalomhoz val6 viszonyban
definidlhatok. De a két kategoria nem
feltétlentil a kiilonbozé nyelvtipusokra,
inkdabb ugyanazon nyelv kiilonféle
hasznalataira vonatkozik. [gy Tamasi
regionalizmusa,  székelykultusza az
Osvigasztalast, mely eredendd moédon
minor volna, normalizalja, ,mert egy
kisebbség akkor kezd el normalizalddni,
ha magaba zarkozik, és Oonmaga koril
eltancolja a régi szép idok tancat.”
(Deleuze, Gondolat-Jel 1994/1-I1.)

A fejezet masodik tanulmanya
régionk abszurd dramaja ¢€s szinhaza
koré szervezddik (A kelet-eurdpai
abszurd: szine és visszaja). A szerzd a
nyugati abszurd dramatipus kelet-eur6pai
varidnsait vizsgéalja benne. A nyugati
abszurd drama kifigurazta a
modernizmus  gondolkozasmodjat:  a
racionalitas elvének, a fejlodés elvének,
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a  metafizikai  gondolkoddsnak a
primatusat. Erre a dramatipusra a
minimalisra szabott informacios helyzet
mellett a konkrétumok, az oksagi
viszonyok hidnya jellemz6. A miifaj
kelet-europai  valtozatdban a forma
absztrakt, transzcendens pélusa modosul.
Ameddig a nyugati tipus elvont,
szimbolikus, addig a kelet-eurdpai
abszurd draméara nagy hatassal volt a
tarsadalmi kornyezet, tikrozédtek benne
a kommunista diktatarak zart
szerkezetének  torzuldsai. Ez a
dréamatipus témavalasztasaban és
abrazolasmodjaban megodrzi kapcsolatat
a  konkrétumokkal, a  tarsadalmi
kérdésekkel, illetve az egyén és a
hatalom viszonyaval. Felvetddik azonban
a kérdés, hogy mi torténik, ha ez a
tarsadalmi-politikai helyzet megvaltozik.
Vele egyiitt a kelet-curépai abszurd
dréma is a siillyesztdbe kertil?

A Maga a viz. Essz¢ a forditott
Hamlet(ek)rdl cimt tanulmany Nadasdy
Adam Hamlet-forditasat (1999)
vizsgélja, a kortars értelmezhetdség és a
szinpadi el6adhatdsag szempontjabol. A
tanulmany felvillantia ~a  kortars
dramaforditas elméleteit, kiilonos
tekintettel az eldadhatosag szempontjaira.
A kovetkezetes elemzés Osszehasonlitja a
Nadasdy-forditast a kanonizalodott Arany
Janos-szoveggel, illetve az 1988-as Eorsi
Istvan- és az 1996-os Mészoly Dezso-
forditassal. A szerz6 kovetkeztetése az,
hogy napjaink meghatdrozé szinhazi
konvencidinak szempontjabol a Nadasdy-
forditds dramaibb és kovetkezetesen mai
értelmezést nyujt. A forditd a beszélt
nyelvhez kozel allo6 nyelvezettel, illetve a
szereplok személyiségének, viszonyainak
kortars  kulturalis modellek szerinti
leképezésével éri el ezt.

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

kérdést jarja kortl, hogy milyen
autentikus, kortars értelmezése lehet ma
a tragédia-irodalomnak. Hogy létezik-e
olyan formai ¢és tartalmi szabadsag,
melyben a mii horizontja legalabb az
erkolesi  kommunikalhatdsag  szintjén
talalkozhat kiilénb6z6 korok befogaddinak
horizontjaval. A tanulmany els6 része a
tragédia eldadasmodjanak ¢és  terének
szinhaztorténeti mdédosulasait, a szinészek
és a nézétér kozti  mindenkori
kommunikaciot vizsgélja. A
tragédiaformak véazlatos attekintése utan a
mindennapi kommunikécids formak és a
konfliktusk6ézpontl szinhdzi kommunikacié
analogidit vizsgalja a szerzo.

A Ki legyen az erdélyi
dramair6? (Erdramil — csoportkép indiannal)
cimi tanulmany a Marosvasarhelyi
Nemzeti Szinhaz altal kiirt
dramapalyazat feltételeit, illetve a
dijnyertes muveket elemzi. A palydzat
elsddleges célja a romaniai magyar
dramairas tAmogatasa, tovabba az erdélyi
drama és szinhdz kapcsolatdnak apolasa
volt. Ungvari Zrinyi Ildik6 ezuttal is a
szinpadra alkalmazhatésdg szempontjabdl
vizsgalja a harom gydztes miivet
(Hathazi Andras: A dilis Resner, Kiss
Csaba: Hazatérés Daniaba, Lang Zsolt:
Jaték a kriptaban).

A masodik fejezet az Alloképek
és klipek a szinhazrol cimet viseli. Az
elsé tanulmany (Szinhaz és linearitas) a
szinhazi el6adas ¢és a befogadoi
értelmezés viszonyat vizsgalja. A szerzd
azt elemzi, hogy kommunikacios
hatarhelyzetben hogyan torténik meg a
konvenciovaltas, hogyan fiiggesztddik
fel a hétkoznapi konvencid, és hogyan
jon 1étre egy uj konvencid, amely
értelmezési lehetdséget nyujt a befogadd
szamara. Az alapos szemiotikai elemzés
egyik kovetkeztetése, hogy az eldadas
tobbféle jelentése, illetve a kodrendszer
mitkodését iranyitd konvencio
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fokozatosan épiil ki az eléadas folyaman.
Az egyes jelek az eléadas mikrovilagaban,
a jelegytittesek kontextusaban
értelmezddnek. A szemiotikai elemzést a
szerz6 keretbe foglalja. A  keretben
megprobalja Osszeboronalni a
szinhaztorténetet Vilém Flusser
kulturafelfogasaval. A kerettéma
azonban erodltetett eldfeltevésekre épiil, a
két téma nem talalkozik.

A Képgorbiiletek: a szoveg képi
dramaturgiaja cimli tanulmany a dramai
szovegek szinhdzi aspektusat vizsgalja,
azon belil is a szoveg és a kép
kapcsolddasat dialogushelyzetekben. A
szerz6 a dramat olyan irott szovegként
értelmezi, amelynek performativ tere
van. Igy a szereplok dialogusai, az
instrukciok konkrét tér-idé viszonyokra
és cselekvésekre utalnak. Az ilyen
dramai szoveg a szinpad vilagara
vonatkozo széveg, s mint ilyen, a latvany
elemeire vonatkozo utalasokat hordoz.
Ennek az utalasrendszernek a vizsgalata
a drama ¢és az elbadas viszonydnak
komplex Osszefliggéseit vilagitja meg.

Mesterkedések szinhdz és iskola
kozott cimmel izgalmas tanulmanyt
olvashatunk a mindig rejtélyes ¢és
ellentmondasoktol sem mentes sziniiskolak
szervezOddésérol. Ungvari Zrinyi [ldiko két
szinhdzmiivészeti tanszék tanara, igy
sokoldalu tapasztalattal rendelkezik e
targyban. A szinhazi oktatas specifikuma: a
miivészeti kreativitds €s az intézményes,
tudomanyos oktatds Osszeegyeztetése. A
szerz6 a felséfoku szinhazi képzést harom
pontban targyalja. Az els§ az egyetem
intézményes felépitésére fokuszal, a
masodik az egyetem altal folytatott
beszédmadra, tevékenységre, a harmadik
pedig a szinész sajat testével és
kifejezoeszkozeivel folytatott munkajara.
Ennél a résznél rovid attekintést kapunk
a  szinhaztorténet soran  kialakult
kiilonboz6 testkoncepciokrdl. A harom
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szempont elméleti vazoldsa utan a szerz6
azt vizsgalja, hogyan kellene
szervezddnie konkrétan a hazai szinhdzi
oktatdsnak. A tanulmany tapasztalatai
messzemenden hasznosak lehetnek a
hazai belterjes ¢és ellentmondasos
szinhazoktatas szamara.

A Szinhazi érzékenység ¢Es
gesztus a globalizacié terében cimil
tanulmany a kortars szinhaz egyik
legaktualisabb kérdésével foglalkozik.
Mennyiben befolyasoljadk a  szinhazi
érzékelést a médiatarsadalom megvaltozott
érzékelési és kommunikécios stratégiai,
azaz a technikai globalizacio. A XX.
szazad folyaman alapvetden megvaltoztak
a szinhazzal kapcsolatos elképzeléseink és
tapasztalataink. Ez a valtozas, mely a
szinhazmiivészet belsd esztétikai
struktirajat is érinti, a latvanyossagon
alapulo tarsadalom komplex medialis
formainak, a technikai médiumoknak az
eldadasba dramlasa mentén torténik. Pavis
a média testet 6ltésérdl beszél a szinpad €16
miivészetében, ezzel is jelezve, hogy a
medidlis érzékenység ¢és a szinhazi
érzékenység kozott 1ényeges kiilonbség
van, a szinészi jelenlét, illetve a technikai
médiumok anyagisaga, természete miatt.
Jakfalvi Magdolna szerint a kortars elmélet
a test jelenlétének modifikaciojaval
mutathat ra az ezredvég szinészére. A
tanulmany masodik része a mediatizalt
tarsadalom szinhaziassagat, teatralitdsat
vizsgélja. Szerintem konstruktivabb volna
ehelyett a kortdrs szinhaz helyzetét
vizsgalni a megvaltozott kulturtdrténeti
feltételek kozepette.

A masodik fejezet utolsd
tanulmanya egy jelentds eldadast, a
kolozsvari roméan szinhazban Vlad
Mugur altal 2001-ben rendezett Hamletet
elemzi. A szerz6 a komplex eldadast a
szinpadi targyak létmodja feldl olvassa.
A szinpadi targyak jelentése nem csupan
anyagukbol és az allandé formai, fizikai
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jellemzdjukbol  tevodik Ossze, ezen
tulmenden a rendez6 altal megkomponalt
gesztuskombindcidk, = mozgasok  és
formak Osszességébdl is. Ezaltal Mugur
eléadasaban a targyak targyi jellege és az
absztrakciok kozotti atmenet folyamatos,
a targyak gyakran latvany- és
hangeffektusként viselkednek.

A harmadik fejezet (Latleletek)
harom r6videbb irast tartalmaz. Az elso az
1992-es kolozsvari magyar tarsulat Kopasz
énekesnojéenek angliai fogadtatasat
vizsgélja. A tanulmdany visszacsatol az elsd
fejezetben  talalhaté  abszurd  témaja
szoveghez, mely szerint a kelet-eurdpai
abszurdot gyakran tarsadalmi-politikai
események hatdrozzak meg, igy az eltérd
kulturalis konvenciok miatt az angliai
néz6k nem tudtak ,egyiitt lélegezni” a
helyi eseményekhez k6tddo utalasokkal. A
masodik tanulméany (A Wedekind—Bradu-
oltés) atfogd, igényes eldadaselemzes az
Anca Bradu rendezte 4 tavasz ébredésé-
rol. A kitling eldadaselemzés némiképp
mégis idegen anyag a
tanulmanykétetben; az utols6 szoveghez
hasonléan, amely egy madsik szinhdzi
tanulmanykétet, a Szin-tér-kép
szerkesztoi eldszava/Gsszegzése.

Az utols6 fejezetet leszamitva
azt lathatjuk, hogy bar a kotetben szereplod
szovegek kiilonb6zo témakat vetnek fel, a
kozos antropologiai megkozelités, illetve a
gondos szerkesztés segit abban, hogy
egységes  gondolatrendszert  lassunk
kiépiilni a tanulméanyok koriil. igy a kotet
egyszerre sokoldalu és egységes. Kinek
lehet tehat ajanlani Ungvari Zrinyi Ildiko
konyvét? A szakma szamara Kkitiintetetten
fontos olvasmany. A szinhazelmélettel
foglalkozok szamara hasznos lehet az a
latasmod, ahogyan Ungvari az erdélyi
szinhazi élet jelenségeit elhelyezi a

kortars szinhdzelméleti hagyomanyban.
A gyakorld szinhazmivészeket is
segitheti munkéjukban az ilyen jellegli
szakmai tajékozottsag. Ezenkivtl
hatarozottan ajanlani lehet a konyvet a
szinhazszeretd6 néz6/olvasd szamara. Az
elmélet segithet a szinhdz sajatos
nyelvének megértésében, abban, hogy az
eldadias Dbelsé szerkezete, értelmezési
szintjei megnyiljanak a befogadd eldtt. A
szinhdzmtivészetre nincsenek kész
befogad6i  stratégidk, a  megszokott
konvencidk atlépése pedig nehéz helyzetbe
hozhatja a néz6t. A nézd helyzetét tovabb
bonyolitja, hogy a szinhdzi eldadas
esetében az alkotds ¢és a befogadas ideje
egybeesik, tovabba nincs maradando
miialkotas, az eldadasnak pillanatnyi a
léte. Miért ne tekinthetnénk tehat az
elméletet hidnak, amely kézelebb viszi a
néz6t az eldadashoz, az eldadas
értelmezési lehetdségeit pedig a néz6hoz.
Egy olyan belsé fajlnak, konyvtarnak,
amely segit abban, hogy elmélyitsiik
jovobeni befogadoi élményeinket?

Ajanlani lehet a konyvet altaldban
a muvészetszeretd olvasonak, és azoknak
is, akiket igymond inkabb az €let, és nem a
miivészet érdekel, mert ahogy az eldszoban
irfja a szerz6: ,Dramarol, szinhazrol és
életr6l  szélnak az itt  kovetkezd
tanulmanyok”. Az egyre valsagosabb
helyzetben 1évé szinhazmiivészet egyik
utolsd elvitathatatlan értéke, hogy a szinész
és a nézd ¢élo személyek, ez pedig
kétségtelentil az €lethelyzetek és a miivészi
narraciok kozeliségére utal. Ebben a
kontextusban a  szinhdz  alkalmas
kifejez6eszkoz lehet arra, hogy a torténd
élettel kommunikéljon, torténésének
pillanataban.

ILYES ISTVAN
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Hozzaszolas Ungvari Zrinyi Ildiké Bevezetés a szinhazantropolégiaba® cimii konyvéhez

A kotet a szerzd szandéka szerint
olyan szemléletmédot kivan tiikr6zni,
amely a kulturdlis antropoldgia eszkozeivel
emélhetoleg gazdagitani és arnyalni fogja
a szinhdzelméleti gondolkodast és a
szinhdz gyakorlati folyamatat is, tagabb
értelemben pedig a kultura performativ
folyamatanak alkalmazasat.” (Eldszo) Egy
jol megirt szinhdzantropoldgiai kényv mar
valoban id6szeri lenne. Fontos lenne
ennek az interdiszciplinaris teriiletnek a
leirasa, mind az antropoldgia, mind a
szinhaztudomany szempontjabol. Segithet
egymas teriileteinek jobb megismerésében,
és interferenciajuk vj tavlatokat nyithat.

A szerz6 a szinhdzantropologia
fogalmat részesiti elényben, véleménye
szerint ez jobban kifejezi, hogy az
érintett kérdések a két tudomany
hatarteriiletén helyezkednek el, mint a
szinhazi antropolégia, ami az angol
kifejezés (theater anthropology)
forditasaként a magyar irodalomban
nagyobb teret nyert (i.m. 59.).

Amint Ungvari Zrinyi Ildiké az
eldszoban jelzi, ez a konyv nem meriti ki a
szinhazantropoldgiai kérdések teljes korét,
és az egyes témakat sem dolgozza ki teljes
mélységiikben. A Bevezetd fogalmakban az
antropolégiatudomany  targyat,  4gait,
részteriileteit és modszereit irja le a szerzo,
és kitér az  antropologia  mas
tudomanyokkal valé kapcsolatara. Ezutan a
Kulturantropologiai kozelitések ciml rész
kovetkezik, a harmadik rész maga a
Szinhazantropolégia. A konyv végén
talalhato [Mlusztraciok a konyv
mondandodjanak kiegészitéseként jelenik
meg. A fejezeteket szovegkozi, keretben

“ Ungvary Zrinyi I1ldiké: Bevezetés a

szinhazantropologidba. Szinhaztudomanyi
tankonyv. A Marosvasarhelyi Szinmiivészeti
Egyetem Kiadoja, 2006.
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kiemelt fogalomértelmezések és rovid
szovegek, valamint fejezetvégi
olvasmanyok  teszik  valtozatosabba
(példaul Laura Bohannantol a Shakespeare
a vadonban). Tankonyv-jellegét
hangstlyozzdk  az  olvasmanyokhoz
kapcsolodd, szovegelemzésre vonatkozd
kérdések, feladatok (ezt teszi Clifford
Geertz SiirGi  leirasaval), valamint az
olvasottak  tovabbgondolasara  buzditd
tennivalok  (a  térhasznalat  kapcsan
Botticelli Primaverajanak vagy della
Francesca Krisztus ostorozasanak
elemzését, megfigyelését kéri). Ezeknek a
feladatoknak egy része a konyvben
foglaltakra alapoz, mas résziik a szinhazi
szakemberek szamara bizonyara konnyen
hozzaférhet6 forrasokra tamaszkodik (ilyen
az Edes Anna cimii eldadds — Gali LaszI6
2003-as rendezése —, vagy a Danaidak —
Silviu Purcarete rendezése).

A konyv masodik részének
harom fejezete a szinhazantropologia
szemsz0gébol  legfontosabbnak  itélt
kultarantropologiai teriileteket mutatja
be. A kultira cimli a kortars kultira
problémait a szimbolikus antropologia
eszkozeivel kozeliti meg; a nemzeti
kulttra, a globalizacié és a multikulturalitas
fogalmainak jegyében mutatja be az ember
fogalmanak problematikajat. Az érzékelés
antropolégidja mar €rezhetéen a szinhazi
narrativa felé mutatd fejezetében a tér
domindl: fontos proxemikai fogalmakat
mutat be. Az érzékek modernizalodasanak
kultirantropologiai beagyazddasa pregnans
érveket jelenit meg a szinhazantropoldgiai
szemléletmdd mellett, hivatkozasai
kiterjednek a virtudlis valosag-terekre
vonatkozo (virtual reality) legfrissebb
média- és kommunikacidkutatasi, vagy
neurobioldgiai eredményekre is. Ezt a
részt A test a mindennapokban cimu
fejezet zarja, amelyben a test-
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problematika torténetének kronologiai
bemutatdsa utdn a test belsd és kiilsd
szabalyozasat foglalja Ossze a szerzd
foként Elias ¢és Foucault eredményeire
tamaszkodva, majd a testrdl mint
targyrol és kommunikacios médiumrél
ir, mintegy eldrevetitve egyebek mellett
a szinészi test meyerholdi diskurzusat.

A harmadik rész hat fejezete és
azok alfejezetei a szinhazantropologia
strtijébe vagnak. Az interdiszciplina
kezdeteinek és mai  helyzetének
bemutatdsa két alapvetden kiilonb6zd
nézdpontbdl jelenik meg. A szinész, a
szinészi teljesitmény antropoldgidjanak
iranyzata (Barba) szembedllithatd a néz6
performance-kutatasokkal (Turner,
Schechner). A konyvben mindharom
szerzOre boséges utalasokat talalunk. A
szinészi test diskurzusairdl szol a konyv
legbdvebb fejezete, és valdban, szinhazi
szakemberek, szinészek, rendezok, illetve
az ilyen szakok hallgat6i szamara ez tlinhet
a legtartalmasabbnak. Ugy tiinik, a fejezet
célija az O esetikben a képzés soran
elvarhato, ennél  sokkal  mélyebb
ismereteknek (pl. szinészi testnyelv, test-
technikak, teatralizalt test) a kultur-
antropologiai  Ujrafogalmazésa. Ezt a
fejezetet érthet6 modon az Arc és maszk
cimi  koveti (az arc  jelentései,
interfacialitas, maszk stb.). Mindkét fejezet
szemléltetd képekre hivatkozik. Itt tortént
egy sajnalatos, valdsziniileg a ,,nyomda
ordogének” tulajdonithatd, de az olvasast
megnehezitd szamozasi hiba, ti. az 5-13.
képek szdmozasa elcstuszott eggyel a
szoveg ¢s a melléklet viszonyaban (pl. a
67. oldalon az 5. képre torténd hivatkozas
tartalma a 6. képre utal; a 34. képre
egyaltalan nincs hivatkozas).

Az ebben a részben kifejtett
gondolatok A szinpadi tér antropologidja
cimii fejezetben folytatodnak, ahol a
szinpadi tér fogalman belil Pavis

nyoman gesztikus teret, kinesztétikus
teret, partitura alatti, centrifugalis teret,
proxemikai  teret, valamint  annak
mukodtetése soran mimetikus, szcenikus
teret targyal a szerz0. A szinpadi targyak
rendszerén til az antropologiai szempontok
a gesztus, gesztus ¢s kép, gesztus ¢Es
cselekvés, szcendri6  és  narrativa
viszonyaban érvényesiilnek.

otodfél oldalt szan a szerzd; egy
Antigonéeldadas részbeni elemzése zarja
ezt a részt, amit az Illusztraciok rész 34
képe kovet.

Ungvari elengedhetetlennek
tartja a szinhdzantropoldgia megismeréséhez
az antropologia eddigi kutatasainak
bemutatasat. Ez rendben is van, azonban
ugy tiinik — és ez felvetddik nemcsak az
antropoldgia, hanem a szinhaztudomany
kapcsan is — mintha egy eldadas vazlatos
szovegét olvasna az ember, nem egy
konyvet. Sokszor cimszavakban beszél a
témakrol, vagy nagyon gyorsan, egy-egy
mondattal ,elintéz” olyan embereket,
mint Jirgen Habermas, akir6l csak
annyit tudunk meg, hogy kidolgozta a
tarsadalmi nyilvanossag fogalmat. Bar a
szerz6 nem antropoldgus, amint ezt az
elején eld is tarja, de nagyon sok
irodalmat ismer a tarsadalomtudoma-
nyoknak errél és mas teriileteirdl is.
Ezekkel az irodalmi hivatkozasokkal,
kutatokkal azonban nagyon mostohan
banik, amikor egy-egy mondattal vagy
jelzovel, kategoridval elintézi oket. Tul
sok név van egymas mellé zsufolva, és
igy felsorolasszertivé valik az egész.
Elvész adott esetben az antropologia és a
Iényege is. A szinhaztudomanyi részre ez
szintén elmondhaté. Egyetértek azzal,
hogy nagyon sok az anyag és hatalmas
hattéranyagot olel fel egy-egy részteriilet
is, aminek kifejtése esetleg nem tartozik
a téma targykorébe. Bar minden egyes
részteriilet tobb féléves anyagot jelent a
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tarsadalomtudomanyokkal  foglalkozd
egyetemeken, azokat Ungvari Zrinyi
[ldiké megprobalta belestiriteni olyan
htsz oldalba, amivel pontosan a
szeépségtol €s érdekességtdl fosztotta meg
az antropologiat és az érdeklddoket, és
kicsit sablonossa tette a fejezetet. Ennek
kiktiszobolésére talan emliteni lehetett
volna néhany bibliografiai tételt, olyan
konyvekkel, melyekben igény esetén
elmélyiilhetnének az érdekl6dok. Ilyen a
Meérfoldkovek a kulturalis antropoldgiaban,
Lévi Strauss: Strukturdlis antropoldgia,
Clifford Geertz: Az értelmezés hatalma
(ebbdl meg is jelenik egy
olvasmanyrészlet), Biczo Gabor (szerk.):
Antropologiai  iranyzatok a masodik
vilaghabora utan, Boglar Lajos—A. Gergely
Andras: A tikor két oldala. Bevezetés a
kulturalis antropoldgidba, Edward T. Hall:
Rejtett dimenziok stb. Ez utdbbit késébb
emliti is, inkdbb csak az érzékelés és
tavolsdgok kapcsan, pedig a térhasznalat
kérdésének Osszevetése a  szinpadi
térhasznalattal szintén érdekes kérdés
lenne. Erdemes lett volna tobbek kozott a
fentebb emlitett mutveknek par oldalt
szentelni, €s az antropologia egy-egy
részteriiletét jobban, arnyaltabban leirni,
kifejteni. Erzékeltetni lehetett volna az
olvasoval, vagy a didkkal, hogy hogyan
kapcsolddik Gssze az antropologia és a
szinhaztudomany, melyek a kozos
pontok, hol komplementerek. Hiszen itt
ugy tlnik, mintha két tudomény csak
egymds mellé lenne 4llitva, de hogy
igazabol miért, az épp itt nem dertil ki az
olvas6 szdmara. Annak kifejtése is fontos
lett volna, hogy ezek a teriiletek hogyan
és hol kapcsolédnak a  tobbi
tudomanyteriilethez: mint kommunikacio,
szociologia, filmelmélet, irodalomtudomany
stb., és ezek a tudomanyteriiletek mit
adtak hozza a szinhazantropoldgiai
kutatasokhoz. Itt példaul megemliteném
Biczo Gabor (szerk.): Antropolédgia és
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irodalom. Egy 1j paradigma utkeresése
cimii  mivét. Fontos lett volna
megemliteni, hogy az antropoldgidnak
milyen modszerei vannak, ¢és ezek a
modszerek,  megfigyelések  hogyan
jelennek meg a szinhazantropoldgiaban.

A kultirantropologiai kozelitéseknél
a szerzO tobbnyire a posztmodern
kultirantropologiai megkozelitést emeli ki,
amelyen kiviil 1étezik tobbek kozott
akcidantropologia, kognitiv antropologia,
interpretativ  antropologia... A kognitiv
antropoldgusok, ha nem is szallnak szembe
Clifford Geertz-cel, mindenesetre ellenzik
a kognitiv  fogalom elvetését, ¢és
atértékelését javasoljak. Ramutatnak a
posztmodern kultirafogalom hianyossagaira
is: ,,Strauss-Quinn szerint a kultura a
kulturdlis jelentések olyan rendszere,
amely nem pusztan az emberek fejében, de
nem is kizardlag a viselkedés illékony
formaiban létezik. A kulturalis mintazatok
dllanddan ¢és folyamatos valtozas kozben
ujratermelddnek, tiszta, homogén
formaban sohasem érhetok tetten.”! A
sémaelmélet megalkotoi arra torekednek,
hogy a konnekcionalizmusbol ¢és a
kulturakutatas talalkozasabol egy 1j, a
megel6zoeknél korvonalazottabb kultura
- fogalom és a kultura jobb megkézelitése
sziilessen meg (Mester, 2002). Itt utalnék
Niedermiiller Péter A  kulturakutatas
esélyei cimii tanulmanyara® és a ra valo
reflektalasokra is; ezek jol tikrozik az
antropoldgia sokszintiségét.

Az ember-fogalom univerzalis
leirasa Foucalt leirdsabol szemlélve akar
ugy tlinhet, hogy valéban ennyire
egyértelmi a kérdés, azonban itt is

4 Mester Tibor: Sémaelmélet az

antropologidban. PTE BTK Kommunikacios
Tanszékének kiadvanya. Pécs, 2002. 40—-41.
2 Niedermiiller Péter: A kultrakutatds esélyei. In: A
komplex  kulturakutatas — dilemmdi  a  mai
Magyarorszagon. Miskolci Egyetem, A Kulturalis
és Vizualis Antropologia Tanszek flizetei 1.1993.
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hianyt érzékelhetiink, hiszen nem jelenik
meg sem Derrida, sem Heidegger vagy
éppen Lacan neve. Ez azért is furcsa,
mert Derrida és Foucalt szinte minden
kérdésben ellentétes allaspontot
képviselt, és ahhoz, hogy megértsiik e
kérdés Osszetettségét, mindkét oldalt
érdemes megvizsgalnunk.*

A szinhazantropologiai részben
talalkozhatunk a szinészi test, illetve az
arc ¢s a maszk, valamint a szinpadi tér
diskurzusaval. Ezeknél a megtestesités / —
megtestesiilés az alkotdsban  kérdése
mellett — amely nagyon szépen jelenik meg
egyrészr6l — hianyolom a nézés aktusanak
tematizaldsat, mert ez a befogaddi
mozzanat elmarad, pedig itt az alkotas
mellett  elengedhetetleniil ottt  kell
szerepelnie a befogadasnak is. A
szinhazkulturan beliil ez elméletben és
gyakorlatban is elengedhetetlen. **

Olvastam volna a szinész és a
szoveg viszonyanak kérdésérdl, illetve a
rendez0—szinész—szoveg viszonyrdl,
valamint a ,hagyomany” kérdésérdl (l.
Keékesi) is, mert ezek megkeriilhetetlen
témak, mint Kcékesi is irja emlitett
tanulmanyaban.

A nézd antropologiajanal
felvetédik tobb  érdekes kérdés s,
amelyeket érintdlegesen emlit a szerzo, de
mindezt Jakfalvi Magdolna A nézés rome
cimii tanulméanyaban® még érzékletesebben

*# Lasd Maurice, Godelier: Szocidlantropolégia vagy
kultirakutatds? In Lettre 43. szam. 2001.

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

# Lasd Kékesi Kun Arpad: Recepcio és kreativitds
a szinhaz(kultira)ban. In Szegedy-Maszak
Mihaly szerk.: Awvildgitds. A magyar szinhdz
eurdpai kontextusban. Recepcid ¢s kreativitas
program. MTA Filozofiai Kutatointézet.

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

# Jakfalvi Magdolna: A nézés 6rome. Az avantgard
szinhazi paradigma. In Szegedy-Maszak Mihaly
szetk.: Awilagitds. A magyar szinhdz eurdpai

elénk tarja. A torténelem soran a virtualis
test létrehozasa 4llt a kozéppontban.
Eurépaban ez a klasszikus balettben
figyelhet6 meg: a produkcidk olyan
szinpadi testet igyekeznek megmutatni,
amely legy6zi a gravitaciot, és kivil all az
egyébként mindenkit érintd gravitacio
torvényén. Keleten a tanc a foldhoz
kotottséget jelzi. Mindkét helyen olyan
jaték- és nézéskonvenciokat tett magaéva a
tanc, melyek a valds testtdl valo levalast
igazoljak. A jaték  elotti  képzés
gyotrelmeinek titkoldsa volt a 6 cél.

HAZ avantgard szinhaz
felszabaditotta a testet a jaték elotti
gyotrés aldl és a test gyotrésének a
folyamatat a szinpadra tette.” (Jakfalvi, i.
m.) A néz6 Iimmar nem passziv
befogadd, hanem a szenvedés részese. A
befogaddi azonosulds helyett az értd
kovetés oromére Osszpontosit, igy nézd
és szinész a muélvezés és a mialkotds
paros pillanatait élheti meg (Jakfalvi, i.
m.). A néz0 percepcidja csak az eldadas
végéig tart, de kognitiv munkaja,
melynek soran értékeli és érzékeli a
latottakat és a hallottakat, és ugy itéli
meg a szinhazi eldadast, olyan erkolesi
és esztétikai kritériumok hasznal ra,
amelyeket az ¢let mas dolgai kapcsan is
(Kékesi, i. m.), fiigg a néz6 kulturalis €s
szocialis befogadoi attitiidjétél. Erdekes
kérdés még a nézoéi értelmezés és a
rendez6i szandék kérdése. Fontos kérdés
tovabba az, amit a feministak vetettek fel:
,,a Néz4 vagy nézond kiillonbozoképpen lat-
e, érzékel-e”. A nézés 6romekor ezenkiviil
beszélhetiink a ,,modrol, ahogy a test abban
a konkrét fizikai térben érzi magat”
(Jakfalvi, i. m.).

Sajnalatos, hogy a munka kevés
magyar szinhazantropoldgiai és

kontextusban. Recepcio és kreativitds program.
MTA Filozofiai Kutatointézet.

[online:  http://zeus.phil-inst.hu/recepcio/htm/4
/406_belso.htm]
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szinhdztudomanyi vonatkozast tartalmaz,
pedig Kiss Gabriella A kockézat szinhaza.
Eldadas a ,,paradoxon kultirajaban” cimi
tanulméanya®® példaul szépen érzékelteti a
finom elkiiloniiléseket az egyes irdnyzatok
kozott, az Osszecsengéseket a
szinhaztorténet és a szinhazantropologia
esetében. Kékesi Kun ugyan felhivja a
figyelmet arra,'’ hogy a kultirak
talalkozasanal az vj torekvések atvétele
jellemzd itt is, csakugy, mint mas eurdpai
orszagban. Kckesi felteszi tanulmanya
végén a  kérdést:  bir-e  olyan
jellegzetességekkel a magyar szinhaz,
amelyek lehet6vé teszik a folytatast, és ha
igen, akkor milyen iranyba megy tovabb?

Azon a kérdésen is el lehet
tlin6dni, hogy az erdélyi magyar és romaniai
szinhdzaknak milyen lehetoségeik vannak
ezen kivill? Tovabba, mikor tud(na)
megjelenni egy olyan tanulmany, amely ez
utobbi kérdésekkel is foglalkozik.

Egy masik kérdés, amely A
szinhazi kritika helyzete és valtozasai
kapcsan®® vet6dik fel bennem, fentebb
mar emlitést nyert, a médidhoz és mas
tertiletekhez valo kapcsolddéas ohajanak

% Kiss Gabriella: A kockdzat szinhiza.
Eldadaselemzés a ,,paradoxon kultarajaban”.
In  Szegedy-Maszdk  Mihdly  (szerk.):
Awildgitds. A  magyar szinhdz  eurdpai
kontextusban.  Recepcid  és  kreativitas
program. MTA Filozéfiai Kutatointézet

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

7 Keékesi Kun Arpad: Kitekintés—Attekintés.
Innovativ torekvések az eurdpai szinhazban. In
Gajdoé Tamas (szerk.): Magyar szinhdztorténet
1920-1949. Magyar Konyvklub — Orszagos
Szinhaztorténeti Muzeum és Intézet, Budapest,
2005.[online:http://tbeck.beckground.hu/szinh
az/htm/02.htm]

8 p_Miiller Péter: Szinhaz és tarsadalom. A szinhazi
kritika helyzete és véltozasai. In Gajdé Tamas
(szerk.): Magyar szinhaztorténet  1920—1949.
Magyar Konyvklub — Orszagos Szinhaztorténeti
Muzeum és Intézet, Budapest, 2005.

[online:http:/fbeck beckground hw/szinhazhtm/38 htm]
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kifejez6désekor. Itt is utalnék ra: értékes
és érdekes lenne egy értd, a
szinhaztudomanyhoz kapcsolédd szinhazi
kritikussag kinevelése egyrészrol, illetve jo
lenne, ha a szinhazi kritikdk is a
szinhazantropologia  egyik  kutatasi
teriiletévé valnanak.

KORTESI GYOPAR TEKLA






RECENZII

134



