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SPECTACOLELE LUNII APIRILIE

Sambita, 1.04, 20:00
Sala Mare

Sambat3, 1.04, 19:00
Sala 2

Duminica, 2.04, 19:00
Sala Mare

Marti, 4.04, 19:00
Sala Mare

Miercuri, 5.04, 19:00
Studio UTU

Joi, 6.04, 19:00
Studio UTU

Vineri, 7.04, 19:00
Sala 2

BROS

un spectacol de

Romeo Castellucci

spectacol in cadrul
ANOTIMPURILE FEST-FDR
cu sprijinul Istituto Italiano
di Cultura Bucarest

SLOW DOWN! / MAI INCET!
de Mihaela Michailov

regia artistica Horia Suru
spectacol in cadrul proiectului
Viitorul copiilor

SAREA IN BUCATE
dupa Petre Ispirescu
regia artistica Mirela Puia

CONUL LEONIDA

FATA CU REACTIUNEA
de I.L. Caragiale

regia artistica Felix Alexa

AMINTIRI DIN EPOCA

DE SCOALA

de Mihaela Michailov

regia artistica lon-Ardeal leremia

ORLANDO TRIP
performance-concert
cinematografic

spectacol in cadrul
ANOTIMPURILE FEST-FDR
cu sprijinul

Forumului Cultural Austriac

SUNT O BABA COMUNISTA
de Cilin Ciobotari

dupa Dan Lungu

regia artistica Antonella Cornici

Sambita, 8.04, 19:00
Studio UTU

Miercuri, 12.04, 19:00
Studio UTU

Marti 25.04, 19:00
Sala Mare

Miercuri, 26.04, 19:00
Studio UTU

Joi, 27.04, 18:00
Sala Mare

Vineri, 28.04, 18:00
Sala Mare

Sambita, 29.04, 19:00
Sala 2

Duminica, 30.04, 19:00
Studio UTU

TTNTEENTTIRTITNCERRTIERTTERTTOR

CANICULA
de Antoaneta Zaharia
regia artistica Miruna Radu

MARIA DIN MAGDALA
viziune teatrala de

lon Jurca Rovina

concept de Roberta Popa

DUREREA FANTOMA
de Vasili Sigarev
regia artitica lon-Ardeal leremia

MATA HARI
de Crista Bilciu
un concept de Roberta Popa

HAMLET
dupa W. Shakespeare
regia artistica Ada Lupu Hausvater

HAMLET
dupa W. Shakespeare
regia artistica Ada Lupu Hausvater

CELE TREI GRATII

de Valentin Krasnogorov

un concept de Malina Petre,
Mirela Puia si Luminita Tulgara

O NOAPTE FURTUNOASA.
UN EXERCITIU

dupa I.L. Caragiale

regia artistica Ada Lupu Hausvater
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Saturday, 1.04, 20:00
Main Hall

Saturday, 1.04, 19:00
Sala 2

Sunday, 2.04, 19:00
Main Hall

Tuesday, 4.04, 19:00
Main Hall

Wednesday, 5.04, 19:00
Studio UTU

Joi, 6.04, 19:00
Studio UTU

Friday, 7.04, 19:00
Sala 2

BROS

a performance by

Romeo Castellucci

show included in
FEST-FDR SEASONS

with the support of Istituto
Italiano di Cultura Bucarest

SLOW DOWN!

by Mihaela Michailov
directed by Horia Suru
performance included in the
Children’s future project

THE SALT IN YOUR FOOD
after Petre Ispirescu
directed by Mirela Puia

DON LEONIDAS AND THE
RIGHT-WING CONSPIRACY
by I.L. Caragiale

directed by Felix Alexa

SCHOOL AGE MEMORIES
by Mihaela Michailov
directed by lon-Ardeal leremia

ORLANDO TRIP
performance-concert
cinematografic
performance included in
FEST-FDR SEASONS
with the support of the
Austrian Cultural Forum

I'M AN OLD COMMIE

by Calin Ciobotari

after Dan Lungu’s novel
directed by Antonella Cornici

Saturday, 8.04, 19:00
Studio UTU

Wednesday, 12.04, 19:00
Studio UTU

Tuesday, 25.04, 19:00
Main Hall

Wednesday, 26.04, 19:00
Studio UTU

Thursday, 27.04, 18:00
Main Hall

Friday, 28.04, 18:00
Main Hall

Saturday, 29.04, 19:00
Sala 2

Sunday, 30.04, 19:00
Studio UTU

THE HEAT
by Antoaneta Zaharia
directed by Miruna Radu

MARY OF MAGDALA
theatrical vision by

lon Jurca Rovina

a concept by Roberta Popa

PHANTOM PAINS
by Vasili Sigarev
directed by lon-Ardeal leremia

MATA HARI
by Crista Bilciu
a concept by Roberta Popa

HAMLET
after W. Shakespeare
directed by Ada Lupu Hausvater

HAMLET
after W. Shakespeare
directed by Ada Lupu Hausvater

THE THREE GRACES

by Valentin Krasnogorov
a concept by Malina Petre,
Mirela Puia and

Luminita Tulgara

A STORMY NIGHT.

AN EXERCISE

after |.L. Caragiale

directed by Ada Lupu Hausvater
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Ada Hausvater, manager:

Teatrul National din Timisoara
este un decodor esential in cultura, azi

Teatrul, in sine, ca forma de expresie, inseamna transparents,
decodare a realitatii. Teatrul National din Timisoara, prin in-
treaga sa activitate, se defineste ca spatiu al libertatii, dar si
ca spatiu al responsabilitdtii asumate. Evoluand in termenii
acestui echilibru, ai acestui transfer corect si transparent in-
tre activitatea interna si impactul acesteia in mediul extern,
Teatrul National din Timisoara reprezintd un punct de reper
in comunitate, spatiu de sperantd in mijlocul unei realitdti cu
repercusiuni profunde in insasi tesdtura sociala.

Ca atare, conceptul director al Teatrului National postuleaza

faptul cd Nationalul timisorean reprezintd un decodor esen-
tial In culturd, azi, la toate nivelurile, dincolo de orice granite
si, de asemenenea, ca este Teatrul National este un centru
al comunitatii atat stricto sensu, localizat geografic, cat si din
perspectiva mai larga a unei comunitati virtuale care se coa-
guleaza n jurul unor principii importante, in jurul unor jaloane
intelectuale, spirituale si emotionale inalte. In interiorul aces-
tor coordonate, Teatrul National isi consolideaza statutul de
pol de forta culturald, spirituala, civica, sociala, si, in egala ma-
sura, participd activ la dezvoltarea noilor directii educationale
si teatrale ale societatii.

Ada Hausvater, manager:

The National Theatre of Timisoara is
an essential decoder in culture today

Theatre in itself, as a form of expression, means transparency,
decoding reality. The National Theatre of Timisoara, through
its entire activity, defines itself as a space of freedom, but also
as a space of assumed responsibility. Evolving in terms of this
balance, of this correct and transparent transfer between in-
ternal activity and its impact on the external environment, the
National Theatre of Timisoara represents a landmark in the
community and a space of hope in the midst of a reality with
profound repercussions in the very fabric of society.

As such, the guiding concept of the National Theatre pos-
tulates that the institution is an essential decoder in culture
today, at all levels, across all borders, a centre of community
both geographically and virtualy; a community that coalesces
around important principles, around high intellectual, spiritual
and emotional milestones. Within these coordinates, the Na-
tional Theatre consolidates its status as a cultural, spiritual,
civic and social pole of strength, and also actively participates
in the development of new educational and theatrical direc-
tions in society.
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Sambata / Saturday, 1.04, 20:00 | Sala Mare / Main Hall

Spectacaol recomandat persoanelor peste 18 ani / Durata spectacolului 1h30
Show recommended for persons over 18 years / Length of the show 1h30

de / by Romeo Castellucci

Tt
Co-organizator al evenimentului italiano £
ISTITUTO ITALIANO culld
DI CULTURA DI BUCAREST i

Distributia / Cast
VALER DELLAKEZA

ofiterii / officers Luca Nava, Sergio Scarlatella si 23 de oameni obisnuiti /
and 23 normal people

Muzica / Music SCOTT GIBBONS

UN SPECTACOL DE / APERFORMANCEBY ROMEO CASTELLUCCI

Asistenta de dramaturgie / Collaboration in dramaturgy Piersandra Di Matteo

Asistenta de regie / Assistant directors Silvano Voltolina,
Filippo Ferraresi
Texte bannere / Banners written by Claudia Castellucci
Regizor tehnic / Technical director Eugenio Resta
Operator lumini / Light technician Andrea Sanson
Operator sunet / Sound technician Claudio Tortorici
Operator scena / Stage technician Andrei Benchea

O coproductie Societas (Italia), Kunsten Festival des Arts Bruxelles (Belgia); Printemps des Comé-
diens Montpellier 2021 (Franta); LAC Lugano (Elvetia); Maillon Théatre de Strasbourg - Scéne
Européenne (Franta); Temporada Alta 2021 (Spania); Manége-Maubeuge Scéne nationale, Le
Phénix Scene Nationale Péle européen de création Valenciennes, MC93 Maison de la Culture de
Seine-Saint-Denis (Franta); ERT Emilia Romagna Teatro, Triennale Milano Teatro (Italia); Ruhr-
festspiele Recklinghausen (Germania); Holland Festival Amsterdam (Olanda); National Taichung
Theater (Taiwan).







ROMEO CASTELLUCCI, RE
Constiinta este dezach’vat_




De unde inspiratia pentru Bros?

Ahhh, inspiratia... Intotdeauna este greu sa stii de unde vine.
Poate ca a fost din experienta reala de a fi inconjurat de po-
litie la Paris in timpul revoltelor ,vestelor galbene”. Lucram
la Opera din Paris si timp de o luna si jumatate, cat am stat
in oras, casa mea a fost inconjurata de politie. Dar nu exista
niciun motiv intelectual. Nu vreau sa demonstrez nimic, nicio
teorie sociald, nu exista o intentie precisa.

Nu se afla asadar in spatele ei ingrijorarea cu privire la as-

censiunea ideilor reactionare ale extremei drepte?
Nu. Nu are un sens politic. [...]. Eu nu lucrez cronica de ziar.
Bros este, mai degraba, un proiect antropologic asupra poli-
tiei intelese ca structura primitiva de organizare sociald, ca
fratie, ca uniune totemica. Este o creatie care se bazeaza pe
un cosmar, un cosmar foarte lucid.

in Bros, dupi cum ati afirmat, nu vreti s3 criticati politia - ar

fi prea evident, ci mai degraba cercetati in profunzime rela-

tia cetatenilor cu legea. In ce sens?
Relatia cu legea este la fel de veche ca omul. Paradoxal, gar-
dienii legilor, fortele ordinii sunt cele care provoaca haos. Este
ceva care arata grozav in filmele mute, in filmele lui Buster
Keaton, de exemplu. Politia este legitimata de cetateni sa fo-
loseasca violenta. Violenta este cuprinsa in lege, o presupune.
Reprezinta o nevoie antropologica (...)

Ei bine, practic, legea - scrisa sau nu - este cea care permite
convietuirea.
Asa este, este contractul social. Pana la urma, avem nevoie
de cineva care sa impuna legea pe strada. Nu cred ca omeni-
rea poate trai fara politie. In plus, o societate fara politie este
o societate sub control, ceea ce este si mai rau. Inseamna ca
politia este interna: ne controlam reciproc.

Ati spune ca frica indusa in societate este o scuza pentru

construirea statelor politienesti, care cunosc cele mai mici

detalii ale vietii intime a cetatenilor?
E posibil ca acest lucru sa se intample in unele tari. Dar eu
sunt mai preocupat de modul in care tinerii renunta la liber-
tate si se controleaza singuri. Comunicarea este termenul
care a preluat controlul. E grav ca o dorim, am optat pentru
ea. Ne dorim aceste gratii invizibile, le sarutam. Suntem o
societate care nu se mai cunoaste sau nu se mai poate dis-
tanta de dispozitivele sale tehnologice prin care totul poate
fi cunoscut despre noi si care ne spun ce sa ne dorim si de
ce anume sa ne temem. Aceasta este adevarata politie, in
opinia mea.

Cand vorbiti despre ,,comunicare” va referiti la retelele so-

ciale?
Da, desigur, dar si la mass-media. Exista un miraj al libertatii
si al comunitatii. Pare o interactiune spontana, dar exista ci-
neva care stabileste regulile, cineva care stabileste imaginile
care pot si care nu pot fi vazute, tendintele... Si totul este
inregistrat, si toata lumea controleaza pe toata lumea.

O alta forma de control pe care o regasim in Bros este vi-

teza vietii contemporane, senzatia ca traim intr-un prezent

absolut unde nu exista loc pentru trecut sau viitor.
Da, asa este. Pe scena sunt oameni normali. Ei poarta casti
prin care primesc instructiuni in timp real. Nu exista timp
pentru gandire si pentru decizie. Totul este comprimat in-
tr-un prezent absolut. Constiinta este dezactivata. Poate fi
o metafora a vietii contemporane, desi aceasta este lasata la
latitudinea interpretarii fiecarui privitor. Nu eu sunt cel care
trebuie sa spuna.

Interviu aparut in El Espanol Il



ROMEO CASTELLUCCI, DIRECTOR:
Conscience is turned off
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Where did the inspiration for Bros come from?
Ahhh, inspiration... It’s always hard to know where it comes
from. Maybe it was from the real-life experience of being
surrounded by police in Paris during the Yellow Vest riots. |
was working at the Paris Opera and for a month and a half
while | was in the city, my house was surrounded by police.
But there was no intellectual reason. | don't want to prove
anything, no social theory, no precise intention.

So isn’t the concern about the rise of reactionary far-right
ideas behind it?
No. There is no political sense. [...]. | don't work as a news-
paper columnist. Bros is, rather, an anthropological project
on the police understood as a primitive structure of social
organisation, as a brotherhood, as a totemic union. It is a
creation based on a nightmare, a very lucid nightmare.

In Bros, as you said, you don’t want to criticise the police

- that would be too obvious - but rather you delve deeply

into the relationship of citizens to the law. In what sense?
The relationship with the law is as old as man. Paradoxically,
it is the guardians of the law, the forces of order, who cause
chaos. It's something that looks great in silent films, Buster
Keaton films, for example. The police are legitimised by the
citizens to use violence. Violence is contained in the law, it
assumes it. It is an anthropological need (...)

Well, basically, it is the law - written or not - that allows
coexistence.
That'’s right, the social contract. After all, we need someone
to impose the law on the street. | don't think mankind can
live without the police. Besides, a society without police is
a society out of control, which is even worse. It means that
the police are internal: we control each other.

Would you say that the fear induced in society is an excuse

for building police states, which know the smallest details

of citizens’ intimate lives?
This is likely to be the case in some countries. But I'm more
concerned about how young people give up their freedom
and control themselves. Communication is the term that
has taken over. It's serious that we want it, we have opted
for it. We want these invisible iron bars, we kiss these iron
bars. We are a society that no longer knows itself or can no
longer distance itself from its technological devices through
which everything can be known about us and which tell us
what to want and what to fear. This is the real police, in my
opinion.

When you talk about ,communication“ do you mean social

media?
Yes, of course, but also the media. There is a mirage of free-
dom and community. It looks like spontaneous interaction,
but there is someone who sets the rules, someone who sets
the images that can and cannot be seen, the trends... And
everything is recorded, and everyone controls everyone.

Another form of control we find in Bros is the speed of con-

temporary life, the sense that we live in an absolute pres-

ent where there is no room for past or future.
Yes, there is. There are normal people on stage. They wear
headsets through which they receive instructions in real
time. There is no time for thought and decision. Everything is
compressed into an absolute present. Conscience is turned
off. It may be a metaphor for contemporary life, although
this is left to the interpretation of each viewer. It is not for
me to say. Interview published in El Espariol ll
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Pentru un regizor e un mare noroc sa intal-
neasca actori ca Valer Dellakeza, artisti capa-
bili de a transforma materia in spirit. Bariera
de nedepasit a limbii nu mai ramane la fel in
fata artei sale de a recita si din acest motiv
n-am considerat necesar sa folosesc subtitrari
in timpul mirabilei sale interpretari de Profet
leremia in ultimul meu spectacol, Bros. Toti
spectatorii, in diferite tari europene vizitate
de Bros, sunt in stare sa ,simta” si sa probe-
ze emotia cuvantului oracular ce pare sa fie
aici inaltat pentru intdia oara. lar asta e posi-
bil fiindca Valer Dellakeza foloseste limbajul
universal, arta modularii tonurilor, a pauzei,
a armonizarilor pe care gesturile si vocea le
produc, atingdnd nemijlocit inima cu acea in-
tensitate independenta de intelect. Sunt marii.
artisti ce stiu s-o faca. Valer Dellakeza e unul
dintre acestia si eu am fost norocos sa intal-
nesc pe drumul meu un artist atat de maret.

Romeo Castellucci




tists capable of transforming matter into spirit. The unbridgeable barrier = &
of language no longer remains the same in the face of his art of acting = =
and for this reason | did not find it necessary to use subtitles during his = &5
marvellous performance as the Prophet Jeremiah in my latest show, Bros. ==
All the audience, in the various European countries Bros has visited, are B
able to ,feel” and sample the emotion of the oracular word that seems

to be elevated as if for the first time. And this is possible because Valer
Dellakeza uses an universal language, the art of modulating tones, pauses,

the harmonies that gestures and voice produce, touching the heart with

an intensity that is independent of the intellect. It is only great artists who

know how to do this. Valer Dellakeza is one of them, and | was lucky to

meet such a great artist on my path.

For a director it is a great fortune to meet actors like Valer Dellakeza, a-a

Romeo Castellucci
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Maestrul incontestabil al unui teatru
ritualizant, violent, Castellucci este
un artist complet: regizor, creator
de decoruri, lumini si costume, cu-
noscut in intreaga lume pentru ca
a dat viata unui teatru intemeiat pe
totalitatea artelor. Castellucci pro-
pune o perceptie exhaustiva asupra
teatrului. Dramaturgia lui rastoarna
primatul literaturii, faicand din scena
o forma de arta complexa, alcatuita
din imagini extraordinar de bogate.
Montarile lui Castellucci sunt invita-
te si produse in mod regulat de cele
mai prestigioase teatre, festivaluri si
teatre de opera din lume, de pe toate
continentele. A fost director al secti-
unii Teatru la Bienala de la Venetia,
JArtiste Associé” la Festivalul de la
Avignon si in prezent este ,Grand
Invité” la Trienala de la Milano si re-
gizor invitat la Schaubhiine din Ber-
lin. Festivalul d’Automne de la Paris
a prezentat o antologie a operei sale
timp de doi ani consecutivi. Distins
cu titlul de Chevalier des Arts et des
Lettres al Republicii Franceze si cu o
diploma onorifica de la Universita-
tea din Bologna, Romeo Castellucci
este membru al Academiei Regale a
Belgiei si a fost distins, printre alte
premii internationale, cu Leul de Aur
la Bienala de la Venetia si cu doua
Masti de Aur pentru spectacolele
sale de opera.

BIOGRAPHY

The undisputed master of ritualistic,
violent theatre, Romeo Castellucci is
a complete artist: director, set, light-
ing and costume designer, known
throughout the world for having
given life to a theatre based on the
totality of the arts. Castellucci offers
an exhaustive perception of theatre.
His dramaturgy overturns the pri-
macy of literature, making the stage
a complex art form made up of ex-
traordinarily rich images. Castellucci’s
productions are regularly invited
and produced by the world’s most
prestigious theatres, festivals and
opera houses on all continents. He
was Director of the Theatre section
at the Venice Biennale, ,Artiste As-
socié” at the Avignon Festival and is
currently ,Grand Invité” at the Milan
Triennale and Guest Director at the
Schaubhtine in Berlin. The Festival
d’Automne in Paris has presented
an anthology of his work for two
consecutive years. Awarded the ti-
tle of Chevalier des Arts et des Let-
tres of the French Republic and an
honorary degree from the Univer-
sity of Bologna, Romeo Castellucci
is a member of the Royal Academy
of Belgium and has been awarded,
among other international prizes,
the Golden Lion at the Venice Bien-
nale and two Golden Masks for his
opera performances.
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MARTURISIRI

Subiectul central al spectacolului Bros este violenta si manifestarile ei.
Din aceasta perspectiva, spectacolul are o dimensiune sumbra si chiar
nelinistitoare. Dar violenta se intrepatrunde cu absurditatea si cu ridi-
colul, ca atare avem in spectacol si o dimensiune infantila. Da, putem
avea un sentiment de teroare vazand acest spectacol, dar exista in el o
cale de salvare, un strop de ras. (...) Din pacate, violenta este mereu un
subiect de actualitate. Raportul cu violenta, cu duritatea a fost intot-
deauna prezent in societatile noastre. Realitatea este intotdeauna mai
puternica decat fictiunea. Dar fictiunea, dimpotriva, trebuie sa se elibe-
reze de realitate prin transfigurarea ei intr-un obiect simbolic"
Romeo Castellucci in dialog cu
Matei Visniec la RFI H
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The central theme of Bros is violence and its manifestations.
From this perspective, the performance has a sombre and even
disturbing dimension. But violence is intertwined with absurdity
and ridicule, so we also have a childlike dimension to the perfor-
mance. Yes, we may feel a sense of terror watching this show, but
there is a way out, a hint of laughter. (...) Unfortunately, violence
is always a topical subject. The relationship with violence, with
harshness has always been present in our societies. Reality is al-
ways stronger than fiction. But fiction, on the contrary, must free
itself from reality by transfiguring it into a symbolic object”.
Romeo Castellucci in dialogue with Matei Visniec on RFI l
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EDOTORIAL

Guvernat de imaginea si spiritul lui Beckett, experimentul Bros pune in discutie notiuni
esentiale: liberul arbitru, libertatea individuald, natura ,grupului’, anihilarea gandirii, supu-
nerea. Si, de asemenea, functia teatrului, ca ,,organ de vaz” al lumii, al civilizatiei, al societatii.
Bros strange legatura dintre actant si spectator pana la aneantizare, pana la schimbul de
roluri. Comedia si tragedia sunt cele doua fete ale aceleiasi monezi. Spectacolul si viata
coincid. Rolurile nu mai trebuie pregatite. Nu exista improvizatie, ci doar abisul unui pre-
zent absolut. Limbajul inseamna comanda, inseamna porunca. Actantii sunt recrutati prin
apel public, nu si-au invatat rolurile. Le invata in timp ce le executd. Au semnat un pact,
declarand ca vor respecta cu strictete comenzile. Este un angajament pe care trebuie sa il
respecte cu orice pret. Tot acolo se termina vointa lor constienta. Starea lor, departe de a fi
o improvizatie constructiva sau un abandon la spontaneitate, comprima timpul de actiune
constienta, reducandu-I la zero.

Intr-un fel, spectacolul duce mai departe avertismentul pe care il transmitea Castellucci
n spectacolul-instalatie Al treilea Reich, prezentat pe scena Teatrului National in luna de-
cembrie: pierderea sensului este urmata de pierderea echilibrului, a gandirii individuale si
independente.
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Governed by the image and spirit of Beckett, the Bros experiment questions essential no-
tions: free will, individual freedom, the nature of the ,group®, the annihilation of thought,
submission. And also the function of theatre as the ,organ of vision“ of the world, of
civilisation, of society.

Bros tightens the link between actor and spectator to the point of annihilation, to the
point of exchanging roles. Comedy and tragedy are two sides of the same coin. Perfor-
mance and life coincide. The roles no longer need to be prepared. There is no impro-
visation, only the abyss of an absolute present. Language means command, it means
to command. Actors are recruited by public appeal, they have not learned their roles.
They learn them as they perform them. They have signed a pact, declaring that they will
strictly follow orders. It's a pledge they must honour at all costs. That's also where their
conscious will ends. Their condition, far from being a constructive improvisation or an
abandonment to spontaneity, compresses the time of conscious action, reducing it to
zero. In a way, the performance carries forward the warning that Castellucci conveyed
in the performance-installation The Third Reich, presented on the stage of the National
Theatre in December: the loss of meaning is followed by the loss of balance, of individual
and independent thought.
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Sambata / Saturday, 1.04, 19:00 | Sala 2

Spectacol recomandat persoanelor peste 16 ani / Durata spectacolului 1h30
Show recommended for persons over 16 years / Length of the show 1h30
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Spectacol cu supratitrare in limba engleza / English subtitles

SLOW DOWN!
MAI INCET!

SPECTACOL-STUDIU / STUDY SHOWCASE SHOW

de / by Mihaela Michailov

Distributia / Cast

Actorii / The Actors
CLAUDIA IEREMIA

MATEI CHIOARIU

ALINA ILEA

CATALIN URSU

MIRELA PUIA

ANDREI CHIFU

BOGDAN SPIRIDON
LAURA AVARVARI
CRISTINA KONIG
ROBERTA POPA

ANA MARIA PANDELE ANDONE
ANA MARIA COJOCARU
PAULA MARIA FRUNZETTI

Copiii / The Children
ROLAND AMBRUS
ANAMARIA HODOSAN
ALEXANDRA NEDELYOV
ROXANA FLEISCHER
RONA AMBRUS

MARIA LUPOIAN

Decoruri / Set BIANCA VESTEMAN
Costume / Costumes GABRIELA STRUGARU-POPA
Coregrafia / Choreograpy FLORIN FIEROIU
Videographer RAZVAN DIMA

Univers sonor / Sound environment HORIA SURU

REGIA ARTISTICA / DIRECTED BY HORIA SURU

Partener Directia de Asistenta Sociala a Municipiului Timisoara - Centrul de Zi pentru Copii cu
dizabilitati ,Podul lung”. Spectacolul este inclus in proiectul Viitorul copiilor, parte din traseul Vocile
orasului, in cadrul Programului Cultural Timisoara 2023 - Capitala Europeana a Culturii. / Partner -
Timisoara Social Welfare Department - Day Centre for Children with Disabilities ,Podul Lung®. The
performance is included in the project Children’s Future, part of the City Voices route, within the
Cultural Programme Timisoara 2023 - European Capital of Culture.
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HORIA SURU, REGIZOR:
Povestim, discutam, ne jucam,
lar el inteleg tot

In spectacolul Slow down! / Mai incet!, actorii Teatrului National au lucrat cu un
grup de adolescenti de la Centrul de zi pentru copii cu dizibilitati ,Podul lung”.
Copiii participanti la acest spectacol unic in felul sau au diagnostice teribile: pa-
rapareza spastica, retard sever, tetrapareza spastica, sindrom Down, intarzieri
severe in dezvoltarea psihomotorie. Cei mai multi sunt in scaune cu rotile si nu

pot vorbi. Am vorbit cu regizorul Horia Suru despre acest subiect atat de intens
si de special.




Ai lucrat la acest spectacol atat de special. Cat de intens a fost?
Ai spus foarte bine , acest spectacol atat de special”. Dincolo de
spectacol pentru mine a fost o experienta emotionala, eu am
vrut sa joc, cred ca mai corect este sa folosesc sintagma a face
parte, am vrut sa fac parte din acest spectacol, sa ajut si eu la
schimbarea mentalitatilor vis a vis de copiii cu dizabilitati, la sca-
ra micro - caci la scara macro este utopic. Mi-am zis ca daca se
schimba ceva macar intr-un singur spectator, in doi spectatori,
tot e un castig mare. Pentru mine, miza spectacolului este in
primul rand umana.

Ce ti s-a parut cel mai greu in lucru?
Prima zi a atelierului de anul trecut. Nu stiam ce dizabilitati au
copiii, ma asteptam la dizabilitati de nivel mic, or nu a fost asa. A
fost greu sa imi gestionez emotiile, mai ales ca mi-am dat ime-
diat seama ca acesti copii nu vor sa fie priviti cu mila, ca nu am
voie sa le ardt cd ma doare. Mintea ma bombarda cu intrebari
yfresti”, dar inima a stiut instinctiv sa preia controlul.

Au fost doua etape: atelierul din vara trecuta cu coregraful

Florin Fieroiu si spectacolul-studiu semnat de regizorul Horia

Suru. Au fost diferite ca stil de lucru?
Categoric. In vara, atelierul cu Florin Fieroiu a fost mai degraba
un laborator, a fost minunat cum copiii au capatat treptat incre-
dere 1n noi, cum noi am inceput sa intelegem un pic din universul
lor interior, ce le place sa faca, cat de frumos au raspuns la micile
jocuri propuse de noi, cum ne-am descoperit unii pe altii, cum
s-a creat o relatie intre actor si copil. Horia Suru, pornind de la
textul Mihaelei Michailov, a construit un spectacol in jurul acestei
teme, un studiu cu amprenta viziunii sale. Lucrul cu el a fost oa-
recum ca la un spectacol obisnuit; folosesc cuvantul ,,oarecum”
pentru ca nu o data a zis ca nu-l intereseaza actoria la spectaco-
lul asta. La inceput a fost deconcertant, pana cand am acceptat
ca acest exercitiu a fost pentru intreaga echipa - si ma refer aici
la toata echipa, inclusiv colegii de la sunet si lumina, colegii de
la recuzita, costumierele, masinistii etc. - mai mult o experienta
emotionala inedita si mai putin un spectacol de teatru. Integra-
rea copiilor in performance face din acest spectacol un act de
pionierat, nu stiu sa se mai fi facut asa ceva in Romania.

Cum a fost lucrul cu copiii?
Cum am spus mai sus, prima zi din atelierul de anul trecut a fost
cea mai grea pentru mine.
Apoi, treptat, a inceput sa mi se dezvaluie un pic din universul
lor interior. Anul trecut am lucrat doar cu Rona, iar acum am in-
teractionat cu toti copiii. Nu se poate descrie in cuvinte bucuria
de pe fetele lor cand lucram impreuna, dar si bucuria parintilor si
a bunicilor cand ii aduceau la repetitie si cand ne povesteau cat
sunt copiii lor de nerabdatori sa vina la teatru. Ramane o experi-
enta unica pentru mine.

Ce ai invatat tu de la acesti copii?
Bucuria cu care veneau la repetitii, cum se bucurau sa ne vada,
mi-a reamintit cat e de important sa traim clipa, sa fim in pre-
zent, sa nu l3sam viata sa ne traiasca. Sa fim atenti unii la altii,
sa ne simtim, dincolo de cuvinte si gesturi. Am inteles atit de
bine ce a spus Alex Szollo, un tanar scriitor cu dizabilitati : ,Avem
nevoie sa simtim ca impreuna se refera si la noi.” .I-

Interviu realizat de Gabriela Lupu
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HORIA SURU, DIRECTOR:
We tell stories, we discuss, we play,
and they understand everything

In the performance Slow down! / Mai incet!, the actors of the National Theatre worked with a group of
teenagers from the ,Podul Lung“ Day Centre for Children with Disabilities. The children participating in this
unique performance have terrible diagnoses: spastic paraparesis, severe retardation, spastic tetraparesis,
Down Syndrome, severe delays in psychomotor development. Most are in wheelchairs and cannot speak.
We spoke to director Horia Suru about this intense and special subject.
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How did you receive the proposal to participate in this
project?

| really wanted to be part of this project. Ada Lupu Haus-
vater called me in December, just after Christmas, and
suggested that | direct this show. She spoke with great
enthusiasm about the project, about the approach of the
theatre, about the "Podul Lung” Association and about
what the people there do with these children. She told
me about the workshop they did last summer. | said yes
on the spot.

How difficult is it - artistically and emotionally - to work
with children with disabilities?

At first | had some fears, it wasn't very clear to me how we
would approach the artistic content, but before | started
rehearsals, | went to "Podul Lung” to meet the children
and | discovered how much they were looking forward to
coming to the theatre and how excited they were about
this new experience. | realised right then that we can re-
hearse normally - within a pre-determined structure, of
course - and that we can experiment with new ways of
communicating through theatrical means.

How did you manage to communicate with them?

We tell stories, we talk, we play, and they understand
everything. We enjoy this important experience together.
Let's be very clear: it's equally important for the children
and for us.

How much do you think theatre helps them?

Very much. We see how happy they come to the theatre,
how open they are and how much confidence they have
in their relationship with the actors. We also have discus-
sions with their parents after each session.

What did you learn from them?

| think we've all reached a higher level of empathy. And
we've accessed a much-needed theatrical refresh. On a
human level, | think we overcame some barriers, some
fears, some prejudices.

What is the concept of the show?

The text of the show, written by Mihaela Michailov, was
developed on the basis of interviews taken with parents,
carers, teachers at the Centre and other authorities in-
volved in the children’s lives. Personal stories were dram-
atized into a story of our society, which in different situ-
ations chooses to ignore or look the other way. Then the
script was enriched with visual scenes, in the setting of
Bianca Vesteman, choreographic - thanks to Florin Fier-
oiu, filmic, through the creations of Razvan Dima and, last
but not least, from the improvisations of the actors.

How did you work with the National Theatre of Timisoara?
Excellent! I'm glad that the actors understood very quickly
that personal pride has no place here, that what matters is
the show, its message. And that simplicity and fragility are
powerful on stage. And the relationship they each built
with the children is human and lives far beyond the per-
formance. Thank you!

Interview by Gabriela Lupu W
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Slow down! / Mai incet! este U lansat unei lumi atat de grabite, incat nu mai
gaseste timp sa asculte. Slow down! / Mai incet! este gandul transmis de la minte la
minte, de la suflet la suflet, in acest ADN al umanitatii neintrerupt, din care facem
parte cu totii, indiferent de culoare, de gen, de varsta, de abilitati sau de neputinte,
sau de ceea ce numim ,nevoi speciale”. Slow down! / Mai incet! de Mihaela Michai-
lov, in regia lui Horia Suru, este titlul spectacolului care inchide proiectul Viitorul co-
piilor, parte din traseul Vocile orasului, traseu pe care Teatrul National I-a inceput in
urma cu patru ani din dorinta de a oferi grupurilor vulnerabile un spatiu care sa le
integreze in fluxul cultural si civic al comunitatii. Spectacolul-eveniment Slow down!
/ Mai incet! este povestea prea rar si prea putin auzitd a normalitatii, asa cum arata
ea pentru copiii cu dizabilitati si pentru familiile lor, spusa pentru prima data de actori
si copii, Impreuna.

Codruta Popov

EDITORIAL



o, This theatrical experiment by the actors of Timisoara’s National Theatre can be
iy considered a premiere in the Romanian theatrical landscape. A premiere in the
= Wbly for the first time on a stage of a national theatre in Roma-
4 a, the actors mcluded young people with physical and mental disabilities in
the pe ing with these often marginalised people was a source
he actors and the people concerned. The concept itself
is a small revolutlon that has benefited both sides. The staging and certainly
the rehearsals bring a new breath and a positive dramatic tension, and the
audience reacted with applause and cheers at the end of the performance, a
very moving moment for the audience as much as for those on stage. The at-
mosphere generated, for me at least, gave me the feeling that this experiment
is worth trying on all stages in Romania. Of course, in Europe they have been
doing such shows for decades. It is with great joy that | note that this process
of integrating marginalised minorities is beginning to bear fruit thanks to the
commitment and efforts of the people on stage. It is with deep respect and
immense sympathy that | would like to congratulate the actors in the cast and
their colleagues with disabilities, the director, the choreographer and the entire
staff of the National Theatre of Timisoara. | say all this from the position of a
committed volunteer, who has experienced art therapy with people of all ages,
with various mental and physical ailments, at the vocational and integration
schools of charitable organisations in the German Evangelical Church and the
town halls of the cities where | lived in Germany. Once again, an affectionate
bow from myself. Papi l
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Slow down! / Mai incet! este un indemn lansat unei lumi atat de grabite, incat nu mai gaseste timp sa
asculte. Slow down! / Mai incet! este gandul transmis de la minte la minte, de la suflet la suflet, in acest
ADN al umanitatii neintrerupt, din care facem parte cu totii, indiferent de culoare, de gen, de varst3, de
abilitati sau de neputinte, sau de ceea ce numim ,nevoi speciale”. Slow down! / Mai incet! de Mihaela
Michailov, in regia lui Horia Suru, este titlul spectacolului care inchide proiectul Viitorul copiilor, parte
din traseul Vocile orasului, traseu pe care Teatrul National I-a inceput in urma cu patru ani din dorinta de
a oferi grupurilor vulnerabile un spatiu care sa le integreze in fluxul cultural si civic al comunitatii. Spec-
tacolul-eveniment Slow down! / Mai incet! este povestea prea rar si prea putin auzitd a normalitatii, asa
cum arata ea pentru copiii cu dizabilitati si pentru familiile lor, spusa pentru prima data de actori si copii,
Tmpreuna. Codruta Popov l

EDITORIAL E
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Slow down! is an appeal to a world in such a rush that it can't find time to listen. Slow down! is the thought
passed from mind to mind, soul to soul, in this DNA of unbroken humanity, of which we are all part, regardless
of colour, gender, age, ability or disability, or what we call ‘special needs’. Slow down! by Mihaela Michailov, in
the direction of Horia Suru, is the title of the show that closes the Children’s Future project, part of the Voices
of the City route, a route that the National Theatre started four years ago out of a desire to offer to vulnerable
groups a space that integrates them into the cultural and civic flow of the community. The Slow down! event
performance is the all-too-rare and rarely heard story of normality as it looks for children with disabilities and
their families, told for the first time by actors and children together.

Codruta Popov B

EDITORIAL




Duminica / Sunday, 2.04, 19:00 | Sala Mare / Main Hall

Audienta generala / General audience
Durata spectacolului 1h10 / Length of the show 1h10

SAREA IN BUCATE

THE SALT IN YOUR FOOD

scenariu de / screenplay by Mirela Puia

Distributia / Cast

Maria, fata cea mica / Maria, the Youngest Daughter
Lacrima de sare/The Salt Tear-Drop

Catalina, fata cea mare/Catalina, the Eldest Daughter
lleana, fata mijlocie/lleana, the Second Daughter
Negura Imparat/Emperor Murk

Chelareasa/Cellar Lady

Imparatul/The King

Imparateasa/The Queen

Printul/The Prince

Bucatarul/The Cook

Fata de miere/Honey Girl

Omul de zahar/Sugar Man

Osteanul/The Soldier

REGIA ARTISTICA / DIRECTED BY

Adaptarea si versurile cantecelor/Adaptation and lyrics
Scenografia/Scenography

Muzica/Music

Coregrafia/Choreography

Video

after / dupa Petre Ispirescu

ADRIANA SANCRAIAN
MADALINA GHITESCU
ANA-MARIA PANDELE
IULIANA CRAESCU
CRISTIAN SZEKERES
LAURA AVARVARI
CLAUDIU DOGARU
DANIELA BOSTAN
RAUL LAZARESCU
ADRIAN JIVAN

ALINA SPIRIDON
RAUL BASTEAN
MARIUS CARAIMAN

MIRELA PUIA

CODRUTA POPOV
KRISZTINA NAGY
SEBASTIAN HAMBURGER
CARI-BACZO TUNDE
LUCIAN MATEI
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Cantec despre o poveste

Vino, vino, vino cu Noi

Orice poveste este-o noua lume
Feti-Frumosi, printese si gheonoi
Zane rele... ei,da! Si zane bune.

Din cate stele sunt, nici una nu-i la fel,
Fiecare altfel, cu luciri straine,

Dar om, fiara sau zmeu, oricine ar fi el
Are-un suflet alaturi, iubirea sa-i aline.

Om, fiara sau zmeu, un lucru este clar
Oricine ai fi, copilul cuiva esti
lubirea de parinti e-n-noapte felinar
Asa va fi mereu, si nu doar in povesti.
Vino, vino,.Vino Cu NOoi T Yo
Orice povestgeste.o noud lume
Feti-Frumosi, printe e!ntgh Noi
Zane rele... EI da' Sizéne bu ¥ W

i

X [{; . : - Ty
-
i I - ;" _"l'.-'l{.i.‘-_
JJ ) ) “J:“' Ii.i i -‘Lﬂl
b .
&' .«,.:
-

v g
oA
Y o
WA /'d )
LI i g
i 'l i &



Song about a story

Come, come, come with us

Every story is a new world

Pretty-Girls, princesses and geishas

Evil god-mothers... well, yes! And good ones also.

As many stars as there are, no two are alike,
Each one different, with a foreign glow

But man, beast or demaon, whoever he may be
Has a soul by his side, and love to comfort him.

Man, beast or demaon, one thing is clear
Whoever you are, you're somebody’s child
The love of parents is in the night light

It will always be so, and not just in stories.

Come, come, come with us

Every story is a new world

Pretty-girls, princesses and geishas

Evil god-mothers... well, yes! And good ones too.




,Cum m3 iubiti voi pe
intrebat Imparatul pe fiice
pe miere”, a spus prima; ,
hér", a spus a doua. ,Ca pe..
raspuns Maria, fiica cea mic3
|ncepe 0 aventurd minunata,
oricine intra afla cate ceva desp
prietenie, despre iubire, si despre

l... sarat al adevarului.

EDITORIAL
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,How do you love me?” - the King
asked his daughters. ,Like honey,’
said the first; ,like sugar,’ said the
second. ,Like... salt replied Mary,
the youngest daughter. And so
begins a wonderful adventure, in
which everyone who enters learns
something about friendship, about
love, and about the taste... the salty
taste of truth.




Marti / Tuesday, 4.04, 19:00 | Sala Mare / Main Hall

Spectacol recomandat persoanelor peste 12 ani / Durata spectacolului 1h10
Show recommended for persons over 12years / Length of the show 1h10

CONUL LEONIDA
FATA CU
REACTIUNEA

DON LEONIDAS
AND THE
RIGHT-WING
CONSPIRACY

de / by l.L.Caragiale

=
=X
=
Y
QI
Q)
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Distributia / Cast

Leonida ION RIZEA

Efimita CLAUDIA IEREMIA
Safta MATEI CHIOARIU
Mitu ALINA ILEA

Scenografia si video design / Set & video design TUDOR PRODAN

UN SPECTACOL DE / DIRECTED BY FELIX ALEXA

Regia tehnica / Stage directors Cristian Stana
Claudiu Surmei
Sufleor / Prompter Judit Reinhardt
Lumini / Light operator Gerhard Craciun
Operare sunet / Sound operator Claudiu Surmei
Operare video / Video operator Eugen Obrad
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ION RIZEA, ACTOR:
Caragiale, In geniul lul, a surprins
esenta natiel noastre




Il joci in cea mai noua premiera a Teatrului National din

Timisoara pe Conul Leonida. Cum ai primit propune-

rea?
Cu mare bucurie, dar si cu teama, trebuie sa recunosc.
Conul Leonida mi se pare unul dintre cele mai grele tex-
te ale lui Caragiale. Bineinteles ca dupa ce a trecut pri-
mul moment, am luat personajul dsta ca pe o provocare,
asa cum abordez toate rolurile pe care le primesc: am
plecat de la ideea ca intru intr-o aventura noua si am in-
cercat sa il fac cat mai bine. Publicul decide in ce masura
am reusit. Ce stiu eu sigur, insa, este ca imi place foarte
mult s3-l joc pe Leonida.

Cum a fost lucrul cu regizorul Felix Alexa?

A fost o experienta minunata. Noi am mai lucrat impre-
una, asa ca m-am bucurat foarte mult sa ma reintalnesc
cu Felix la munca, dupa atatia ani. Aproape ca uitasem
cum sunt repetitiile cu el, de la text la situatii, de la con-
cept la detaliu. Intr-un fel, am redescoperit ceva. Mi-am
amintit cat de misto e sa lucram impreuna, cat de bine
lucreaza cu actorii, cata inteligentd, eruditie si atentie
pune la bataie pentru spectacolele pe care le monteaza.
E si meritul lui Felix ca am repetat la spectacolul asta cu
atat de multa bucurie.

Cum ar arata Conul Leonida azi? La ce emisiuni TV crezi

ca s-ar uita si cu ce partid ar vota?
Dar de ce ar trebui sa arate altfel? Mai ales al nostru
care, desi rece pe vecie, e patimas acolo, in cripta lui
(rade). Conul Leonida de azi nu cred ca diferd cu nimic
de Conul Leonida din momentul in care a fost scris tex-
tul, doar oportunitatile tehnice in materie de stiri si dez-
informare sunt altele azi. Un Leonida reloaded e genul
care stie tot, care butoneaza intre canale de stiri carora
nici macar nu merita sa le pronunt numele. Conul Leo-
nida - eternul Conul Leonida - e un ultranationalist dur,
membru de partid; cel al vremurilor noastre ar vota fara
sa clipeasca partidul cel ,stralucitor”. (rade)

Sunt scrierile lui Caragiale etern valabile?

Absolut!!! Jucam deja in doua spectacole pe textele lui
Caragiale - O scrisoare pierduta si O noapte furtunoa-
sa. Un exercitiu (regia artisticda Ada Lupu Hausvater),
iar acum am sansa Conului Leonida fata cu reactiunea.
Asa c3, din locul din care privesc, nimic nu pare sa se fi
schimbat in comportamentul conationalilor. Ca si cum
Caragiale, in geniul lui, a surprins in textele lui esenta
natiei noastre.

De ce ar trebui sa vada cei tineri, mai ales, acest spec-

tacol?
Din toate motivele pe care le-am spus mai sus. ,Cei care
uita trecutul sunt condamnati sa-l repete” e ceva mai
mult decat un aforism. Trebuie sa fim constienti ca vii-
torul este in mainile tinerilor. Dar si ei trebuie sa devina
constienti. Cred ca din punctul asta de vedere, Conul
Leonida poate sa dea o mana de ajutor. E ca o radio-
grafie cu explicatii. Interviu realizat de Gabriela Lupu l



|ION RIZEA, ACTOR:
Caragiale, In his
oenius, managed to
capture the essence
of our nation

that much different from the one at the moment the text
was written, just the technical means used in news and
disinformation are different today. A reloaded Leonida is

You play Don Leonidas in the newest premiere of the
National Theater in Timisoara. How did you receive the
proposal?

With greatest joy, but also with fear, | have to admit. Don
Leonidas is in my opinion one of Caragiale’s hardest texts.
Of course, after the initial moment, | took this character as
a challenge, as | do with all roles | receive: | started from
the idea that | am embarking on a new adventure and
tried to do my best. The audience will decide the measure
to which | succeeded. What | know for sure, though, is
that | like playing Leonida a lot.

How was it working with the director Felix Alexa?

It was a wonderful experience. We worked together be-
fore, so | was glad to meet him again at work, after all
these years. | had almost forgotten how rehearsals with
him can be, from the text to the stage, from concept to
detail. In a way, | re-discovered something. | remembered
how cool it is to work together, how well he works with
the actors, how much intelligence, erudition and care he
injects into the shows he directs. It is also to Felix's credit
that we rehearsed for this show with such joy.

the type that knows it all, that zaps between news chan-
nels whose names are not even worth mentioning. Mister
Leonida - the eternal Mister Leonida - is a hard ultra-na-
tionalist, a party member: the ones in our time would vote
without blinking for the most "sparkly” of them alll. (laughs)

Are Caragiale’s writings eternally valuable?

Absolutely!!! | was already playing in two shows based
on Caragiale’s texts - A Misplaced Letter and A Stormy
Night. An Exercise (artistic direction Ada Lupu Hausvater),
and now | have the chance with Don Leonidas and the
Right-Wing Conspiracy. So from where I'm sitting, noth-
ing seems to have changed in the way our countrymen
behave. It’s as if Caragiale, in his genius, managed to cap-
ture the essence of our nation.

Why should, especially the young, see this show?

For all the reasons | mentioned above. "Those who forget
the past are doomed to repeat it” is something more than
an aphorism. We have to be aware of the fact that the fu-

How would Mister Leonida look today? What TV shows
do you think he would watch, and for which political par-
ty would he vote?

ture is in the hands of the youth. But they also need to be
aware of everything. | think that from this point of view,

But why would he look different? Especially ours, although
stone cold for eternity, is quite passionate there, in his
crypt. (he laughs) Mister Leonida of today | don't think is
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Don Leonidas can lend a helping hand. It’s like an X-Ray
with explanations.

Interview by Gabriela Lupu B







Noaptea pare timpul cel mai bun pentru a pune piedica realitatii si cauzalitatii. Ce face, insa, Felix Alexa, in buna in-
telegere cu Caragiale, de altfel, in noaptea ,marii spaime”, e mai mult decét sa le puna piedica: in Conul Leonida fata
cu reactiunea, realitatea si cauzalitatea sunt bagate in corzi, li se schimba polaritatea. Nu in viata, nu in moarte - un
nimic plin de intmplari populeaza acest limb sau, mai degraba purgatoriu, desi Leonida - care vorbeste cu orgoliul
omului marunt, convins de orice fiindca nu stie nimic si cu ifosul tiranic al celui slab fatd de cel mai slab decat el - se
simte pur si indreptatit, asa, in general, din principiu. Noaptea de ,lasata secului” in care Nae Ipingescu (o mai veche
cunostinta, dintr-o alta noapte caragialiana) trage focuri de pistol in drum spre casa, dintr-un ,obicei mitocanesc”,
cum remarca Safta (ca mare doamna ce se simte ea, prin ricoseu), combinata cu povestea despre articolul din Au-
rora democratica de pe vremea ,raposatei dumneaei”, provoaca o suita de replici si (non-)situatii care bifeaza toate
»specificatiile” teatrului absurdului, exact asa cum urma sa le descrie cu vreo suta de ani mai tarziu Martin Esslin®.
Pana la urma3, replicile golite de miez ale lui Leonida si ale Efimitei se asaza una peste alta, se proptesc una de cea-
lalt3, se inghesuie, se aglomereaza, se ciocnesc si se intretaie - ce-i drept, Leonida nici n-are nevoie sa fie contrazis,
se descurca foarte bine si singur - pana ajung sa asambleze un improbabil montagne russe care isi tine pasagerii cu
sufletul la gurd, ametiti, entuziasmati, surescitati, facandu-i sa uite ca sunt intr-o falsa calatorie, pe un drumin cerc.
Conul Leonida fata cu reactiunea: Poftiti in vagoane!

Codruta Popov B

* Martin Esslin (1918-2002), dramaturg, profesor,
jurnalist si critic de teatru; este cunoscut pentru
lansarea termenului ,teatrul absurdului”

42




EDITORIAL

Night seems the best time to hinder reality
and causality. But what Felix Alexa does, in to-
tal understanding with Caragiale, in the night
of "the great fright” is more than trip them up:
in Don Leonidas and the Right-Wing Cons-
piracy, reality and causality are floored, their
polarity changed. Not in life, not in death - a
nothingness full of happenings inhabits this
limbo or, rather, this purgatory, although
Leonidas - who talks with the ego of the little
man, convinced of anything because he knows
nothing, with the tyrannical whims of the weak
in the face of weaker - feeling pure and enti-
tled, just so, out of principle. The night of "the
last day before fasting” in which Nae Ipingescu
(an older acquaintance, from another night of
Caragiale’s plays) fires off pistol shots on his
way home out of a "loutish habit” as Safta re-
marks (as the grand dame she feels that she
is, by ricochet), combined with the story about

the article from the Democratic Aurora from
the time of the "departed Missus”, provokes a
streak of lines and (non-)situations that check
all the "specifications” of the theater of the ab-
surd, exactly as Martin Esslin® would describe
them some one hundred years later. Ultimate-
ly, the lines devoid of any sort of core delivered
by Leonidas and Efimita lay one next to the
other, prop each other up, cluster, clash and
intertwine - honestly, Leonidas needing no
one to contradict him, he can handle that very
well by himself - until they end up assembling
an improbable montagne russe that keeps its
passengers on the edge of their seats, dizzy,
enthusiastic, overexcited, making them forget
that they are on a false journey, a road leading
back in on itself.

Don Leonidas and the Right-Wing
Conspiracy: All aboard!

Codruta Popov B

1 Martin Esslin (1918-2002), playwright, professor,
journalist and theater critic; is known for having
coined the term "theater of the absurd”.
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Miercuri / Wendesday, 5.04, 19:00 | Studio UTU

Spectacol recomandat persoanelor peste 15 ani/ Show recommended for persons over 15 years
Durata spectacolului 1h15/ Length of the show 1h15

Spectacol cu supratitrare in limba engleza / English subtitles

AMINTIRIDIN
EPOCA DE SCOALA

SCHOOL AGE
MEMORIES

de / by Mihaela Michailov

—
—
E—
—
—
—
E

Distributia / Cast

ALINA SPIRIDON

DARIUS ZET

Scenografia / Set INOCENTIU IEREMIA
Muzica / Composer HOREA CRISOVAN

REGIA ARTISTICA / DIRECTED BY ION-ARDEAL IEREMIA

Regia tehnica / Stage directors Lavinia Ghiban

ludit Reinhardt
Operare lumini / Lights operator Costinel Purcaru-Asproiu
Operare sunet / Sound operator Peter Szabo

Operare video / Video operator Eugen Obrad
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DARIUS ZET, ACTOR:

Mie mi-a fost dor de scoala, dar scolil

NuU I-a fost dor de mine

Cum ai primit propunerea de a juca in Amintiri din epoca
de scoala?
In primul rand, nu ma asteptam sa fiu distribuit in acest
rol, asa ca am fost placut surprins, de fapt, sa zic cinstit,
am fost incantat de propunere. M-am bucurat sa lucrez,
ma bucur cand lucrez, pentru ca intalnirile ne tin conec-
tati si ne forteaza sa ne reinventam.

Cat de util este un astfel de spectacol?

Cred ca mi-ar fi placut sa stau in banca la acest spectacol,
mi-ar fi placut sa retradiesc de acolo emotia orei de mate-
matica, mi-ar fi placut sa aud soneria aia la care nu stiu de
ce i se zice ,clopotel”. In fine, stau si eu putin in banca, nu
doar spectatorii dar, privind din afara, parerea mea este
ca spectacolul dsta poate are ceva de zis oricarui tip de
public, oricarui om, oricarui individ care a trecut candva
prin scoald sau pe langa ea. Scoala trezeste-n fiecare o
amintire, placuta sau mai putin placut, te rascoleste sau
macar, te pune pe ganduri. A fost interesant sa descopar
ca rascoleste si niste reflexe demult uitate. Spectacolul
publicului e de-a dreptul captivant.

Tu in ce relatie ai fost cu scoala?

Ma plictiseam teribil. Scriam mult, foarte mult, stii ex-
presia aia, ,dupa dictare”, nu eram incurajat sa gandesc
critic sau sa fiu creativ, lucrul in echipa era aproape ine-
xistent, materia era stufoasa, iar unii profesori imi faceau
cele sase ore petrecute la scoala si mai dificile decat erau.
N-am fost un elev excelent niciodata, nu-mi placea sa in-
vat, nu-mi placea matematica, am urat franceza inca din
scoala generala, nu intelegeam de ce trebuie sa invat la-
tina, de ce trebuie sa conjug verbe. De ce trebuie sa stiu
cand a trait Vlaicu Voda? In final, mi-am raspuns singur
la aceste intrebari, habar n-am. Cred ca e important sa
invatam sa ne folosim inteligenta si sa descoperim cu-
noasterea, si, privind inapoi, in chestia asta am cam fost
pe cont propriu. In amintirile mele, asociez scoala cu te-
roarea memorarii.

Te-ai mai intoarce la scoala?

De tot? Nu. In vizita? Da. Chiar m-am intors, nu m-a re-
cunoscut nimeni, am ramas un simplu baiat care a studiat
candva acolo. Atat. Nu pentru recunoastere, m-am intors
de dor, doar ca scolii nu i era dor de mine. Asa ca i-am
intors spatele. Interviu realizat de Gabriela Lupu

EN

DARIUS ZET, ACTOR:

| missed school, but school didn't miss me

How did you receive the proposition of playing in Scho-
ol Age Memories?
First of all, | didn’t expect to be cast in this role, so | was
pleasantly surprised, actually, to be honest, | was abso-
lutely delighted! | was glad to be able to work, | am happy
when | work, because such encounters keep us connec-
ted and force us to reinvent ourselves.

How useful is such a show?

| think | would have rather liked to be sitting in one of
the benches on this show, | would have liked to relive the
emotions of math class from there, | would have liked to
hear that buzzer ring, although | don't know why they
call it "the bell”. Anyway, | sit in a bench for a while, as not
only the spectators do, but, looking at it from the out-
side, my opinion is that the show has something to say
to any type of audience, any person, any individual that
has at one point gone through school, or at least passed
by one. School awakens in each of us a memory, pleasant
or less pleasant, stirs something up or at least makes you
think. It was interesting to discover that it is a show that
stirs up long forgotten reflexes. The show the audience
makes is truly engrossing.

What was your relationship with school?

| was terribly bored. | wrote a lot, really a lot, you know
the expression, "after dictation”, | was not encouraged
to think critically or be creative, team work was almost
non-existent, the curriculum was stuffy, and some teach-
ers made those six hours | spent in school much more
difficult than they needed to be. | wasn't ever an excel-
lent student, | hated studying, | didn’t understand why |
needed to learn Latin, why | had to conjugate verbs. Why
did | need to know the period of time Vlaicu Voda was
alive for? In the end, | answered these questions by my-
self - | have no clue! | think it's important to study, to use
our intelligence and to discover knowledge, and, looking
back, in all this | was truly by myself. In my recollections, |
associate school with the horror of memorizing.

Would you return to school?

For good? No. Just for a visit? Yes. | did actually return,
no one recognized me, | was just some boy who studied
there at one point. That’s it. | didn’t return for recogni-
tion, but because | missed school, but school didn’t miss
me. So | turned my back to it.

Interview by Gabriela Lupu




Amintiri din epoca de scoala ramane - dincolo de o incursiune in universul scolar vazut prin ochi de
copil, dar analizat cu luciditatea documentaristului de calibru - o fermecatoare poveste despre memorie.
Mihaela Michailov lucreaza cu memoria intr-un fel de familiaritate tandra, imposibil de confundat cu lipsa
de rigoare, o familiaritate care devine imediat disponibild celui care intra in contact cu ea, fie actor, fie
regizor, fie - desigur - spectator.

Mihaela Michailov a facut, pentru a scrie acest text, mai mult decat ceea ce indeobste se numeste ,docu-
mentare”; ea a provocat un temeinic proces de introspectie, recuperand amintirile de scolari a doi actori
care, atunci, si-au jucat - si comentat - propria copilarie. A fost un fel de transfer delicat (sau poate o
inefabila extractie), greu de prins in cuvinte (desi se foloseste de ele). Rememorarea unui om devine ex-
perienta directa a altuia. Asta este, deja, o remarcabila performantad de comunicare. Dar ce se intampla cu
amintirea, odata ,extrasa” din contextul personal? Ce se intdmpla cu povestea, atunci cand transferul este
total? Cand nu-i mai apartine defel celui ce o povesteste? Spectacolul de la Nationalul din Timisoara in-
cearca sa raspunda la aceasta dilema, sa ridice aceasta manusa naratologica (si, dintr-un anume punct de
vedere, gnoseologica). Ne imbarbatam la gandul c3, odata pusa pe hartie, amintirea isi pierde proprietarul,
devine amintirea tuturor - devine literatura. Si totusi, asta functioneaza doar pana la un punct. lata-i, deci,
pe actorii Teatrului National si pe regizorul lor pe drumul inspre personaje, cautand si descoperind propri-
ile lor carari, propriile lor povesti, pe canavaua construitd de autoare. De acum, e povestea lor. Si epoca
lor de scoala. Si, cu fiecare reprezentatie, va deveni si povestea noastra.

Codruta Popov H
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School Age Memories remains - beyond an incursion into the universe of school seen through the eyes
of a child, but analyzed with the lucidity of a high caliber documentary maker - a charming story about
memory. Mihaela Michailov works with memory in a sort of tender familiarity, impossible to mistake for
a lack of rigor, a familiarity that becomes readily available to the one that enters into contact with it, be
that person an actor, a director, or - of course - a spectator.

Mihaela Michailov has done more than what is usually called "research” in the writing of this text: she
initiated a thorough process of introspection, reclaiming the memories of two actors, that, then, played
- and commented upon - their own childhoods. It was a sort of delicate transfer (or maybe a sort of
ineffable extraction), difficult to put into words (although she makes use of them). The remembering
of one person becomes the direct experience of another. This is, already, a remarkable performance in
communication. But what happens to the remembering, once "taken out” of personal context?

What happens to the story, when the transfer is total? When it no longer belongs to the one telling the
story? The show at the National Theater in Timisoara tries to answer this dilemma, take up this narrative
gauntlet (and also a gnoseological one, from a certain point of view). We take comfort in the fact that
once set on paper, memory loses its owner, belonging to everyone - becoming literature. And still, this
works up to a point. Therefore, the actors of the National Theater and their director are on a path to-
wards the characters, searching and discovering their own passages, their own stories, on the blueprint
created by the author. From now on, it is their story. And their school age. And, with each show, it will
become our story.Codruta Popov




Joi / Thursday, 6.04, 19:00 | Studio UTU

Spectacol recomandat persoanelar peste 12 ani / Durata spectacolului 1h15
Show recommended for persons aver 12 years / Length of the show 1h15

Spectacol cu supratitrare in limba romana / Romanian subtitles

ORLANDOTRIP

concert cinematic inspirat de Orlando furioso de Ariosto si
Orlando de Virginia Woolf / cinematic concert inspired by
Ariost’s Orlando furioso and Virginia Woolf’s Orlando

Distributia / Cast

ANNA LUCA POLONI
CHRISTIAN MAIR

Versuri & Interpretare / Lyrics & Performance ANNA LUCA POLONI

Muzica & Video-design / Music & Visuals CHRISTIAN MAIR
Un spectacol de / A performance by FOX ON ICE
O PRODUCTIE / PRODUCED BY WORTWIEGE

Spectacol prezentat cu sprijinul forumul cultural austriac™
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< O poveste despre mare; un triumf al
adancurilor mintii umane si al fluiditatii,
Orlando Trip este un spectacol-concert
cinematogranc despre mitul lui Orlando:
subiectul “sdu este caldtoria initiaticd a
unui tandr. Numit ambasador in Imperiul
Otoman, acesta traverseaza Mediterana
de doud ori, intorcandu-se insa_ca feme-
ie In patria_natala. Orlando Furioso al Iui
Ariosto si Orlando al Virginiei Woolf sunt
sursele de inspiratie ale acestui spectacol,
Pornind pe urmele unui personaj istoric si
literar legendar, scriitoarea si performera
Anna Luca Poloni aldturi de muzicianul si
artistul video Christian Mair navigheaza
pe undele versurilor, ritmurilor si imagi-
nilor printre semnificatiile unui cuvant pe
cat de utilizat, pe atat de temut in lumea
contemporana - schimbarea. Culturi, spa-
tii, perspective, dorinte, identitate, toate
se dovedesc mai putin clare, mai putin de-
finitive decat ne-am astepta in spectaco-
lul-concert cinematografic Orlando Trip al
duo-ul austriac Fox on Ice.




A sea story. A triumph of the uncon-
scious and the phenomenon of fluidi-
ty, Orlando Trip is a cinematic concert
about the Orlando myth: it centres on
the journey of a young man who is ap-
ointed ambassador to the Ottoman
mpire, crosses the Mediterranean
twice and finally returns as a woman.
Ariost's Orlando Furioso and Virginia
Woolf's Orlando are the main inspira-
tion sources of the show. Following a
legendary historical and literary charac-
ter, the writer and performer Anna Luca
Poloni together with the musician and
video artist Christian Mair navigate the
waves of lyrics, rhythms andimages
among the meanings of a word as much
used as it is feared in the contemporary
world - the change. Cultures, spaces,
perspectives, desires, identity, all turn
out to be less clear, less definitive than
we might expect in the_cinema-concert
erformance Orlando Trip of the Aus-
rian duo Fox on Ice.
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Schimbarea marii — astfel numeste William
Shakespeare o transformare profunda,
continuta in metafora fundamentald a ma-
rii: ordinea aparent de neschimbat a ma-
rii si a uscatului, a artelor si a naturii, a lui
acasa si a strainatatii, a conceptelor barbat
si femeie, a constientului si a inconstientu-
lui, a vietli si a mortii este complet abolita.
Orlando Trip este contrapunctul poetic
al unei epoci in care granitele rigide sunt
un principiu omniprezent. Performance-ul
este elegant si opulent in acelasi imp. Po-
vestea muzicala si cinematografica pe care
spectacolul nostru o aduce in fata publi-
cului international deschide o cale intima
spre unul dintre cele mai cunoscute mi-
turi si motive literare despre metamorfoza,
fluiditate, transgresarea limitelor si a grani-
telor, toate acestea avand in fundal marea
si metaforele el. - . .

Anna Luca Poloni si Christian Mair




Sea change - that's what William
Shakespeare calls fundamental chan-
ges: the seemingly secure order of sea
and land, art and nature, home and for-
eign, man and woman, conscious and
unconscious, life and death is abolished.
In the midst of an era that elevates rigid
boundaries to an omnipresent prmcqﬁo e,
Orlando Trip sefs a poetic counter-
point. Orlando Trip is sleek and opulent
at the same time, and through its musi-
cal and cinematic storytelling, ou show
provides an international audience with
sensory access to an iconic myth about
metamorphosis, fluidity, crossing bor-
ders along the central metaphor of the

sea.
Anna Luca Poloni and Christian Mair
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Prezentat in cadrul Anotimpurilor FEST-

DR, programul pe care Teatrul Natio-.
nal in deruleaza ca parte a programului_
cultural Timisoara - Capitala Europeana
a Culturii 2023, spectacolul Orlando Trip
face parte din programul de cooperare
internationala ,Sea Change” al companiei
teatrale Wortwiege. Spectacolul a fost
partial conceput N Romania, cu ocazia
unei calatorii de cercetare pe care Anna
Luca Poloni si Christian Mair au intre-
prins-o in 2021. Projectul se afla sub egi-.
da programului ,Calliope. Join the Dots™ si
a aniversarii a 50 de ani a Departamentu-
lui pentru Afaceri Culturale al Ministerul
austriac de Externe.




Presented within the FEST=
sons, the program that the
Theater runs as part of the
program Timisoara — Europes
of Culture 2023, Orlando Tr
of the "Sea Change” — tHSa_.
cooperation program of the \
theater company. The showy
tially conceived in Romania, ©
casion of a research trip that £
Poloni and Christian Mair unc
/S Tae pro%ect is develope
the auspices of the “Calliope:
Dots” and the 50th anniversary orthe
Department for Cultural Affairs of the
Austrian Ministry of Foreign Affairs.
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SUNT O BABA
COMUNISTA

dupa romanul lui Dan Lungu /

Distributia / Cast

Emilia Apostoae

Tucu, sotul Emiliei / Tucu, Emilia’s husband
Prezentatoarea / The Presenter

Regizorul de platou / Set director
Cameraman 1

Cameraman 2

Alice, fiica lor

Sotul lui Alice / Alice’s husband
Povestitorul de bancuri / The joke’s storyteller
Securistul / Calugarul Dorofte

The Securitate Thug/ Monk Dorofte
Doamna Rozalia

Baletul emisiunii / Ballet ensemble

Scenografia / Set & costumes
Video design

Coregrafia / Choreography
Sound design

REGIAARTISTICA / DIRECTED BY

Regizor tehnic / Stage director
Sufleor / Prompter

Operator lumini / Light operator
Video

Operator sunet / Sound operator

Vineri / Friday, 7.04, 19:00 | Sala2 / Hall 2

Spectacol recomandat persoanelor peste 12 ani / Durata spectacolului 1h50
Show recommended for persons over 12 years / Length of the show 1h50

Supratitrare in limba engleza / English subtitles

I’'M AN OLD COMMIE

de / by Calin Ciobotari
after Dan Lungu’s novel

CLAUDIA [EREMIA
ION RIZEA
ROBERTA POPA
MATE| CHIOARIU
CRISTIAN SZEKERES
ALECU REUS
IULIANA CRAESCU
ROMEO I0AN
CATALIN URSU

DORU IOSIF
ANA MARIA COJOCARU
IONUT IOVA

RAUL LAZARESCU
MARIN LUPANCIUC
DARIUS ZET

INOCENTIU IEREMIA
ANDREI COZLAC
VICTORIA BUCUN
SEBASTIAN HAMBURGER

ANTONELLA CORNICI

Andreea Gecse
Judit Reinhardt
Alexandru Stanescu
Eugen Obrad

Peter Szabo
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CLAUDIA IEREMIA, ACTRITA:

Problema pe care o ridica acest spectacol
nu este una de generatie, ¢l una de
mentalitate




Baba ta din spectacol e foarte departe de a fi o baba. Asa ca te
intreb: cine este Emilia Apostoae?
Problema pe care o ridica acest spectacol nu este una de generatie,
ci una de mentalitate. Au trecut treizeci de ani de cand comunismul
a disparut ca regim politic. Dar - si asta este ceea ce incercam sa in-
telegem in acest spectacol - comunismul nu s-a sters inca din edu-
catia noastra, din felul in care ne raportam la notiuni ca adevarat si
fals, libertate, drept si responsabilitate etc. Nu varsta este impor-
tanta in abordarea Antonellei Cornici, ci, mai degraba, raportarea
la trecut. Poti fi tanar si sa ai aceasta ,nostalgie de mana a doua®,
cum zice Dan Lungu in interventia filmata din spectacol, referin-
du-se la nostalgia unei generatii care nu a prins comunismul, dar
care priveste n oglinda acelor vremuri prin ochii parintilor sau bu-
nicilor sai. Si in care fiecare vede ce vede. Emilia este o femeie care
,S-a descurcat” in vremea comunismului, fara sa isi puna prea multe
intrebari cata vreme a avut senzatia ca pacaleste sistemul. Asa ca
dilema ei e cat se poate de reala: pentru marii, pentru micii si chiar
pentru foarte micii privilegiati, poate ca a fost o perioada prospe-
ra. Emilia insasi face parte din acesti foarte mici privilegiati, sincer
convinsa de etica si de probitatea ei, fara sa fi inteles pana acum ca
reteaua de pile si relatii care ii facea viata ceva mai usoara inseamna
hotie, nimic mai putin. Pe de alta parte, Romania post-comunista a
demonstrat ca opusul raului nu este in mod necesar binele. Emilia a
vazut cum se dardma lumea pe care o cunoaste, fara sa descopere
nimic bun in locul ei. Asa ca, pusa in fata atator revelatii, prima care
se intreaba ,cine este Emilia Apostoae?” este chiar Emilia Apostoae.

Care a fost cea mai mare dificultate pentru tine in timpul lucrului

la spectacol?
Cand ai ajuns la personaj, drumul pana acolo, oricat de greu ar fi
fost, se estompeaza si ramai cu el, cu personajul. Dar chiar si asa,
nu cred ca pot vorbi despre dificultati. Mai interesant a fost primul
moment, cdnd am aflat ca sunt distribuitd in rolul ,babei” (rade).
Altfel, a fost chiar captivant: pe de-o parte, munca la spectacol m-a
determinat sa imi amintesc o multime de lucruri din vremea aceea
(si chiar am ce sa imi amintesc!), pe de alta parte, am incercat sa nu-
mi judec personajul, c3 altfel cum si-1 joc? Impaci-le pe astea doua
daca poti! Am putut, pana la urma, dar am avut ceva de lucru. Insa
adevarul e ca Toni (Antonella Cornici, n.red.) a facut totul pentru ca
aceasta poveste grava, puternicd din punct de vedere emotional
- si de aceea riscanta - sa ne fie mai usor de dus. Si mie, si perso-
najului meu.

Cum asa?

Plasand intreaga desfasurare a actiunii in cadrul unui show televi-
zat, Calin Ciobotari, autorul scenariului, si Toni au mutat centrul de
greutate al personajelor, le-au pus un filtru. A fost o solutie foarte
inteligenta, care a facut mai usor digerabilad discutia despre comu-
nism. Cu camera de filmat in fata ochilor, lucrurile se amplifica, de-
vin exagerate, distorsionate, ca doar trebuie audienta, nu? Pentru
Emilia, cele ,15 minute de celebritate” devin, pur si simplu, o su-
papa, o forma de distantare fata de propria ei poveste, iar aceasta
distantare ii ofera suficient spatiu interior pentru revelatii.

Emilia chiar are nostalgia comunismului?

Cred ca da, dar nu chiar asa de tare pe cat o sileste insasi prezenta
ei in studioul de televiziune. De fapt,- si cred ca asta este un punct
important pentru multi oameni din generatia parintilor nostri - nici
nu stiu cat e nostalgia comunismului si cat este nostalgia tineretii.
O confuzie foarte umana: Emilia are nostalgia tineretii ei, amintirile
i se leaga de acel timp si de acel loc, iar asocierile devin greu de
despartit. Interviu realizat de Codruta Popov

61



CLAUDIA IEREMIA, ACTRESS:

The problem this show raises is not one
of generation, but one of mentality




Your old lady in the show is very far from being an old
lady. So | ask you: who is Emilia Apostoae?

The problem this show raises is not one of generation,
but one of mentality. Thirty years have passed since
Communism disappeared as a political regime. But - and
this is what we are trying to understand in this show -
Communism has not yet been erased from our educa-
tion, from the way we relate to notions like truth and
falsehood, freedom, justice and responsibility, etc. It is
not age that is important in Antonella Cornici’s approach,
but rather the relation to the past. You can be young and
have this ,second-hand nostalgia“, as Dan Lungu says in
his filmed intervention inside the performance, refer-
ring to the nostalgia of a generation that did not live in
Communism, but looks inside the mirror of those times
through the eyes of their parents or grandparents. And
in which everyone sees what they see. Emilia is a wo-
man who ,got by“ under Communism, without asking
too many questions as long as she felt she was cheating
the system. So her dilemma is as real as it gets: for the
great, the little and even the very little privileged, it might
have been a prosperous time. Emilia herself is one of the
very little privileged, sincerely convinced of her ethics
and probity, without having understood until now that
the network of relations and connections that made her
life a little easier is still theft, nothing less. On the other
hand, post-communist Romania has shown that the op-
posite of evil is not necessarily good. Emilia has seen the
world she knows crumble without discovering anything
good in its place. So, faced with so many revelations, the
first to ask themselves ,who is Emilia Apostoae?“ is Emilia
Apostoae herself.

What was the biggest challenge for you while working
on the show?

How you get to the character, the path to it, as hard as

it was, fades away and you stay with it, with the charac-
ter. But even so, | don't think | can talk about difficulties.
More interesting was the first moment, when | found out
| was cast as the ,old lady” (laughs). Otherwise, it was
really exciting: on the one hand, working on the show
made me remember a lot of things from that time (and
| do have a lot to remember!), on the other hand, | tried
not to judge my character, otherwise how could | play it?
Split those two if you can! | managed it, after all, but | had
some work to do. But the truth is that Toni (Antonella
Cornici, editor’s note) did everything she could to make
this serious, emotionally powerful - and therefore risky -
story easier for us to carry. For me and for my character.

How so?

By setting the entire plot inside a TV show, Cilin Ciobo-
tari, the scriptwriter, and Toni have moved the characters’
centre of gravity, put a filter on them. It was a very clever
solution, which made the discussion of Communism easi-
er to digest. With the camera in front of your eyes, things
get magnified, exaggerated, distorted, because you need
an audience, right? For Emilia, the ,15 minutes of fame*
simply becomes a valve, a way to distance herself from
her own story, and this distance gives her enough inner
space for revelations.

Is Emilia really nostalgic for Communism?

| think so, but not as much as her very presence in the
TV studio compels her. In fact - and | think this is an
important point for many people of our parents’ gene-
ration - they don’t even know how much is nostalgia for
Communism and how much is nostalgia for youth. A very
human confusion: Emilia is nostalgic for her youth, her
memories are linked to that time and place, and the as-
sociations become hard to separate.

Interview by Codruta Popov
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Spectacolul prezinta un show de televiziune (...) realizat in stilul raposat-nemuritorului Surprize, surprize (...) care o are
ca invitat3 principala pe Emilia Apostoae (Claudia leremia, cu un rol chiar mai bun decat Arkadina din Pescarusul lui
Andrei Serban de la unteatru, pentru care a bifat o nominalizare la Gala Uniter 2019 pentru rol principal). Emisiunea
TV se desfasoara la cativa ani dupa aparitia romanului, al carui autor intervine in emisiune printr-o inregistrare video.
In acest fel, personajul fictional Emilia si creatorul lui, Dan Lungu, devin colegi de fictiune teatrala imaginata de Calin
Ciobotari. (...) Contrele din live dintre Emilia Apostoae, sotul ei (lon Rizea, intr-un minunat contre-emploi), fiica Alice,
sotul acesteia si fostul sef al Emiliei continua si in timpul pauzelor publicitare. In fine, publicul venit la teatru devine,
automat, publicul ,platit* al emisiunii tv, fiind in repetate randuri strunit / admonestat de regizorul de platou. Acesta fi-
ind cadrul, acestea fiind ramele, acestea fiind straturile, let the show begin! (...) Marele atu al spectacolului e ca ingaduie
timp amintirilor protagonistei. Claudia leremia trece in revista, cu pofta, metoda si emotie, marile teme ale nostalgiei
pentru regimul comunist. Nimic nu lipseste din enumerarea ei. Cu inteligenta si delicatete lon Rizea taie din avantul
sotiei. De dragul adevarului, dar fara a depasi limita invizibila trasata de imensa afectiune discreta pe care i-o poarta.
(...) La 30 de ani de la revolutie, a venit, poate, vremea, sa admitem ca, tacand despre ororile acelor vremuri, riscam
sa condamnam generatiile viitoare sa ne repete greselile. In egala masura, insa, a venit, poate, viemea sa admitem ca,
atunci cand condamnam fara rest toate intamplarile si toti oamenii acelor timpuri, riscam sa ii ingropam de vii pe cei
care, nereusind sa se adapteze prezentului, isi cauta un reper in ce-au trait candva, in acel trecut din care au evacuat tot
ce era rau. In fing, a venit, poate, vremea sa facem pace cu noi, cei de-atunci, si noi cei care azi n-o ducem tocmai rau,
dar care am trait, totusi, o vreme, si in acele timpuri. Spectacolul remarcabilei Antonella Cornici ingaduie toate acestea,
oferindu-ne sansa gasirii echilibrului fara de care viata intr-o societate mai buna decat cea just blamata nu e cu putinta.
Un strop de umanitate atunci, un altul, acum, si cine stie, poate vom iesi curand din auto-izolare.

Mihai Brezeanu, in Liternet B
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Sambata / Saturday, 8.04, 19:00 | Studio UTU

Spectacol recomandat persoanelor peste 15 ani / Durata spectacolului 1h15
Show recommended for persons over 15 years / Length of the show 1h15

CANICULA

THE HEAT

Distributia / Cast

Gil
Ema

Scenografia / Scenography
Video design
Light design

REGIA ARTISTICA / DIRECTED BY

Regizor tehnic / Stage director
Sufleor / Prompter

Operator lumini / Lights operator
Operator sunet / Sound operator
Operator video / Video operator

de / by Antoaneta Zaharia

CATALIN URSU
MIRELA PUIA

ZSOLT FEHERVARI
LUCIAN MATEI
FLORIAN PUTERE

MIRUNA RADU

Cristian Stana
Judit Reinhardt
Gratian Popp
Peter Szabo
Eugen Obrad
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ANTOANETA ZAHARIA, DRAMATURG:

Canicula vorbeste despre chinul

suprav
stradan
dintate sa funct
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Cum s-a apucat de scris actrita Antoaneta Zaharia?

Mi-a placut sa scriu Tnainte sa ma apuc sa citesc.
M-am apucat de scris pentru cd am avut o profe-
soara de romana minunata, Romanita Mihaltz, prie-
ten, mentor, un om minunat. Acum, dupa pandemie
cand ne-am revazut, ne-a dat tezele cu Miorita si
Mesterul Manole, pe care ni le-a pastrat din clasa a
VII-a. Am scris teancuri de jurnale, scrisul a fost pen-
tru mine numirea trairilor, cuvinte potrivite pentru
emotii, sentimente, micile mele romane de aventuri,
iar recitirea un soi de balsam vindecator, o oglin-
da de apa. Asa ca scrisul I-am invatat inainte sa fiu
actrita, iar cand teatrul nu ma solicita, scriu. De ce
scriu? De dragul meu, pentru ca in munca aceasta
care implica: recitire, rescriere, nemultumire, ori fu-
rie ca nu-ti vine ideea potrivita... recitirea care curge,
ori scrisul pe val, sunt foarte, foarte satisfacatoare.

Ca tot ai pomenit de orele de romana, ce a vrut sa
spuna autoarea cu acest text?

Piesa Canicula este despre parintii mei. Despre chi-
nul supravietuirii in casnicie, despre aceasta strada-
nie zilnica de a face doua roti dintate sa functioneze
fmpreuna, despre tocirea zimtilor. Despre senectute
si boala, despre viciile care acapareaza omul, des-
pre lipsa si nevoia de iubire, despre resentimente si
regrete tarzii. Batranii sunt o specie de oameni pe
care ii privim uneori cu dezgust, frica, curiozitate,
mandrie, desconsiderare, apreciere, empatie, com-
pasiune, respect, dragoste. lar ei sunt un soi vlastari
tineri cu coaja tare. De-aia, cat ii tin bateriile, sunt
sprinteni si jucausi, plini de umor si autoironie. Imi
place ca in textul meu, cu toate ca..., sa-i vad ca se
iubesc.

Cum ti s-a parut montarea de la Teatrul National
din Timisoara?

Am vazut spectacolul de la Timisoara si m-am emo-
tionat. O piesa este pentru scena, e trist sa scrii tea-
tru si sa nu-l vezi reprezentat, de-aia m-am si oprit
putin, lipsa de perspectiva mi-a ciuntit initiativa. La
noi nu sunt solicitate textele romanesti, nu se cer,
nu se monteaza, nu se colaboreaza cu dramaturgul
pentru rescriere de scene, nu ni se citesc textele,
nu se fac cunoscute. Ma intreb cat mai dureaza.
Nu sunt bani, nu vom face proiecte si cele care se
fac sunt programate de acum doi ani... Ma intreb
cand vom ajunge sa consumam frustrarile si sa ne

C

e, despre
Ca de a face doua rot
oneze Impreuna

mai hranim si din aprecierea unor oameni care vor
sa faca mai mult. Majoritatea celor care scriu ajung
sa-si monteze textele singuri, asa am facut si eu cu
Doua fete si o dimineata, cu Ciao bella, pe urma
m-am lasat. Sunt atatia regizori. In acest punct se
ajunge la discutia: ce ti-a venit, Toni?... Inca o actrita
care scrie... in ziua de azi toti suntem buni la toate...
Poate ca nu, dar poate ceva bun poate sa iasa... Am
inteles mai tarziu un adevar: aici sansele sunt mici
si fiecare tine la pozitia lui, masiv. Generozitatea e
o entitate foioasa si mare, incape mai greu. Poate
copiii nostri sa se bucure de ceva camere cu usi la
care daca vor bate, se vor putea deschide. Hope so!
Cum zice viitorul.

Te intereseaza propriul text si ca actrita?

As vrea sa joc cu sotul meu, Marius Damian, aceasta
piesa. Marius mai rescrie niste scene, mie mi-e cum-
va greu. El ar vrea sa o monteze si atunci el vede
cum va fi spectacolul si ce-i mai trebuie textului ca
sa slujeasca bine scenei. Nu sunt asa de multumita
de mine, nu prea am mai scris, imi plac prea multe
lucruri si incep sa lucrez la ceva, apoi ma las si ma
apuc de altceva, ma atrag domenii diferite si merg
asa, pe mai multe fronturi. Dar, ca vine iarna, scriito-
rilor le prinde bine sezonul friguros. Se asaza cu un
ceai, o cafea si ziua e mai scurta, se retrag oamenii
pe la case, e tocmai bine sa te insingurezi si sa te pui
pe inventat.

Ce surprize literare ne mai pregatesti?

Acus’ ca vine iarna, impreuna cu Un Cristian de la
Editura Casa de Pariuri Literare am vrea sa mergem
cu cartile de copii prin gradinite. El are o serie cu
Rade-n somn, eu am cartea mea de copii in versuri,
Poveste cu Milina si Spiridusul Zac, pe care vreau
sa le-o teatro-citesc copiilor, intr-un soi de lectura
atelier interactiv cu copiii, un fel de a calatori cu car-
tea miscata prin gradinitele din Bucuresti. Am texte
pentru copii si teatrele de copii nu sunt interesate,
ori nu am ajuns eu unde e nevoie, ori nu le e timpul,
daca cei in domeniu citesc acest interviu, anunt ca
exist si eu. Scriu la o piesa pentru oameni mari, am
un roman neterminat. Dintre vise: mi-ar placea sa
montez eu spectacolele de copii, s am eu un teatru
de copii... poate ca nu vor fi doar vise. Spor la visat
tuturor! Interviu realizat de Gabriela Lupu
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ANTOANETA ZAHARIA, PLAYWRIGHT:
The Heat talks about the torment of
survival in marriage, about the daily
struggle to make two cogs work together

How did actress Antoaneta Zaharia get into wri-
ting?

| liked writing before | started reading. | started wri-
ting because | had a wonderful Romanian teacher,
Romanita Mihaltz, a friend, a mentor, a wonderful
person. Now, after the pandemic when we met
again, she gave us the Miorita and Master Manole
theses, which she kept for us from the 7th grade.
| wrote stacks of journals, writing was for me the
naming of experiences, finding the right words for
emotions, feelings, my little novels of adventures,
and re-reading them was a kind of healing balm, a
mirror of water. So | learned how to write before
| was an actress, and when theatre doesn’t call to
me, | write. Why do | write? For my own sake, be-
cause in this work that involves: rereading, rewrit-
ing, dissatisfaction, or anger that you don't get the
right idea... the flowing rereading, or the writing on
the fly, are very, very satisfying.

Speaking of Romanian classes, what did the author
mean by this text?

The play The Heat is about my parents. About the
torment of surviving in a marriage, about this dai-
ly struggle to make two cogs work together, about
grinding the cogs. About senescence and sickness,
about the vices that take hold of human beings,
about the lack and need of love, about resentment
and late regrets. The elderly are a species of people
we sometimes look upon with disgust, fear, curios-
ity, pride, disdain, appreciation, empathy, compas-
sion, respect, love. And they are a kind of young,
hard-skinned vampire. That's why, while their bat-
teries last, they're spry and playful, full of humour
and self-irony. | like that in my text, though..., to see
them in love.

What did you think of the staging at the National
Theatre in Timisoara?

| saw the performance in Timisoara and | was
moved. A play is for the stage, it's sad to write the-
atre and not see it performed, that’s why | stopped
for a while, the lack of perspective made me hes-
itate. We don'’t look for Romanian texts, we don't
ask for them, we don't stage them, we don’t col-
laborate with the playwright to rewrite scenes, we
don't read the texts, we don’'t make them known. |
wonder how much longer this will last. There's no
money, we won't do projects and the ones that are
done have been scheduled for two years... | won-

der when we'll get to consume the frustrations and
feed off the appreciation of people who want to do
more. Most people who write end up editing their
texts themselves, that’s what | did with Two Girls
and a Morning, Ciao bella, then | gave up. There are
so many directors. At this point it gets to the dis-
cussion: what came to you, Toni?... Another actress
writing... we're all good at everything these days...
Maybe not, but maybe something good can come
out... Later | understood a truth: here the odds are
small and everyone holds his position, massively.
Generosity is a big, fat entity, it's harder to fit in.
Maybe our kids can enjoy some rooms with doors
that if they knock on, will open. Let us hope! As the
future says.

Are you interested in your own writing as an ac-
tress?

I'd like to do this play with my husband, Marius
Damian. Marius is rewriting some scenes, it's kind
of hard for me. He would like to stage it and then
he sees how the show will be and what else the
text needs to serve the stage well. I'm not so happy
with myself, | haven’t written much, | like too many
things and | start working on something, then | give
up and go into something else, | get attracted to dif-
ferent areas and go like that, on several fronts. But,
as winter is coming, writers can really use the cold
season. They sit down with a tea, a coffee and the
day is shorter, people retire to their houses, it’s just
good to get lonely and get on with the inventing.

What literary surprises do you have in store for us?

Now that winter is coming, together with Un
Cristian from Casa de Pariuri Literare publishing
house we would like to take children’s books to
kindergartens. He has a series with Laughing in its
Sleep, | have my children’s book in verse, Story with
Milina and Zac the Sprite, which | want to read to
children in a kind of interactive reading workshop,
travelling through kindergartens in Bucharest. |
have texts for children and children’s theatres are
not interested, either | haven’t got what they need,
or they don't have the time,so if those in the field
read this interview, | announce that | exist. I'm writ-
ing a play for grown-ups, | have an unfinished novel.
Among my dreams: I'd like to put on children’s shows
myself, have a children’s theatre... maybe they won't
be just dreams. Good luck dreaming everyone!
Interview by Gabriela Lupu




Antoaneta Zaharia este o cunoscu-
ta actrita de teatru si film, scriitoare
(Garsoniera in centru, ed. Polirom,
2006) si, nu in ultimul rand, drama-
turg. Spiritul ludic, pofta de viata, dar
si, In egald masura, o luciditate mus-
catoare definesc ,marca” acestui ar-
tist plurivalent care este Antoaneta
Zaharia.

Cunoscuta in special ca una dintre
cele mai remarcabile prezente ale
teatrului romanesc al anilor 2000
(castigatoare a mai multor premii na-
tionale de interpretare), Antoaneta
Zaharia nu doar ,face” teatru, ci il si
scrie. Este autoarea mai multor piese
de teatru, dintre care amintim Ziua
perfecta (premiul UNITER pentru
cea mai buna piesa a anului), Jocul,
Ziua in care nu s-a intamplat nimic,
Doua fete si o dimineata, Va pupa
piticul din Franta, Ciao bella, Come-
die cu desert, Poveste cu Milina si
Spiridusul Zac etc.

MEMEH'i'U




MEMENTO

Antoaneta Zaharia is a well-known
theatre and film actress, writer (One
room apartment in the center, ed.
Polirom, 2006) and, last but not least,
playwright. Antoaneta Zaharia's play-
ful spirit, zest for life and biting lucid-
ity are the hallmarks of this versatile
artist.

Known in particular as one of the
most remarkable Romanian theatre
stars of the 2000s (winner of several
national acting awards), Antoaneta
Zaharia not only ,makes" theatre, she
also writes it. She is the author of se-
veral plays, among which we remem-
ber The Perfect Day (UNITER award
for the best play of the year), The
Game,The Day in Which Nothing
Happened, Two Girsl and a Morning,
Kisses from the French Ghome, Ciao
bella, Comedy with dessert, Story
with Milina and Zac the Sprite etc.
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Miercuri / Wednsday, 12.04, 19:00 | Studio UTU

Spectacol recomandat persoanelor peste 12 ani / Durata spectacolului 1 h
Show recommended for persons over 12 years / Length of the show 1 h

MARIA DIN MAGDALA
MARY OF MAGDALA

viziune teatrala de / theatrical vision by
lon Jurca Rovina

Distributia / Cast

ROBERTA POPA

Scenografia / Set DOROTHEA IORDANESCU
Picturi / Paintings GHEORGHE FIKL

Muzica / Music ART GOTIC

Light design COSTINEL ASPROIU
Coordonator / Project coordinator STEFAN IORDANESCU

UN CONCEPT DE / CONCEPT BY ROBERTA POPA

Editare video / Video editing Larisa Aioanei & Alexandru Miklos.
Costume / Costumes CHIC by Vali Cioban.

Multumiri artistului plastic Gheorghe Fikl, pentru imaginile din lucrarile sale,
folosite in spectacol. / Thanks to Gheorghe Fikl, for the images from his
works, used in the show.










RO

ION JURCA ROVINA, DRAMATURG:

Cu teatrul am

esit 1N

Domnule Jurca Rovina, este Maria din Magdala un
text exclusiv religios?

Exclusiv religios? Nicidecum: folosind mai mult de-
cat ca pretext o explorare evanghelica, textul isi asu-
ma, cred eu, o incursiune intru definirea, cu efect
contingent, prin irealul mistic, a fiintei feminine. Tex-
tul este o monodrama cu Maria din Magdala, perso-
najul ei fiind transfigurat intr-o viziune teatrala. O
posibila voce a Mariei dupa Inviere, care, in margi-
nalizarea ei, rememoreaza, in replica, propriul ei par-
curs dramatic dinspre o fiintare abisala spre inalta
spiritualizare a invataturii lui lisus. Maria se arata a
fi femeia reala, in dialog si sub pavaza omului lisus,
caruia ii descopera ea insasi transcenderea mistica.
In monologul ei extins prin adresari catre apostoli si
prin evocari_ale interpelarilor si dialogurilor sustinu-
te de catre Invatator in apararea ei, Maria interiori-
zeaza, treptat, nu doar Golgota celui crucificat, ci si
propria Golgota, parcursa spre o asa-zisa inviere a
iubirii.

Buna parte a textelor pe care le-am citit din crea-
tia dumneavoastra au ca personaj - nu intotdeauna
numit, dar mereu prezent - iubirea. Care este po-
vestea iubirii personajului pe care I-ati creat?

Eu? Parca mi-ati f1 intins o capcana in scena. Eu am
descoperit personajul. Cand am publicat piesa, in
2017, inca nu se vorbea de ,sfanta Maria Magda-
lena”, ,asemenea apostolilor”. Sa fi avut eu oare o
premonitie? Confundata cu o prostituatd, ea nu era
nici adultera pe care, insotit de Maria, lisus o apara-
se de lapidarea cu pietre. Regretabila umbra aster-
nutd, in chip dubios si derizoriu, peste femeia careia
lisus i s-a aratat la Inviere. Confuzia sa fi venit oare
de la femeia din care lisus avea sa scoata cei sapte
diavoli? Femeia care, ingenuncheata, unge cu mir si
sterge cu pletele ei picioarele Invatatorului care fi
spune: ,Femeie, iertate sunt pacatele tale”? De aici,
Maria Magdalena avea sa se elibereze de ea insasi si
sa-l urmeze; de aici, ea devine creatia lui lisus. Dupa
cum ea le reaminteste apostolilor, ,femeia insoti-
toare, cum am ajuns sa fiu numita, poate fi intre voi
la inaltimea mintii si a viziunii lui”.. Or, revelatoare
este si interventia lui Levi: ,a iubit-o pe ea mai mult
decéat pe noi”. Povestea iubirii, cu cele doua fete ale
personajului: iubirile din prima parte a vietii, de care
ea insasi, In text, ca intr-o spovedanie, se dezice. Si
iubirea insotitoarei Maria din Magdala, in sfirsit, re-
considerata ,asemenea apostolilor”: , lubirea zides-
te”. Nu mai ziditi femeia! / lubirea ne invie in viata/
cu El am inviat.

Ar putea, sau v-ati dori ca Maria sa fie o femeie a
secolului al XXI - lea? Ce ar fi diferit, daca ar fi ceva
diferit?

Emblematic, Maria din Magdala strabate altfel vea-
cul acesta cu inceput atat de contorsionat. Tocmai
de aceea, avem nevoie de reconsiderari in termeni
veridici. Ma provocati cu intrebarea. Cum sa nu fie

bertate, In lume

Maria si in acest secol?! Fiinta femeii isi perpetueaza
mirajul. Nu despre faptul ca iubirea e cea care ne
invie in viata vorbeam? Cat e inviere si apoi cat e
drama? Am regasit-o de cateva ori in prima ipostaza.
Dar Doamne, cred ca pana la urma mi-ai dat insoti-
toarea pe viata. Am eu undeva un titlu: Libertatea e
femeie. Stia Mantuitorul de ce iarta pacatele Mariei
din Magdala.

Textul dumneavoastra gliseaza permanent intre
poetic si teatral. De ce?

Nu neaparat programatic a aparut aceasta glisare, ci
mai degraba, din nevoia de a obtine o anumita stare
in rostirea monologului. Conflictuala in vorbirea ei
catre apostoli, precum ntr-un dialog teatral, tran-
spusa in adresarile ei catre lisus sau in dedublarea
cu ea insasi, personajul Maria intra adesea in transa,
de la exaltare la extaz. Cum as fi putut atinge decat
intr-un registru poetic o atare pulsatie interioara?
Mai mult decat o simpla infuzie lirica, eu cred ca
versul, prin rostirea lui, o ajuta pe Maria sa treaca in
transcendere dinspre suferinta spre evanghelia iu-
birii. Adica, personajul Maria din Magdala in viziune
teatrala - daca imi dati voie - pe scena. Harul rostirii
revine interpretei, in cazul nostru, Roberta Popa.

Ce va este mai aproape - teatrul, romanul, poezia
sau analiza teatrala?

Ati schimbat personajul. Ca sa ramanem pe scena.
Romanul mi-a fost aproape, platosa sa-mi pot defini
un drum in viata. Fara sa abdic, i-am respectat, cu
propriile inventii, arhitectura, fiindu-mi ca o casa in
care pot locui si astazi, cu ferestrele deschise. Poezia
m-a tinut cu mine, chiar si atunci cand, cenzurats,
mi-a fost trimisa in sertar. Si ma tine, nu ma parases-
te, dupa cate vedeti, nici pe scena. Teatrul, sigur, cu
teatrul am iesit in libertate, in lume. Exteriorizat, cu
viziuni, iertati-mi exaltarea, in omenire. De piesa de
teatru m-am prins dupa ,89, si ma tin eu de el, cat
mai aproape. lar in ce priveste analiza teatrala - bine
zis - in cronicile mele am fost intr-adevar aproape
de scend, punctual, fara sfatuiri si inventate atacuri.

Aveti o cariera de jurnalist teatral care se intinde pe
mai multe decenii. Cum va simtiti de cealalta parte
a rampei?

Cinci decenii In umbra scenei, ca sa-mi citez titlul
primei carti de cronici. Altfel, privitor ca la teatru, dar
parasind scena lumii, fascinat de lumea scenei, con-
fundandu-ma adesea cu mirajul ei. Cu iubire pentru
actori, pe care nu i-am trecut niciodata in paranteza,
dar vrand, nevrand, spectator cu pixul, fara sa omit
din echipa vreun nume. Ce sa mai zic, fericita lume
e, nemuritor teatrul. Fericit si eu ca nedespartit i-am
fost si i-am ramas atat de aproape Teatrului National
,Mihai Eminescu’, caruia ii aduc multumiri ca ma re-
gasesc si azi, in sala si pe scena, - actor cu scrisul, in
echipa. Interviu realizat de Gabriela Lupu




EN

ION JURCA ROVINA, PLAYWRIGHT:
With theater | exited into freedom,
into the world

Mister Jurca Rovina, is Maria of Magdala an exclu-
sively religious text?

Exclusively religious? Not at all: using more than
pretext an evangelical exploration, the text takes
upon itself, | believe, an incursion into the defini-
tion, with a contingency effect, through mystical
ireality, of the female being. The text is a one-wom-
an show with Mary of Magdala, her character being
transfigured into a theatrical vision. A possible voice
of Mary after the Resurrection, which, in her margi-
nalization, remembers, as a retort, her own dramatic
journey from abysmal being into the high spirituality
of the teachings of Jesus. Mary shows herself to be
a real woman, in dialogue and under the protection
of the human Jesus, in which she discovers mysti-
cal transcendence. In her extended monologue to-
wards the apostles and through evocations of the
asides and dialogues the Teacher held in her de-
fense, Mary slowly holds within herself, not only the
Golgotha of the crucified, but her own Golgotha,
traveled through a so called resurrection of love.

How could Mary not be of this century?! The being
of woman keeps perpetuating its mirage. Wasn't |
talking about the love that resurrects us to life?
How much is resurrection and how much is drama?
| found it a couple of times in the first instance. But
God, | think that finally you have given me a chap-
erone for life. | have a title: Freedom is woman. The
Savior knew why he was forgiving the sins of Mary
of Magdala.

Your text slides constantly between the poetic and
the theatrical. Why?

This sliding is not necessarily programmatic, but
rather it comes from the need to obtain a certain
state while speaking the monologue. Conflictual
while talking to the apostles, as in a theatrical di-
alogue, transfixed in her addressing Jesus or in the
doubling of herself, the character of Mary enters of-
ten into a trance. How could | attain such an inner
pulse without using a poetic register? More than a
lyrical infusion, | believe that verse, when spoken,
helps Mary transcend from suffering to the gospel

of love. Meaning the character Mary of Magdala in
a theatrical vision - if you permit - on stage. The
gift of speaking belongs to the actress, in our case,
Roberta Popa.

What is closer to you - theater, the novel, poetry or
theatrical analysis?

A large part of your texts that I have read have as
character - not always named, but always present
- Love. What is the story of the love of the charac-
ter you have created?
I? It's like you set up a trap for me on stage. | have
discovered the character. When | published the

play, in 2017, there was no talk of "holy Mary
Magdalene”, "equal to the apostles.” Was it a pre-
monition on my behalf? Confused with a prostitute,
she was neither the adulteress who, together with
Mary, Jesus defended from lapidation. A regretta-
ble shadow set, in a dubious and ridiculous way,
over the woman whom Jesus showed himself to at
the Resurrection. Could the confusion have arisen
from the woman from which Jesus exorcised sev-
en devils? The woman which, kneeling, anoints with
myrrh and wipes with her own locks the feet of the
Teacher who tells her: "Are your sins forgiven, wo-
man?” Hence, Mary Magdalene would free herself
from her own constraints and follow him; from then
on she becomes Jesus’s creation. As she reminds
the apostles, "the accompanying woman, as | be-

You changed character. Let’s stick to the stage. The
novel was close to me, a shield that helped me de-
fine a path in life. Without abdicating, | respected,
with my own inventions, its architecture, it being
like a home to me, in which | can reside even to-
day, with open windows. Poetry kept with me, even
when, censured, it was sent to the drawer. And it
keeps to me still, it does not leave me, as you can
see, not even on stage. Theater, of course, with
theater | exited into freedom, into the world. Exter-
nalized, with visions, forgive my exaltation, into hu-
manity. | kept to writing theater after ‘89, and | keep
onto the theater, as close as possible. In regards to
theatrical analysis - well put - my reviews were in-
deed close to the stage, on point, without advice or
invented attacks.

came called, can be in your midst at the same height
of his mind and vision..” Levi’s intervention is also
revealing: "he loved her more than us.” The story of

You have a career as a theatrical journalist that
stretches over many decades. How do you feel
while being on the other side of the spotlight?

love, with the two sides of the character: the loves
of the first part of her life, which she herself, in the
text, as in a confession, renounces. And the loves
of the chaperone Mary of Magdala, finally, reconsi-
dered "as the apostles do:” "Love builds. Do no build
walls around woman./ Love resurrects us in life/ as
He himself has risen.”

Five decades in the shadow of the stage, to quote
my first book of reviews. On the other hand, as
theater goer, but leaving the world stage, fascina-
ted by the world of the stage, sometimes forgetting
myself in its mirage. With love for actors, which |
never put into brackets, but willy nilly, | was a spec-
tator armed with a pen in hand, though | never

omitted a name. What can | say, the world is happy,
theater is immortal. Happy am | that | never parted
from it, and stayed so close to the "Mihai Eminescu”

Could, would you wish that Mary were a woman of
the 21st century? What would be different, if any-
thing?

Emblematically, Mary of Magdala travels differen-
tly through this century with such a contorted be-
ginning. That is why we need to reconsider things
using proper terms. This is a challenging question!

National Theater, to which | bring thanks for being
here today, in the room and on stage - acting as a
writer, part of the team.

Interview by Gabriela Lupu






i
L

rca Rovina este cunoscut in egala masura ca pro-
poet si dramaturg, cat si ca ziarist, fiind un nume

disolubil de viata literara a Timisoarei. S-a impus
e in spatiul criticii de teatru - de altfel, a
a carti de analiza de spectacol si este co-
peste doua decenii al celei mai longevive
de teatru din Romania, Teatrul Azi - avand o
abordare implicat3, in stransa legatura cu propria sa ex-
perienta de creator de text pentru teatru. De aproape
cinci decenii, lon Jurca Rovina isi traseaza, consecvent
si constiincios, propriile jaloane in cultura timisoreana
care se contureaza, astfel, si in functie de romane cum
ar fi Fericiti cand renastem, Noua promisiune, Calato-
rie spre dragoste, Cine ramane treaz. lon Jurca Rovina
este, de asemenea, autor al mai multor volume de po-
ezie si proza scurta. Teatrul romanesc numara in ,baga-
jul” numeroase piese de teatru semnate de scriitorul si
dramaturgul timisorean, dintre care amintim doar ca-
teva: Piscina, Fiii vamesului, Atacul bacantelor, Nopti
fara heruvim sau Esarfa Isadorei, aceasta din urma T’

PORTRET

ind montata la Teatrul National din Timisoara cu titl
Nopti cu Isadora.



e also publlshed two books of thea-
\ decade long collaborator of the
i eater magazine in Romania, Theater Today
d, in close connection with his own experi-
or ftexts for the theater. For almost five decades

~ CO {is 2ncy, to set his own markers in the culture of Timisoara,

which is thus brought into focus in such novels as Happy when
~ reborn, The New Promise, Journey through Love, Who remains
awake. lon Jurca Rovina is, also, the author of many volumes
of poetry and short stories. Romanian theater counts inside
its "baggage” numerous plays authored by the writer and play-
wright from Timisoara, naming just a few: The Swimming Pool,
Sons of the Border Guard, The Attack of the Bacchanal, Nights
without a cherub or the Scarf of Isadora, the latter being staged
at the National Theater under the title Nights with Isadora.
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ION-ARDEAL IEREMIA,
REGIZOR:
Chibrite aprinse in vant
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Durerea fantoma este un simptom post-am-
putare, o realitate medicala care, insa, des-
chide foarte multe porti in plan emotional

- individual sau colectiv. Cu putina atentie,
putem folosi acest termen chiar si intr-un con-
text social si chiar politic si ajungem - iata - sa
vorbim despre amputari teritoriale generatoa-
re de frustrari, nostalgii sau revanse.

Cum povestea se intampla intr-o Rusie con-
temporana, mi-a fost imposibil sa nu identific
la nivel de supratema acest sindrom: durerea
fantoma a locuitorilor unui fost imperiu, inca
_nostalgic dupa teritoriile pierdute. Sigur, po-
vestea lui Sigarev nu curge in aceasta directie
din dramaturgie - desi un opozant ferm al po-
liticii lui Putin, Sigarev nu si-ar fi putut inchipui
la inceputul anilor 2000 ce forme atroce poate
imbraca acest complex maladiv de superiori-
tate. Dar spectacolul nostru este un spectacol
sub timpuri: dam viata piesei lui Sigarev astazi,
in prezentul acesta, cu acest razboi in coasta,
-u.aceasta amenintare in minte. Nu putem
ignora anumite similitudini care bantuie,
aproape subversiv, continutul textului. Suntem
parte a timpului pe care il trdim, asa ca toate
aceste murmure subterane ies la suprafata si
ma obliga - regizoral vorbind - sa construiesc
- 0 supratema povestii Olgai.

Povestea ei - mama fara copil si sotie fara sot
- se developeaza diferit intr-o societate care
se hraneste din ectoplasma utopiilor impe-
riale, o societate, prin urmare, dezamagita,
amanda si resentimentara. Doza de realitate
ndividuala, planul real din piesa devine ireala
-acestcontext fantomatic in care avioanele
Rusiei bantuie pe cerul lumii, cdutand un im-
Deriu care nu mai exista. Devenita o reflectie,
0 personalizare a acestui mise en abime, Olga
dantuie si ea un sordid depou de tramvaie,
autand un copil care nu mai exista si un sot
are nu mai exista, la fel cum multe mame isi
cauta azi copiii si barbatii printre ruinele unei
alitati trecute.

ncolo de toate aceste speculatii, revenind la
narativ, m-am concentrat asupra nivelului
tos” al bolii Olgai. Am plecat de aici: Olga
te constienta ca sotul ei o invinovateste
ntru pierderea copilului lor, este constient3
e aceea nu mai vine acasa, ca urmare a

tui rationament isi muta casnicia la depou
si intelege ca el s-a sinucis. Doar c3 asta este
o realitate pe care ea nu o poate accepta. In
buna traditie semiotica, face transferul de la
semnificant la semnificat, astfel incat oche-
evin semnul sotului. Cine ii poarta, este
Mai departe, povestea, ca orice poveste
rnica, isi depaseste propriile limite nara-
/e, trece dincolo de raporturile dintre cele
trei personaje si este, intr-un fel, cam asa cum
punea Peter Brook la un moment dat, poves-
tind o intamplare - reala, pare-se - in care in
Berlinul apocaliptic al anului 1945, undeva, in
noapte, printre ruine, un clovn facea lumea sa
rada pentru o farfurie cu mancare. Destinele
Olgai, al lui Gelb si al lui Dmitrii sunt - in fond
ca ale noastre, ale tuturor - nimic mai mult
decat chibrite aprinse in vant.
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Phantom pain is a post-amputation symptom, a
medical reality which opens a lot of emotional
gates - individually as well as collectively. With a
bit of care, we can use this term even in a social

or political context and arrive at - for example -
talking about territorial amputations that generate
frustrations, nostalgia or retaliations.

As SigareV’s story takes place in contemporary
Russia, it was impossible for me not to identify this
syndrome as a meta-theme: the phantom pain of
the inhabitants of a former empire, nostalgic over
lost territories.

Of course, SigareV’s story does not flow in this
direction through dramaturgy - although a firm
opposer of Putin’s politics, Sigarev could not have
imagined at the beginning of the 2000s what sort
of atrocious forms such a sickly superiority com-
plex could develop into.

But our show is a show about the here and now:
we give life to SigareVv’s play today, in this present,
with this war in our back yard, with this threat in
mind. We cannot ignore certain similarities that
haunt, almost subversively, the content of the text.
We are part of the times we live in, so all these
subterranean murmurs come to light and force

me - from a directorial perspective - to build a
meta-theme of Olga’s story.

Her story - a childless mother and a wife without
a husband - develops differently in a society that
feeds itself on the ectoplasm of imperial utopias, a
society that is therefore disappointed, hungry and
full of resentment. The dose of individual reality,
the plane of reality in the play becomes unreal in
this spectral context in which Russia’s planes stalk
the world's skies, searching for an empire which is
no longer there. Turned into a reflection, a personi-
fication of this mise en abime, Olga haunts a sordid
tram depot, searching for a child that no longer
exists and a husband that no longer exists, similar
to how a lot of mothers nowadays are searching
for their children and husbands through the ruins
of a past reality.

Beyond all these speculations, and coming back

to the plot, | concentrated on the "healthy” level
of Olga’s disease. This is where | started from:
Olga is conscious her husband holds her account-
able for the loss of their child, she is conscious
that’s the reason for which he will not come home
anymore, and based on this rationale she moves
her marriage in the depot and understands that
her husband has committed suicide. But his is a
reality she cannot accept. In the good old tradition
of semiotics, she makes the transfer from signifier
to signified, and so the glasses become the sigh of
the husband. Whoever wears them, becomes the
husband. The story, as any powerful story, exceeds
its own narrative limits, going past the relation-
ships between the three characters and is, in a
way, similar to what Peter Brook recounted, talking
about an occurrence - apparently real - in which in
an apocalyptic Berlin in 1945, somewhere, in the
night, among the ruins, a clown made people laugh
for a plate of food. The destinies of Olga, Gleb and
Dmitryi are - as ours, everyone’s - nothing more
than matches lit up against the wind.
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Vasili Sigarev apartine, cultural vorbind, noii
miscari teatrale est-europene aparute dupa
prabusirea regimurilor comuniste, inclusiv in
fostul U.R.S.S. Ca atare, piesele lui se recla-
ma unei lumi in dezmembrare, o lume care
pierde ideologii, teritorii, aliante, sisteme de
valori impamantenite (cu forta de cele mai
multe ori, contestate sotto voce de o par-
te a intelighentiei rusesti, dar triumfatoare
de-a lungul a peste sapte decenii). Sigarev
inregistreaza cu finete de seismograf toate
aceste replici - identitare, sociale, cultura-
le, economice, etice - ale marelui cutremur
care a insemnat destramarea Uniunii Sovie-
tice si care scoate la iveala periferia - peri-
feria ca mentalitate, ca reflectare a tesaturii
destramate a istoriei. La nivel individual, re-
plierea este mai usor de infaptuit - Sigarev
este descoperit, tradus, premiat si jucat in
Occidentul pana acum necunoscut (teatrul
romanesc il descopera in ultimii zece ani).
Mai mult, Sigarev (si nu e singurul dramaturg
din noul val) se orienteaza spre film, cum-
va din nevoia de a anihila granitele, de a se
extrage acestei perceptii periferice. Exista in
piesele lui Sigarev, dar nu numai in ale lui, ci
in creatiile unei intregi generatii de drama-
turgi rusi post-URSS (daca ne gandim doar
la autorii montati la Nationalul din Timisoara
- Viripaey, fratii Presniakov, Bogaev) un soi
de disperare care vine nu doar din ,intinde-
rile stepei rusesti”, ci si dintr-o... neasezare
un sentiment de esec fundamental, de ne-
vindecat. Scriam la un moment dat c3, in
Romania, anii ‘90 au demonstrat ca opusul
raului nu este intotdeauna binele. Confuzia,
spaima ca noul drum nu este cel bun, ii in-
cearcd, pesemne, si pe acesti artisti al caror
acord fin este atat de sensibil. Prezentul i-a
aratat lui Sigarev si celorlalti cd aveau drep-
tate. In 2021, protesta pentru eliberarea lui
Aleksandr Navalnii si era arestat. Dar nu
putea altfel. La fel, nici spectacolul Teatrului
National nu poate altfel: nu-l poate extra-
ge pe Sigarev din istoria tarii lui, trebuie sa
aduca la suprafatd, din straturile de profun-
zime ale naratiunii lui, imaginea acestei lumi
rupte, agonizante, o lume care sta astazi sub
semnul unui nume propriu pe veci osandit,
o lume care nu poate da drumul din pumn
acestui timp ce moare. O lume care nu lasa
pe nimeni, nici macar pe cel mai necdjit, sa-
si trdiasca dramele si neputintele fara sa-si
puna, inca o data, cizma pe gatul lui.
Codruta Popov
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Vasily Sigarev belongs, culturally spea-
king, to the new Eastern-European
theater movement that emerged after
the collapse of Communist regimes, in-
cluding those in the former U.S.S.R. Con-
sequently, his plays belong to a world in
dissolution, a world that loses ideolo-
gies, territories, allegiances, established
value systems (most of the times by
force, contested in sotto voce by parts
of the Russian intelligentsia, but trium-
phant over the course of seven decades).
Sigarev records with the finesse of a
seismographer all these aftershocks -
having to do with identity, the social, the
cultural, the economic, the ethical - of
the great earthquake that was the dis-
membering of the Soviet Union, revealing
the periphery - periphery as mentality, as
reflection of the unraveled fabric of his-
tory.

On an individual level, the return is ea-
sier to do - Sigarev is discovered, trans-
lated, is given awards and his plays are
staged in the, until now, unknown West
(Romanian theater discovered him in the
last decade). Moreover, Sigarev (and he is
not the only playwright of the new wave)
moves towards film, somehow fueled by
the need to annihilate borders, to extract
himself from this peripheral perception.
There is to be found in Sigarev's plays,
not only in his but, also in the creation
of a whole generation of Russian play-
wrights post U.S.S.R. (it is enough to men-
tion only the playwrights staged by the
National Theatre in Timisoara - Vyrypaeyv,
the Brothers Presniakov, Bogaev) a sort
of desperation that comes not only from
the "expanses of the Russian steppe”, but
also from a sort of... unsettled sensation,
a feeling of unhealable fundamental fai-
lure. | wrote at some point that, the 90s in
Romania proved that the opposite of evil
is not always the good. Confusion, fear
that the new path is not the right one, is
nagging at these artists who have a sen-
sitive link to reality. The present showed
Sigarev and the others that they were
right. In 2021 he was protesting for the
freedom of Aleksandr Navalnyi and was
arrested. But he couldn’t help himself. In a
similar way, the show in the National The-
atre can't help itself, it must bring to the
surface, from the deep strata of his narra-
tive, the image of a broken world, one in
agony, a world that today is under the in-
fluence of an accursed name, a world that
cannot let go from its fist this dying time.
A world that does not allow anyone, not
even the most afflicted, to live out their
dramas and defeats, without pushing the
sole of a boot on their necks.

Codruta Popov l
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CRISTA BILCIU, DRAMATURG:
Plesa mea, Mata Harl, este o poveste
despre libertate
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Ce te-a atras la povestea faimoasei Mata Hari?

Am crescut intr-un mic oras de provincie (Targu-Mures),
unde viitorul meu era destul de bine creionat de la inceput:
urma sd ma marit cu un barbat (despre care mi se ficeau
mereu urari sd nu cumva sa fie betiv) si urma sa ajung profe-
soara, pentru ca imi placea sa citesc. Asa ca am facut tot ce
am putut sa scap din orasul ala si din destinul ala si pentru
asta am colectionat asiduu modele de femei de la care sa in-
vat cum sa fiu libera. Libertatea mi se parea idealul suprem.
Sigur ca, pe vremea aia, Mata Hari nu era in capul listei, acolo
stateau scriitoarele: Jeni Acterian, al carei jurnal il caram cu
mine peste tot, apoi Sylvia Plath si Angela Marinescu, poe-
tele de la care am invatat sa ma revolt - genul de libertate
pe care o cautam eu atunci era mai degraba interioara. Pe
urma, am fugit la Bucuresti sd fac teatru si interesul meu
s-a mutat pe actiune, au inceput sa ma intereseze mai mult
femeile care nu doar gandeau, ci se manifestau liber, cum
e Frida Kahlo - si atunci am descoperit-o cu adevarat pe
Mata Hari. Mai intai am citit una dintre scrisorile ei si m-a
socat Tn primul rand cat de bine scria, iar in al doilea rand
m-a socat luciditatea. Era o scrisoare in care spunea ca stie
ca nu prea are talent la dans, dar lumea ar plati oricat sa
0 vada dezbracata, asa ca a inventat o metoda ingenioasa
de a face striptease, pretinzand ca e un dans exotic, sacru,
dedicat zeitei soarelui (de aici si pseudonimul ei, Mata Hari
- adica "ochiul zilei”). Mi-am dat seama ca era actrita si re-
gizoarea propriei ei legende; m-a cucerit imediat. Pe urma
am citit, tot in scrisorile ei, cum i placea sa inventeze lucruri
despre ea cand dadea interviuri, cum isi spunea povestea in
zeci de variante: ba ca e nascuta intr-o familie de brahmani,
ba ca e o printesa hindusa, ba ca e orfana - pentru ca stia ca
asta vinde. Era, deci, si propriul ei agent de presa si propriul
impresar si stia foarte clar ca Mata Hari e un personaj, un rol
genial al ei, ca viata ei este un one-woman show. Am vazut
dintr-o data imaginea unei femei extrem de destepte, care
vorbea sapte limbi si care, orfana, trebuie sa se descurce ca
sa poata ramane libera intr-o lume in care femeilor nu li se
permitea sa fie libere - de altfel, ea va fi si pedepsita pentru
libertatea pe care si-a luat-o. Asta a fost alta informatie care
m-a impresionat: in anul in care am scris monodrama despre
ea, tocmai i se desecretizase, dupd 100 de ani, dosarul pe
baza caruia a fost condamnata si executata si nu era vinova-
ta. Au ucis-o nu pentru ca tradase si facea dublu spionaj, ci
pentru ca ajunsese sa aiba o faima, o putere si o influenta in-
admisibile pentru o femeie. lar in momentul mortii (avea 41
de ani), a dovedit un curaj si o demnitate extraordinare. Stau
si ma intreb cati dintre noi ar putea infrunta asa un pluton de
executie - si inca unul nemeritat.

Textul tau este ca o oda adusa feminitatii si sexualitatii fe-
minine. Ce te-a determinat sa scrii astfel?

Margaretha Geertruida Zelle (pentru ca asa o chema) nu
a fost doar o femeie foarte desteapta, care s-a descurcat
exemplarintr-o perioada in care femeile nu aveau alta optiu-
ne decat sa ajunga fie neveste, fie guvernante, fie prostitua-
te. Sexualitatea este cu certitudine un talent, iar din punctul
asta de vedere, Margaretha era geniald. Nu numai pentru
ca stia instinctiv, de foarte tanara, sa se puna in valoare (ea
nefiind, de fapt, o mare frumusete). Stia cum sa provoace
exact atat cat trebuie si sa ascunda exact atat cat trebuie
(intr-o alta scrisoare explica de ce nu si-a dat niciodata jos
sutienul, desi nu avea aceeasi problema cu chilotii: trebuia,
nsd, ca ceva sa ramana acoperit de mister).

Ai conceput piesa - sau personajul - ca pe un mesaj femi-
nist?

Eu sunt un om plin de complexe, nu am talentul asta sexu-
al decét in scris: am incercat sa scriu povestea ei cam la fel

cum se dezbraca ea. Felul in care a trait si legenda pe care
a construit-o fac din ea, intr-adevar, un model de feminism.
Pentru mine, o feminista e o femeie care are curajul sa fie
liberd, sa isi asume sexualitatea si mai mult decat atat, sa se
bucure cu adevarat de ea, la fel ca un barbat. Cred ca inca
avem nevoie de povesti cu femei care nu se tem sa isi cele-
breze sexualitatea, pana cand vom deveni egale cu barbatii
n ochii societatii.

Pana la urma, Mata Hari a fost o victima sau o eroina? Sau
amandoua?

Cred ca cel mai mare talent al lui Mata Hari a fost faptul ca
stia sa se daruiasca. O fata ca ea, parasita de tata, sedusa si
pacalita de directorul casatorit al scolii unde era eleva si iz-
gonita din cauza asta din oras, batuta apoi de sot si nevoit3,
pana la urma3, sa se prostitueze pentru a supravietui - ar fi
fost firesc sa acumuleze ura sau cel putin ranchiuna fata de
barbati si de lume. Cand eram studenta la teatru, exista un
text rusesc pe care colegele mele de la actorie il tot lucrau,
se numea Groapa cu fete si era despre un bordel in care
mai multe nefericite ajunse acolo de nevoie incercau sa su-
pravietuiasca blestemand clientii care profitau de ele, bolile
care le macinau, iubitii-proxeneti - un text plin de amaraciu-
ne, plin de victime. Ei, bine, Margaretha - Mata Hari, avea
o atitudine complet diferita - si asta e ciudat, pentru ca ea
purta si povara inteligentei si a culturii, care nu sunt usor de
dus pentru o femeie. Din scrisorile pe care le scrie in inchi-
soare, asteptandu-si executia, reiese cu cata luciditate fsi in-
telege situatia din toate punctele de vedere. In niciun caz nu
a fost o victima - si nici o femeie de afaceri, pentru ca trupul
ei era mult mai mult decat un instrument, sexul pentru ea nu
era doar tranzactie. Ea spune despre ea ca era o impostoare,
dar, de fapt, sexualitatea ei chiar avea ceva sacru. Nu stiu de
unde avea atata putere de daruire, era ca un pom roditor
care isi oferea cu generozitate roadele oricui. Stiu ca scria
la un moment dat ca ii placea sa iubeasca mai ales soldati
tineri, proaspat intorsi de pe front, care cautau disperat ceva
n bratele eiinainte de a se intoarce la lupta pentru a infrunta
moartea. Pentru ei, Mata Hari nu era doar o eroina, era o
preoteasa sacra - sau ceea ce s-a numit mai tarziu un star.

Cat este adevar si cat legenda in povestea vietii ei?

Povestea ei, asa cum am scris-o, este foarte bine documen-
tata. I-am citit scrisorile, dosarul condamnarii la moarte si
tot ce s-a pastrat din articolele scrise in timpul vietii ei. Nu
am prea citit ce s-a scris ulterior despre ea, odatd pentru
ca am vrut sa o cunosc pe ea nemijlocit, pe urma pentru ca
toate cartile despre ea au fost scrise de barbati (pana si tatal
ei a publicat o asemenea carte exploatatoare) - sincer, cred
ca un barbat, privilegiat prin nastere, poate in cel mai bun
caz sa inteleagd, dar nu are cum simti mecanismul interior
al unei femei ca Margaretha-Mata Hari. In timp ce scriam,
am descoperit-o ih mine pe Mata Hari. Mi-ar fi placut sa am
curajul s fiu eu Mata Hari. Asa ca i-am colorat povestea, dar
am pastrat toate datele istorice si am incercat sa nu ma inde-
partez de vocea ei. Cumva sunt suparata pe mine ca nu am
avut curajul s3 ma aventurez mai departe de zona sigura a
informatiilor istorice. Cred c3, daca as fi inventat-o pe Mata
Hari in totalitate, mi-ar fi iesit, din punct de vedere literar/
teatral, un text mai bun.

Care este mesajul monodramei tale?

Am vrut sa spun o poveste despre o femeie puternica, sta-
pana pe propria sexualitate. Nu spioana seducatoare din
fanteziile barbatilor, ci femeia libera, care si-a facut propriul
destin. E o poveste despre libertate.

Interviu realizat de Gabriela Lupu
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CRISTA BILCIU, PLAYWRIGHT:
My play, Mata Harl, is a story about
freedom




What drew you to the story of the famous Mata Hari?

| grew up in a small provincial town (Targu-Mures), where
my future was pretty well mapped out from the start: | was
going to marry a man (who | was always told should not be a
drunk) and | was going to become a teacher, because | liked
reading. So | did my best to escape that town and that des-
tiny, and to do so | assiduously collected female role models
from whom | could learn how to be free. Freedom seemed
to me the ultimate ideal. Of course, in those days Mata Hari
wasn't at the top of the list, there were the women writers:
Jeni Acterian, whose diary | carried with me everywhere,
then Sylvia Plath and Angela Marinescu, the poets from
whom | learned to rebel - the kind of freedom | was looking
for at the time was more internal. Then | ran away to Bucha-
rest to do theatre and my interest shifted to action, | star-
ted to be more interested in women who not only thought
but also expressed themselves freely, like Frida Kahlo - and
that’s when | really discovered Mata Hari. First | read one of
her letters and was shocked firstly by how well she wrote,
and secondly by her lucidity. It was a letter in which she said
she knew she had little talent for dancing, but people would
pay anything to see her naked, so she invented an ingen-
ious method of stripping, pretending it was an exotic, sacred
dance dedicated to the sun goddess (hence her pseudonym,
Mata Hari - meaning ,the eye of the day"). | realised she was
the actress and director of her own legend; it immediately
captivated me. Then | read, also in her letters, how she liked
to make things up about herself when she gave interviews,
how she told her story in dozens of variations: either that
she was born into a family of Brahmins, or that she was a
Hindu princess, or that she was an orphan - because she
knew that sold. So she was also her own press agent and
her own impresario, and she knew very clearly that Mata
Hari was a character, a brilliant role of her own, that her life
was a one-woman show. | suddenly saw the image of an
extremely clever woman who spoke seven languages and
who, as an orphan, had to make do in order to remain free
in a world where women were not allowed to be free - in
fact, she would also be punished for the freedom she took.
This was another piece of information that struck me: in the
year | wrote the monodrama about her, she had just had
her records unsealed, after 100 years, on the basis of which
she was convicted and executed although not guilty. They
killed her not because she was a traitor and a double agent,
but because she had achieved a level of fame, power and
influence unacceptable for a woman. And at the time of her
death (she was 41), she showed extraordinary courage and
dignity. | sit and wonder how many of us could face such a
firing squad - and an undeserved one at that.

Your text is an ode to femininity and female sexuality.
What prompted you to write in this way?

Margaretha Geertruida Zelle (because that was her name)
was not only a very clever woman who did very well in a
time when women had no choice but to become either
wives, governesses or prostitutes. Sexuality is certainly a
talent, and in that respect Margaretha was brilliant. Not only
because she instinctively knew, at a very young age, how to
make herself look good (she was not, in fact, a great beauty).
She knew how to provoke just enough and hide just enough
(in another letter she explains why she never took off her
bra, although she didn’t have the same problem with her
panties: something had to remain shrouded in mystery).

Did you conceive of the play - or the character - as a femi-
nist message?

I’'m a person full of complexes, | don't have that sexual talent

except in writing: | tried to write her story pretty much as
she undressed. The way she lived and the legend she built
make her, indeed, a model of feminism. For me, a feminist is
a woman who has the courage to be free, to embrace her
sexuality and more than that, to truly enjoy it, just like a man.
| think we still need stories of women who are not afraid to
celebrate their sexuality, until we become equal to men in
the eyes of society.

After all, was Mata Hari a victim or a heroine? Or both?

| think Mata Hari's greatest talent was that she knew how
to give of herself. A girl like her, deserted by her father, se-
duced and tricked by the married headmaster of the school
where she was a student and driven out of town because of
it, then beaten by her husband and eventually forced into
prostitution in order to survive - it would have been natural
for her to accumulate hatred or at least resentment towards
men and the world. When | was a drama student, there was
a Russian play that my drama classmates kept working on,
called The Girl Pit, about a brothel in which several unfor-
tunate women who had been forced there by need tried to
survive by cursing the clients who took advantage of them,
the diseases that ate them up, the pimp-lovers - a text full of
bitterness, full of victims. Well, Margaretha - Mata Hari, had
a completely different attitude - and that’s odd, because she
also carried the burden of intelligence and culture, which are
not easy for a woman to carry. From the letters she writes
in prison, awaiting her execution, it is clear how lucidly she
understands her situation from every point of view. She was
by no means a victim - nor was she a businesswoman, for
her body was much more than a tool, sex for her was not
just a transaction. She says of herself that she was an im-
poster, but in fact there was something sacred about her
sexuality. | don’t know where she got so much giving power
from, she was like a fruitful tree that generously offered its
fruits to anyone. | do know that she wrote at one point that
she liked to love especially young soldiers, fresh from the
front, who were desperately seeking something in her arms
before returning to battle to face death. To them, Mata Hari
wasn't just a heroine, she was a sacred priestess - or what
was later called a star.

How much truth and how much legend in her life story?

Her story, as | wrote it, is very well documented. I've read
her letters, her death sentence file, and everything that
has survived from articles written during her lifetime. | ha-
ven't read much of what has been written about her sub-
sequently, once because | wanted to know her first hand,
and then because all the books about her have been writ-
ten by men (even her father published such an exploitative
book) - frankly, | think a man, privileged by birth, can at best
understand, but has no way of feeling the inner workings
of a woman like Margaretha-Mata Hari. As | was writing, |
discovered Mata Hari in myself. | wish | had the courage to
be Mata Hari myself. So | colored her story, but kept all the
historical data and tried not to stray from her voice. Some-
how I'm mad at myself for not having the courage to venture
beyond the safe zone of historical information. | think if |
had invented Mata Hari entirely, | would have come up with
a better text from a literary/theatrical point of view.

What is the message of your monodrama?

| wanted to tell a story about a strong woman in control of
her sexuality. Not the seductive spy of men’s fantasies, but
the free woman who has made her own destiny. It's a story
about freedom.

Interview by Gabriela Lupu




Mata Hari, numele de scena al olan-
dezei Margaretha Gertruida MaclLeod
(nascuta Zelle), continua sa fascine-
ze si azi, la peste o suta de ani de
la moartea celei care |-a purtat. E
greu sa spui cu exactitate cine a fost
Mata Hari: eleva implicata intr-o re-
latie scandaloasa cu directorul sco-
lii, sotia abuzata, mama a doi copii,
ncercand sa se agate de iluzia unei
casatorii sortite esecului? Dansa-
toarea exotica divortata care cuce-
rea Europa in ipostaza de preoteasa
javaneza a iubirii? Curtezana de lux
care, in vara lui 1916, accepta rolul
de spioana in primul razboi mondial,
intai pentru Franta, apoi pentru Ger-
mania? Femeia cu trasaturi obosite
care, timp de sase luni, si-a asteptat
moartea intr-o inchisoare franceza?
Cea care, in 5 octombrie 1917, in-
frunta plutonul de executie? Impos-
toare geniald, prostituata amorala,
feminista avant la lettre sau doar tap
ispasitor pentru imensele pierderi
suferite de Franta in razboi? Haluci-
nant de multele ipostaze ale povestii
lui Mata Hari concureaza cu sutele
de avataruri pe care cultura popula-
ra le-a asociat numelui sau, de la fil-
mul hollywoodian avand-o pe Greta
Garbo in rolul principal, pana la cele
trei musicaluri care ii spun povestea
sau bestsellerul pe care i I-a dedicat
Paolo Coelho.

Declasificarea in 2017 a documen-
telor despre viata si moartea cele-
brei Mata Hari - accesul la aceste
informatii nu a insemnat insa si dez-
legarea misterului vietii sau al mortii
ei. E la fel de neclar si azi, ca in ziua
in care soldatii din pluton au apasat
tragaciul, daca a fost sau nu spioana
in adevaratul sens al cuvantului sau
daca a fost doar o victima a timpu-
rilor. In mod paradoxal, destinul sau
asumat de curtezana, prin excelenta
menita sa traiasca fara ascunzisuri si
false pudori, guvernat de propriile
reguli, rAmane una dintre cele mai de
neinteles povesti de viata ale secolu-
lui trecut. Si, nu mai putin, una dintre
cele mai captivante.

Codruta Popov H
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Mata Hari, the stage name of the
Dutchwoman Margaretha Gertruida
Macleod (née Zelle), continues to
fascinate today, more than a hun-
dred years after the death of the
woman who bore it. It's hard to
say exactly who Mata Hari was:
the schoolgirl involved in a scan-
dalous affair with the headmaster,
the abused wife, the mother of two
trying to cling to the illusion of a
doomed marriage? The divorced
exotic dancer conquering Europe as
the Javanese priestess of love? The
fancy courtesan who, in the summer
of 1916, accepted the role of spy in
the First World War, first for France,
then for Germany? The woman with
tired features who, for six months,
waited for her death in a French
prison? The one who, on 5 October
1917, faced the firing squad? Biril-
liant imposter, amoral prostitute,
feminist avant la lettre, or just scape-
goat for France's immense losses in
the war? The mind-bogglingly many
facets of Mata Hari's story compete
with the hundreds of avatars that
popular culture has associated with
her name, from the Hollywood film
starring Greta Garbo to the three
musicals that tell her story to the
bestseller dedicated to her by Paolo
Coelho.

The 2017 declassification of docu-
ments on the life and death of the
famous Mata Hari - access to this
information has not, however,
meant unravelling the mystery of
her life or death. It is as unclear to-
day as it was the day the soldiers
in the platoon pulled the trigger
whether or not she was a spy in the
true sense of the word or just a vic-
tim of the times. Paradoxically, her
assumed destiny as a courtesan, par
excellence destined to live without
concealment and false modesty,
governed by her own rules, remains
one of the most incomprehensible
life stories of the last century. And,
not least, one of the most gripping.
Codruta Popov B
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Joi / Thursday, 27.04, 18:00 | Sala Mare / Main Hall
Vineri / Friday, 28.04, 18:00 | Sala Mare / Main Hall

Spectacol recomandat persoanelor peste 15 ani/ Durata spectacolului 2 h50, o pauza
Show recommended for persons over 15 years / Length of the show 2h50, one intermission

HAMLET

dups / after W. Shakespeare

traducere remix / remix translation Peca Stefan

Distributia / Cast

Hamlet

Claudius

Gertrude

Fantoma

Actor, Barnardo
Polonius

Laertes

Ofelia

Horatio

Rosencrantz
Guildenstern

Marcellus

Voltemand, Osric, Nobil
Actor regina, Preotul, Capitan
Ambasador

Fortinbras

Gropar, Reynaldo

Alt gropar

UN SPECTACOL DE / A PERFORMANCE BY

Muzica / Music
Scenografia / Scenography
Sound design

Video design

MATEI CHIOARIU
ION RIZEA
CLAUDIA [EREMIA
CLAUDIU BLEONT
DARIUS ZET

DORU IOSIF

MARIN LUPANCIUC
CRISTINA KONIG
FLAVIUS RETEA
CATALIN URSU
BOGDAN SPIRIDON
IONUT IOVA
ADRIAN JIVAN

COSTA TOVARNISKY
RAUL BASTEAN
ROMEO IOAN
CLAUDIU DOGARU

ADA LUPU HAUSVATER
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IULIANA VALSAN
IOAN UTU PASCU
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Hamlet is necessary for a generation
condemned to be perceived as less
valuable than its predecessors. It's
a shallow way to label a generation
before it has been given credit, trust
and even the chance to be w_ron§. I
myself - not just as a theater director.
but as a parent, as an adult, as part of
the society | live in - believe that we
all have an obligation to give children
the chance to create their own lives.
It is a responsibility that is both indivi-
dual and social, and one that - precise-
ly in this present time of great moral
crisis - we cannot_abdicate. The risks
are too great. This is our starting point:
Hamlet is just a young man who, who
knows, may have everything it takes
to become a second Einstein, but who,
too lonely and too alienated from me-
diocrity with pretensions to democra-
cyfa never got that chance. The concept
of the musical project Subcarpati, the
interweaving of hip-hop_ rhythms and
electronic music sounds in the themes
of traditional inspiration was an ex-
tremely important element for me in
the construction of the show: Hamlet
is a story that happens in Romania, a
story that speaks about a problem of
ours, of those of us who live in Roma-
nia today and that addresses us, all of
us, and especially those generations
that see things differently than their
parents and grandparents, that speak
differently than their parents and
grandparents and that perhaps have
more courage. | hope that this show
will give people confidence, because
theatre is, after all, the best way to
quickly get into the vestments of the
times. Ada Lupu Hausvater
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CLAUDIU BLEONT, ACTOR:
Fu cred In destin. lar destinul m-a adus
la Timisoara, sa joc Fantoma

Cunoscutul actor Claudiu Bleont intra in distributia spectacolului Hamlet, pus in scena de regizoa-
rea Ada Lupu Hausvater la Nationalul timisorean, intr-un rol surprinzator. El va fi Fantoma tatalui lui
Hamlet. Am vorbit despre acest eveniment cu Claudiu Bleont.

Cum ati primit propunerea regizoarei Ada Lupu Hausvater

de a intra in distributia spectacolului Hamlet, in rolul Fan-

tomei tatalui lui Hamlet?
Entuziast. Dupa care m-am speriat. Auzisem de spectacol,
dar nu il vazusem. Apoi am primit inregistrarea; iar dupa ce
|-am vazut, a inceput panica. In spectacolul dsta sunt trei di-
mensiuni care s-au ingemanat perfect: conceptul Adei, tra-
ducerea lui Stefan Peca si Bean, care avea o aparitie extraor-
dinara in Fantoma. Ei au ndscut un spectacol special. Eu sunt
indragostit de muzica celor de la Subcarpati, o ascult mereu.
Asa ca, atunci cand am vazut ce ficea Bean in spectacol,
m-am speriat. Si dupd ce m-am speriat, mi-am zis: ,Trebu-
ie sa ma linistesc. Ma duc la Timisoara, intru in spectacol si
gata”. Am fost foarte onorat sa intru in acest proiect atat de
special. lar premiera noii versiuni a spectacolului - Hamlet
cu mine (rade) - va avea loc pe 21 aprilie in cadrul Festiva-
lului International Shakespeare de la Craiova. E cu atat mai
vibrant cu cat eu sunt actor si la Nationalul din Craiova.

Cum a fost intalnirea cu echipa Teatrului National din Ti-
misoara?
A fost, mai degraba, o reintalnire. Eu am cu actorii de la Ti-
misoara o relatie inceputa acum mai bine de 20 de ani. Pe
unii dintre ei 1i cunosc de cand erau studenti, pe altii i-am
cunoscut in timp. Am mai facut proiecte impreund, asa c3,
intr-un fel, a fost ca o intoarcere intr-o casa a mea de suflet.

in alte montari ale piesei Hamlet, prezenta Fantomei este

mai mult sugerata, dar in cea a Adei Lupu Hausvater este

un personaj foarte important.
Da. Asta vine deopotriva din scenariu si din muzica lui Bean.
lar acum, un actor - ma obiectivez aici fata de numele meu
din buletin - prezenta unui actor duce personajul intr-o altd
dimensiune. Cred c3 acest drum isi gaseste foarte bine locul
in spectacol. Este un fel de renastere teatrald, care se in-
tampla prin tehnicile actoriei. Conceptul merge mai departe.

M-a preocupat foarte mult ideea asta inca dinainte sa vin la
Timisoara. Si bineinteles, am verificat-o in repetitii. Am des-
coperit straturi de sens peste straturi de sens, a fost o incan-
tare. Intr-un fel, Fantoma este parte din Hamlet, iar Hamlet
este parte din Fantoma3, unul il creeaza pe celalalt, fiecare se
justifica prin celalalt. lar asta s-a ndscut din sdmanta planta-
ta de Ada, Peca si Bean. Cumva, daca traducerea lui Peca a
fost, asa cum scrie el, un remix, tot asa, si prezenta mea in
distributie este un remix.

Veti canta in spectacol?

Nu. Asta e si ideea: sa fac un rol in care sa ma folosesc de
mijloacele mele de actor, de tehnicile actoriei, care nu sunt
muzicale, dar care contin muzica, ritmul interior al lumii so-
nore ale celor de la Subcarpati. Eu - personajul meu - Tsi
preda constiinta si cuvintele lui Hamlet, iar Hamlet le preia si
le dezvolta in spatiul lui interior, care se exprima in beat-uri
de hip-hop.

V-ati gandit vreodata ca veti ajunge sa jucati Fantoma in
Hamlet?

Asa cum spuneam mai devreme, spectacolul de la Nationalul
din Timisoara da acestui personaj forta gravitationala. Intr-o
alta formula de montare, probabil ca as fi zis: ,Mai, mai bine
fac un gropar sau Actorul, roluri in care datele mele ar putea
fi folosite mai amplu”. Insa proiectul de la Timisoara este atat
de misto, incat ma simt imbogatit de rolul dsta. I-am si spus
Adei: ,Mama3, ce ma bucur ca fac Fantoma!”. Eu cred in des-
tin. Cititi cartea lui Andrei Plesu si Gabriel Liiceanu, Despre
destin, unde se spune ca exista o tesatura a nevazutului care
face ca lucrurile prezente sa fie cumva determinate de ne-
vazut. Siiata, destinul in care eu cred cu tarie m-a adus acum
la Timisoara sa joc Fantoma.

Interviu realizat de Gabriela Lupu
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CLAUDIU BLEONT, ACTOR:

L Delieve in destiny. And destiny brought
me Lo [Imisoara, to play The Ghost

Well-known actor Claudiu Bleont joins the cast of Hamlet, staged by director Ada Lupu
Hausvater at the Timisoara National Theatre, in a surprising role. He will play the ghost of
Hamlet's father. We spoke to Claudiu Bleont about the event.










Teatrul are calitatea unica de a face
esenta prezentului perceptibila pen-
tru un moment. El insusi atat de
efemer, nu exista decat pentru si in
acum. Asa c3, inevitabil, Hamlet este
aici si acum. Traieste si moare printre
noi. Opteaza, asa cum facem noi toti
- sau nu. Hamlet se loveste - ca noi
toti - de peretii custii, descopera ca
e facuta din jumatati de adevar si din
inertie si alege sa schimbe lucrurile.
Sa cerceteze. Sa inteleaga. Moartea
lui Hamlet inseamna mult mai mult
decat moartea unui om, inseamna
moartea unui principiu. In urma lui
ramane o lume de ,constatatori’,
incapabila de actiune, de transfor-
mare si, inevitabil, de evolutie. Este,
in fond, un risc urias la care ne ex-
punem in fiecare moment in care
alegem sa amanam, sa nu punem in-
trebari, s3 plasam responsabilitatea
in cu totul alt loc decat in noi Tnsine.
In fiecare moment in care alegem sa
urmam ideologii si lideri care propa-
ga panica si raul. In fiecare moment
n care alegem sa depindem. Hamlet
nu depinde de nimic. Nici macar de
timp. Distanta dintre spatiul interi-
or al unui om liber si mediocritatea
gregard este la fel de mare acum,
ca si atunci. Un spirit Tnalt si o so-
cietate defecta nu pot - cum nu au
putut si cum nu vor putea vreodata
- coexista. Este o lupta inegala, dar
necesara. Evolutia, sansa umanitatii
se construieste pe aparenta infran-
gere a tuturor acelor Hamlet pentru
care adevarul, principiile si exercitiul
libertatii reduc compromisul si mes-
chindria la dimensiunea unui varf de
spada. Codruta Popov M

EDITORIAL

Theatre has the unique quality of
making the essence of the present
perceptible for a moment. So ephe-
meral itself, it exists only for and in
the now. So, inevitably, Hamlet is here
and now. He lives and dies among
us. He chooses, as we all do - or not.
Hamlet bumps - as we all do - against
the walls of his cage, discovers it is
made of half-truths and inertia, and
chooses to change things. To investi-
gate. To understand. Hamlet’s death
means much more than the death of
a man, it means the death of a prin-
ciple. In his wake remains a world
of ,observers”, incapable of action,
of transformation and, inevitably, of
evolution. It is, after all, a huge risk
that we expose ourselves to every
moment we choose to delay, to not
ask guestions, to place responsibility
in a place other than ourselves. Every
moment we choose to follow ideolo-
gies and leaders who propagate pan-
ic and evil. Every moment we choose
to depend. Hamlet depends on noth-
ing. Not even on time. The distance
between the inner space of a free
man and gregarious mediocrity is as
great now as it was then. A high spirit
and a flawed society cannot - as they
never could and never will - coexist.
It is an unequal but necessary strug-
gle. The evolution, the chance of hu-
manity is built on the apparent defeat
of all those Hamlets for whom truth,
principle and the exercise of freedom
reduce compromise and pettiness to
the size of a sword point.

Codruta Popov &
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Distributia / Cast

Ina
Larisa
Maia

Scenografia / Scenography
Muzica / Music

UN CONCEPT DE / A CONCEPT BY

Stage director

Prompter

Operator lumini / Light operator
Operator sunet / Sound operator

Sambata / Saturday, 29.04, 19.00 | Sala2 / Hall 2

Spectacol recomandat persoanelaor peste 12 ani / Durata spectacolului 1h30
Show recommended for persons over 12 years / Length of the show 1h30

MALINA PETRE
MIRELA PUIA
PAULA MARIA FRUNZETTI

GETA MEDINSKI
SEBASTIAN HAMBURGER

MALINA PETRE, MIRELA PUIA
LUMINITATULGARA

Cristian Stana
Judit Reinhardt
Adrian Stanescu
Claudiu Surmei



i
e e o
_..Mv. e
A ..,4,.1,..”...
| i



MIRELA |
Cum ZICEnl
fecare cliss
cu [INISEENE



te povestea personajului tau?

risa este un liant, un fel de spatiu comun pentru
prietenele ei. Exact asa am simtit-o inca de la prima
ctura. Energia, pozitivismul, cheful de viata, am-
bitia si determinarea, loialitatea si candoarea sunt
doar cateva dintre trasaturile ei, asa ca astea mi-au
fost jaloanele pe drumul pe care |I-am parcurs pen-
tru a ajunge la acest personaj minunat. Larisa are
deja peste 50 de ani si n-a avut o viata usoara, nici
acum nu are, dar este tot timpul deschisa unor noi
provocari si accepta cu umor si seninatate lucrurile
care i se intdmpl3, in ciuda suferintei care si-a pus
amprenta pe sufletul ei.

Esti actrita, dar ai semnat regia mai multor specta-
cole. A fost simplu sau complicat sa imparti concep-
tul acestui spectacol cu celelalte doua creatoare ale
sale?

Povestea celor trei gratii e, in rezumat, asta: trei
prietene se sprijina una de alta pentru a merge mai
departe, intr-o perioada a vietii in care cei mai mul-
ti oameni nu mai asteapta mare lucru. Isi retraiesc
povestile cu sentimentele la fel de vii, cu emotiile
la fel de tinere ca la inceput. Cele trei prietene se
cearta, se impaca, rad si plang, pleaca si se intorc,
se asculta, se accepta, se completeaza una pe alta
intr-o nelinistita cautare. Cam asa a fost si lucrul cu
cele doua colege ale mele cu care am semnat con-
ceptul acestui spectacol. Dar, spre deosebire de ele,
singure in prietenia lor, noi am avut sansa unui ochi

din exterior care sa vada si sa corecteze eventuale
inadvertente. Evident, un ochi obiectiv si avizat. Asa
ca de la un moment dat, trio-ului nostru i s-a alatu-
rat regizorul Stefan lordanescu. Si a fost bine.
De ce ,Gratii”?

Grecia antica le-a dat nume celor trei gratii: Aglae
semnifica stralucire, splendoare, Eufrosina - voiosie
si bucuria vietii, iar Thalia sugereaza inflorirea, abun-
denta. Gratiile noastre timisorene, desi nu mai sunt
chiar la prima tinerete, recupereaza in fortd - sau
macar fac toate eforturile sa recupereze - atributele
mitologicelor lor predecesoare. Maia, Ina si Larisa
sunt total diferite, cu viziuni despre viata adesea an-
tagonice, insa le leaga o prietenie pe cat de lunga,
pe atat de sincera. Fiecare isi contureaza profilul in
antiteza cu celelalte doua, dar nu in conflict. Cred
ca asta este si motivul pentru care spectatorilor le
este atat usor sa se identifice cu una sau cu alta, si
nu ma refer doar la femei. Adevarul e ca dincolo de
comedie este multa viat3, si viata nu este niciodata
simpl3, clara si usoard. Odata, dupa una din repre-
zentatii, o spectatoare mi-a trimis un mesaj in care
marturisea ca, desi a ras cu lacrimi in timpul specta-
colului, dupa ce a iesit din teatru a rdmas mult timp
in parc, pe banca, si a plans. Dar, cum zice Larisa
mea la finalul spectacolului, trebuie sa traim fiecare
clipa cu modestie, cu bucurie, cu liniste, credinta si
recunostinta. Interviu realizat de Codruta Popov H
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MIRELA PUIA, ACTRESS:

Like my Larisa says, we have to live
every moment with modesty, with joy,
with serenity, faith and gratitude

What is your character’s story? step in and correct any possible inadvertencies. I'm

Larisa is a bond, a sort of common space for her
friends. It's how | perceived her since the first rea-
ding. Her energy, positive attitude, joie de vivre, her
ambition and determination, her loyalty and candor
are only some of her traits, so | chose these are my
way markers on the road | traveled in order to reach
this wonderful character. Larisa is already over 50
and did not have an easy life, still does not have it
easy, but is always open to new challenges and ac-
cepts everything that happens to her with humor
and serenity, in spite of all the suffering that has
marked her soul.

obviously talking about a knowledgeable and ob-
jective outside observer. Meaning that from a point
onward, our trio was joined by Stefan lordanescu.
And things turned out well.

Why "Graces”?

Ancient Greece named the three Graces: Aglae
means brilliance, splendor, Eufrosina - joy and joie
de vivre, and Thalia, suggesting flowering, abun-
dance. Our Graces from Timisoara, although not in
their prime anymore, are trying to catch up in full
swing - or at least try to do everything that they

can - to be similar to their mythological predeces-
sors. Maia, Ina and Larisa are totally different, and
often have differing opinions about life, but they are
linked by a long and sincere friendship. Each show

You are an actress, but have directed several shows.
Was it easy or complicated to share the concept of
this show with its two other creators?

The story of the three graces is, briefly, this one:
three friends support one another to keep carry-
ing on in a period in life when most do not expect
anything more. They are re-living their stories with
feelings as lively as ever, with emotions as young as
in the beginning. The three friends fight, make up,
laugh and cry, leave and return, listen to each other,
accept each other, complete one another during a
restless search. The work on the show was similar
with my two colleagues with whom | signed the
concept of this performance. But, compared to the
characters, who are alone in their friendship, we had
the opportunity of an outside opinion who could

their way of being in antithesis, but not in conflict
with the others. The truth is that beyond come-
dy there is a lot about life, and life is never simple,
clear, or easy. Once, after a show, a female audience
member sent me a text message in which she con-
fessed, that although she laughed herself to tears
during the show, after she left the theater, she sat
for a long time on a bench in the park, and cried.
But, as my Larisa says at the end of the show, we
have to live every moment with modesty, with joy,
with serenity, faith and gratitude.

Interview by Codruta Popov




EDITORIAL

Dupa Rubens, Rafael si Botticelli, e
timpul pentru o noua imagine a ce-
lor trei gratii. Mai putin celebre, mai
putin stralucitoare decat fiicele lui
Zeus, nu foarte rasfatate de viata si
nu prea prospere, cele trei gratii ale
lui Valentin Krasnogorov cauta si ele,
cu nu mai putin sarm, fericirea. Sunt
prietene de 40 de ani desi absolut
totul, de la temperament la biogra-
fie, le deosebeste. Perspectiva unei
senectuti solitare determina reactii
diferite si le da ocazia unor mici jo-
curi de putere, provocand o avalan-
sa comica, dar si o reflectie duioasa
asupra conditiei umane. O comedie
plind de sensibilitate, Cele trei gratii
pledeaza pentru iubire si pentru bu-
curie, ca antidot pentru mai micile
sau mai marile probleme care apar
atunci cand sufletul alearga mult mai
repede ca trupul, iar speranta are de
luptat cu inertia, cu tabieturile si cu
oglinzile strambe ale neincrederii in
sine. Codruta Popov H

<




-l
<
-
1
o
=
-
-]
l

After Rubens, Raphael and Botticelli,
it's time for a new look on the three
Graces. Less well known and not as
glamorous as the daughters of Zeus,
not very spoiled by life and not very
prosperous, The Three Graces of
Valentin Krasnogorov are also on an
equally charming search for happi-
ness. Friends for 40 years, although
everything from temperament to
biography sets them at odds with
each other. The perspective of lonely
senescence makes them react diffe-
rently and gives them the opportu-
nity to enact small games of power,
causing an avalanche of comedy,
but also a tender reflection on the
human condition. The Three Graces
is a plea for love and joy, as an anti-
dote to the small or large issues that
emerge when the soul runs faster
than the body, and hope has to fight
with inertia, with old habits and the
funny mirrors of self-doubt.

Codruta Popov B



Duminica / Sunday, 30.04, 19:00 | Studio UTU

Spectacol recomandat persoanelaor peste 12 ani / Durata spectacolului 1h30
Show recommended for persons over 12 years / Length of the show 1h30
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ONOAPTE _
FURTUNOASA.
UN EXERCITIU

A STORMY NIGHT.
AN EXERCISE

dupa / after L.L. Caragiale

Distributia / Cast

Jupan Dumitrache / Master Dumitrache ION RIZEA

Chiriac MARIN LUPANCIUC
Spiridon DARIUS ZET

Rica Venturiano MATEI CHIOARIU

Veta OANA ANTONOVICI
Zita CORA SIMILIAN

UN SPECTACOL DE / APERFORMANCE BY ADA LUPU HAUSVATER
Regizor tehnic / Stage director Judit Reinhardt

Lumini / Lighting operator Gerhard Craciun

Operator sunet / Sound operator Eugen Obrad
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ION RIZEA, ACTOR:

Am redescoperit in exerc
spectacol placerea cuvantulu

Cum te simti sa joci ca guest star intr-un specta-
col cu (pe atunci inc3) studenti, masteranzi, acum
proaspeti absolventi ai sectiei de actorie din cadrul
Facultatii de Muzica si Teatru?
Mai, ma faci sa rosesc... (rade) Nu m-am gandit nicio
clipa la asta; cand lucrezi ai parteneri de scena, ai co-
legi, nici pomeneala de guest star. Dar e adevarat ca
mi-a placut mult lucrul la spectacol si ca a fost foarte
frumos si foarte incitant sa joc cu actori la inceput
de cariera. M-am intors, cumva, in timp, pe vremea
cand eram ca ei: tanar, cu experienta puting, dar cu
foarte mare vointa de a face teatru, de a ma dedica
acestei meserii. Determinarea lor, atentia lor, starea
aia a lor de ,acum ori niciodata” au fost pentru mine,
pur si simplu, ca o infuzie de energie. M-au dus cu
ei la fel cum - cred, sper - i-am dus si eu cu mine.
Dar repet: in lucru suntem colegi si cAnd oamenii au
treaba, n-au vreme de orgolii.

O noapte furtunoasa. Un exercitiu: Caragiale sau
Ada Lupu Hausvater?
Clar, un exercitiu marca Ada Lupu Hausvater. Ce
sa mint? Cand Ada mi-a propus sa-l joc pe Jupan
Dumitrache in spectacolul pe care il lucra cu stu-
dentii de la master, mi-a fost si jena sa recunosc cat
de tare ma bucur. Adevarul e ca imi place mult sa
joc in spectacolele pe care le regizeaza Ada. Este
extrem de inventiva, vine cu solutii la care nu te-ai
fi asteptat in veci, dar care, odata ,puse pe masa’,
par atat de logice, de evidente, de-ti vine sa-ti tragi
o palma peste frunte. Ada Lupu Hausvater este
unul dintre putinii regizori care stiu foarte bine, inca
nainte de a incepe repetitiile, cum trebuie sa arate
spectacolul. Viziunea asta anticipata este incredibil
de utild pentru un actor - pentru mine, in orice caz -

.

tiul acestui

pentru ca imi da libertate si rigoare in doze egale. Si
sigurantd, incat sa ma pot tine bine pe picioare in rol,
orice s-ar intampla. Iti dau un exemplu: ,exercitiul”
asta, printre altele, transforma scena dintre Jupan
Dumitrache si Nae Ipingescu intr-un lung monolog.
Cand I-am citit prima data, m-au trecut toate apele.
Dar directia in care am construit personajul a dat asa
o logica si asa un continut acestui text, incat acum
abia astept spectacolul, sa ma pot juca cu publicul
pe monologul meu. Si ce mi se pare si mai fascinant
este ca nu l-am parasit nicio clipd pe Caragiale! A
fost un experiment foarte interesant si a iesit un
spectacol care mie mi-e tare drag. Si cum vad eu, si
publicului la fel.

Continuand aceasta idee, ai mai descoperit ceva
nou despre tine sau despre personajul pe care il
interpretezi in O noapte furtunoasa. Un exercitiu?

Am redescoperit in exercitiul acestui spectacol pla-
cerea cuvantului. Jocul dintre text si subtext. Dintre
text si metatext: felurile in care poti spune ceva in
cuvinte foarte concrete, dar care pentru public s3
semnifice cu totul altceva. lar tu, actorul, sa contro-
lezi acest proces. Este un joc al mintii care imboga-
teste imaginatia extraordinar de mult, iar spectaco-
lul asta mizeaza generos pe spatiile dintre cuvant si
sens. Asta in primul rand. In alta ordine de idei, desi
am jucat in piesele lui Caragiale, cu O noapte furtu-
noasa ma intalnesc prima data, asa ca sunt castigat
si din punctul asta de vedere. Rolul pe care il am in
spectacol mi-a dovedit ca bucuria jocului si curio-
zitatea de a descoperi personaje noi mi-au ramas
intacte peste timp. Ce mi-as putea dori mai mult?

Interviu realizat de Codruta Popov l
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|ION RIZEA, ACTOR:
| rediscovered the p

easure of the

spoken word in this performance

How does it feel to act as a guest star in a show
with (then still) students, master students, now
fresh graduates of the acting department of the
Faculty of Music and Theatre?
Man, you make me blush... (laughs) | didn’t think
anything of it; when you're working you have scene
partners, you have colleagues, there is no room for
guest stars. But it's true that | really enjoyed work-
ing on the show and it was very nice and very ex-
citing to play with actors at the beginning of their
careers. | somehow went back in time to when | was
like them: young, with little experience, but with a
great desire to do theatre, to dedicate myself to
this profession. Their determination, their attention,
their ,now or never“ mood was for me simply like an

and rigour in equal doses. And confidence, so that
| can keep my feet firmly on the ground in the role,
whatever happens. I'll give you an example: this
Lexercise’, among other things, turns the scene be-
tween Master Dumitrache and Nae Ipingescu into a
long monologue. When | read it for the first time, |
started sweating bricks. But the direction in which |
constructed the character gave such logic and con-
tent to this text that | can't wait for the performance,
to be able to play with the audience watching my
monologue. And what | find even more fascinating
is that | never left Caragiale for a moment! It's been
a very interesting experiment and it's turned out to
be a show that | love. And as | see it, so does the
audience.

infusion of energy. They took me with them justas  Following on from that, have you discovered any-
- | think, | hope - | took them with me. But | repeat: thing new about yourself or the character you play
in work we are colleagues, and when people have  in A Stormy Night. An Exercise?

work to do, they have no time for egos.

A Stormy Night. An exercise: Caragiale or Ada Lupu

Hausvater?
Clearly, an Ada Lupu Hausvater exercise. How can
| deny it?! When Ada asked me to play Master
Dumitrache in the show she was working on with
the Master’s students, | was embarrassed to admit
how much | enjoyed it. The truth is, | really enjoy
acting in the shows Ada directs. She is extremely
inventive, she comes up with solutions that you
would never have expected, but once ,on the table“
they seem so logical, so obvious, that you want to
slap your forehead. Ada Lupu Hausvater is one of
the few directors who know very well, even before
rehearsals begin, what the show should look like.
This advance vision is incredibly useful for an ac-
tor - for me, anyway - because it gives me freedom

| rediscovered in the exercise of this show the
pleasure of the spoken word. The play between text
and subtext. Between text and metatext: the ways
in which you can say something in very concrete
words, but for the audience it means something else
entirely. And you, the actor, controlling this process.
It's a game of the mind that enriches the imagina-
tion extraordinarily, and this show relies generously
on the spaces between word and meaning. That's
the first thing. In other news, although I've acted in
Caragiale’s plays, I'm encountering A Stormy Night
for the first time, so I'm won over in that respect
too. My role in the show proved to me that the joy
of playing and the curiosity of discovering new char-
acters has remained intact for me over time. What
more could | want?

Interview by Codruta Popov




Veta se iubeste cu Chiriac in spatele - sau poate nu chiar asa de in spatele - lui Jupan Dumitrache,
sotul ei. Sotul este un soi de mafiot local care, la fel ca atat de multi ,lideri” din orice domeniu si
din orice timp - politicieni, sefi mai mici sau mai mari, educatori (si lista poate continua) - con-
funda respectul cu frica si autoritatea cu opresiunea. Nu ca el ar fi eroul negativ: diferenta dintre
el si ceilalti, fie ca vorbim de credinciosul lui Chiriac, ba chiar si de napastuitul Spiridon, e una de
pozitie - de distribuire a fortei.

Rica Venturiano greseste - sau poate ca nu greseste chiar asa de tare - adresa, in dorinta de a-si
declara amorul. Zitei, in principiu. Care Zita, cronicar fidel sau posibil delator, scrie, scrie, scrie. Ce
scrie? Cine'stie, poate chiar aceasta poveste desfacuta si reinnodata care, in spatele ochilor mereu
plecati ai Zitei, face un salt in timp.

Exercitiul construit pe Noaptea furtunoasa scoate farsa amoroasa si pe protagonistii ei din maha-
laua mica si fi ofera hohotului de ras forta votului de blam fata de o societate care, ,pe ici pe colo,
si anume in partile esentiale”, seamana mult prea bine cu mahalaua lui Caragiale.

Codruta Popov l
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Veta is playing around with Chiriac behind - or maybe 'not so much behind - Titircd Mean-Heart’s
back, her husband. The husband is a sort of local mafioso who, similar to so many "leaders” in any
occupation and in any time - politicians, bigger or lesser bosses, educators (and the list can go on)
- mistakes respect for fear and authority for oppression. Not that he is the villain: the difference be-
tween him and the others, whether we are talking about the faithful Chiriac, or even the beleaguered
Spiridon, is one of position - of distribution of power.

Rica Venturiano gets the address wrong - or maybe not that wrong - in the need to declare his love.
To Zita, out of principle. Which Zita, faithful chronicler or possible informer, writes, writes, writes.
What does she write? Who knows? Perhaps this loosened and tied up again story which, behind Zita’s
always downcast eyes, jumps through time.

The Exercise built on The Stormy Night takes the amorous farce and its protagonists out of the small
slum and offers laughter the force of a vote against a society which, "here and there, and in some es-
sential parts” seems to resemble much too well Caragiale’s slum.

Codruta Popov l




Echipa tehnica a Teatrului National din Timisoara
Technical staff of the National Theater of Timisoara

Regizori tehnici / Stage directors: Anna llyés | Judit Reinhardt
Andreea Gecse | Cristian Stana
Lavinia Ghiban

Sufleor / Prompter: Judit Reinhardt

Lumini / Lights: Gerhard Craciun
Alexandru Stanescu
Laurentiu Marin
Adrian Stanescu | Daniel Galetar
Gratian Popp | Costinel Purcaru - Asproiu
Zorislav Nicolin | Gheorghe Sava
Mircea Chinezon

Sunet - Video / Sound - video: Eugen Obrad | Peter Szabo
Claudiu Surmei | Larisa Aioanei

Recuzita / Props: Alin Tofan | Karoly Albert | Mariana Dobosan
Costume Costumes: Carla Pora-Stiassny | Diana Itul
Veronica Gerstenengst | Felicia Puiu
Anica Tiplea
Machiaj / Make-up: Gabriela Strugaru Popa | Andra Diac
Coafura / Hair: Daniela Genig | Lucian Maties

Ramona Bologa

Tehnic de scena / Stage personnel: Marius Craciunesc | loan Barzovan
Marcel lovin | losif Toth | Traian Onet
Vasile Balasa | lustin Ragman
Costel Galetan | Nicolae Lacatas
Nicolae Artiudean | Daniel Cincilis
Luigi Tirabassi | Ovidiu Stefan
Roland Stiassny

Personal de sala / Venue personnel: Luminita Moraru | Maria Manolache
Monica Purcaru | Carmen Trifan
Ciprian Cojocaru | Ciprian Ursu
Gabriel Cozma | Bogdan Socaciu
Sebastian Boboiciov | Catalin Moraru

23 (i Redactor sef/Editor in Chief Codruta Popov | Redactor/Editor Gabriela Lupu www.tntm.ro
*T_ ¥8%  Traducere/Translation Andrei Ursu Tipar TNTm2023
i L Foto/Photo Adrian Piclisan | Grafica/Graphic design Virgil Simonescu Teatrul National din Timisoara este o institutie

ISSN 18421709 Tipar/Print Emil Bejenaru publicd subventionata de Ministerul Culturii.




ks )
g o il i

@ PROGRAMELE TEATRULUI NATIONAL TIMISOARA

NATIONAL THEATER OF TIMISOARA PROGRAMS

A. Programe de baza / Basic programs

PROGRAME DE CONSTRUCTIE TEATRALA / THEATRICAL CONSTRUCTION PROGRAMS

NATIONAL / NATIONAL

CLASSIC CONTEMPORARY

DIVERSITATE / DIVERSITY

Aut DOR / Aut DOR

TN SCENA / ON STAGE
VIRTUAL / VIRTUAL

ATELIERELE DE ARTA TEATRALA
THEATER WORKSHOPS

EGAL / EGAL

REFLECTOR TNTm
TNTm Spotlight
INTALNIRI / ENCOUNTERS

spectacole pe texte din dramaturgia clasica si contemporana roméaneasca
shows based on text from classical and contemporary Romanian dramaturgy

spectacole pe texte din dramaturgia clasica si contemporand universald
shows based on texts from universal classical and contemporary dramaturgy

spectacole pentru copii si adolescenti
shows for children and adolescents
spectacole sincretice

syncretic shows

spectacole - laborator

experimental shows

aniversari culturale

cultural anniversaries

Programe conexe / Connected programs

PROGRAME EDUCATIONALE/ EDUCATIONAL PROGRAMS
PROGRAME DE INTERACTIUNE SOCIALA / SOCIAL INTERACTION PROGRAMS
PROGRAME DE INTERACTIUNE PROFESIONALA/ PROFESSIONAL INTERACTION PROGRAMS

Festivalul European al Spectacolului Timisoara - Festival al Dramaturgiei Romanesti
Timisoara European Theater Festival — Festival of Romanian Dramaturgy

program dedicat Capitalei Europene a Culturii - Timisoara 2023

program dedicated to the European Capital of Culture — Timisoara 2023
Concursul National de Dramaturgie / National Drama Contest

evenimente in aer liber, pe scena A ut DOR, in Parcul Civic

open-air events, on the A ut DOR stage, in the Civic Park

platforma de sprijin pentru studenti / platform for supporting univeristy students
stagiunea Cloud si evenimente on-line

Cloud theatrical season and online events

Colectia aleNT, traducerea si publicarea de piese contemporane si teorie teatrald
The aleNT collection, the translation and publishing of contemporary plays and theatrical theory
Stagii de pregatire profesionald pentru actori

Professional development workshops for actors

Programe adiacente / Adjacent programs
PROGRAME SUPORT/ SUPPORT PROGRAMS

coproductii nationale si internationale, deplasari, schimburi de spectacole
national and international co-productions, shows on the road, exchange of shows
implicarea artistilor independenti in activitatea artistica a Teatrului National
involving independend artist inside the artistic activity of the National Theater
proiecte In parteneriat cu organizatii neguvernamentale si alte institutii

projects in partnership with NGOs and other institutions
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