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bek6szonto

RIDEG ZSOFIA

Szinhdz 6rokkeé lesz

,Szinh4z mindig volt, és 6rokké lesz. Az eljovendd dtven-hetven évben kiiléno-
sen nagy sziikség lesz ra. Mert valamennyi m{ivészet koziil csakis a szinhéz az — ahol
a sz6 szajtol szdjig, a tekintet szemtdl szemig, a mozdulat kéztdl kézig, testtd] tes-
tig hatol. Nincs sziiksége kozvetitére. A szinh4z a vilag attetszd fénye, se Dél, se
Eszak, se Kelet, se Nyugat — & maga a fény, a vildg négy sarkabél rasztja el a vila-
gosséag, és barki szamara felismerhetd, kozelitsen hozz4 ellenségesen vagy barétsa-
gosan”™ — fogalmazott az idei szinhazi vilignapon Anatolij Vasziljev orosz rendezd,
tobb is annal, filozéfus, a sz6 legnemesebb értelmében tanité, aki engem mindig is
Csontvary Marokkéi tanité cim festményére emlékeztetett. O is itt volt az elsd két
MITEM-en, és megosztotta veliink csodalatos tudasat. Nala, az 8 moszkvai szinh4-
zéban tapasztaltam meg, amit mindig is sejtettem, hogy a szinhéz egy nyitott meta-
fizikai tér, ahol minden megtdrténhet: a hang fénnyé valtozhat, a test dttetszévé,
ahol a szinész megszdlaldsaval ,felnyithat ezer szét a hisban”, ahogy a masik nagy
szinhazi gondolkodo, Valére Novarina frja, aki szintén a MITEM vendége lesz.

Dramai véltozasokkal terhes korunknak kiilondsen nagy sziiksége van szinhdzra,
mert meg kell érteniink, mi torténik veliink itt a f6ldon, miért itédiink egymésnak,
mint a vizmolekuldk, és hogyan semmisiilnek meg egy szempillantés alatt embertér-
saink, mint letaposott fliszalak. A szinhéz egy eleven kis térben leképezheti a vilag-
ban zajl6 folyamatokat, és ha nem is érthetjiik meg, de legalabb Gjra meg Gjra atél-
hetjiik 8ket, hogy utdna jobban eligazodjunk a hétkéznapokban is. Vannak olyan
toretleniil fennmaradt archaikus szinhézi formak, amelyek nagyon régéta kozvetite-
nek életet fenntartd, Gjra generald szellemi tartalmakat, ezek megismerése ma kiilo-
nosen fontos. Es vannak olyan klasszikus mtvek (Ilidsz, Titus Andronicus, Macbeth),
amelyekrdl békésebb iddkben nem gondoltuk volna, hogy ilyen kozeliek, aktuélisak.
Ma kiiléndsen dtérezhetjiik, hogy kortarsaink a klasszikusok, akik ¢sszehoznak ben-
niinket, a vilag legkiilonboz8bb pontjairdl érkezd alkotdkat, hogy altaluk Gjra és Gjra
parbeszédbe keriilhessiink, hogy igazan oda tudjunk figyelni egymasra!

Kozma Andrés forditasa az orosz eredetibdl.
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ZSOFIA RIDEG

The Theatre Will Remain Forever

“The theatre has always been and it will remain forever. And now, in those last fif-
ty or seventy years, it is particularly necessary. Because if you take a look at all the
public arts, you can immediately see that only theatre is giving us — a word from
mouth to mouth, a glance from eye to eye, a gesture from hand to hand, and from
body to body. It does not need any intermediary to work among human beings — it
constitutes the most transparent side of light, it does not belong to either south, or
north, or east, or west — oh no, it is the essence of light itself, shining from all four
corners of the world, immediately recognizable by any person, whether hostile or
friendly towards it.”* This is a description of the theatre by Anatoly Vasiliev, a Rus-
sian director who is much more than merely a director, he is also a philosopher and
a teacher in the most profound sense of the word, a man who always reminds me of
the painting Teacher from Morocco by Hungarian painter Tivadar Csontvéry Koszt-
ka. Vasiliev was present for the first two MITEM, where he shared his marvelous
knowledge and vision with us. At his theatre in Moscow I experienced firsthand
something that I had always sensed was true, namely that the theatre is a metaphys-
ical space in which anything can happen: sound can be transformed into light, the
body can become transparent, the voice of an actor “can open one-thousand words
in the flesh,” as Valére Novarina writes, the other great visionary of the theatre,
who will also be one of our guests at MITEM.

In our era, a moment of history beleaguered with dramatic changes, we have
particularly strong need of the theatre, for we must arrive at an understanding of
what is happening to us, why we are colliding with one another like water mole-
cules, and how our fellow human beings are being destroyed in the space of a sec-
ond, like grass trampled underfoot. The theatre can provide a mapping, in a small
space, of the processes taking place in the world, and even if we fail to understand
these processes fully, we can still live through them again and again, enabling us,
perhaps, better to orient ourselves in our everyday lives. There are ancient forms
of theatre that have survived the centuries unchanged, forms which pass on spir-
itual messages that are life-sustaining and regenerating. It is particularly impor-
tant that we recognize these forms and their messages today. And there are clas-
sics, like The Iliad, Titus Andronicus and Macbeth, which in more peaceful times
we would not have regarded as so close, even imminent. Today we sense with
particularly keen insight that the classics are indeed contemporary in their mean-
ings. They bring us together, artists and creators from the most varied and distant
points of the globe, and prompt us again and again to interact, converse, and gen-
uinely to pay attention to one another.

The author of the Message of World Theatre Day 2016 is Anatoly Vasiliev. (English
translation from Russian: Natalia Isaeva) www.iti-worldwide.org/worldtheatreday.php
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Modach Nomzetkizl Szinhdzi Taldlkozd
MNemzoti Szinhaz

*Once We Know One
Another, We Need Not Start
Everything All Over Again”

Zsolt Szasz Talks to Attila Vidnyanszky

Zsolt Szasz (Zs. Sz.): As a former organiser of festivals, I have the question come

to me, time and time again, as to why one undertakes a not quite seamless stunt like
MITEM. Several times the ongoing festival (of 2015) has reminded me of the probably
most memorable one in my life, the Third Theatre Olympics (Russia, Moscow, 2001),
and the programme series entitled The Eye — Slanted Scythians View, conducted

by Anatoly Vasiliev, within that. [ immediately thought that, in contrast to the gigan-
tic event which was meant to represent the new Russia, Vasiliev endeavoured to elevate
the local colours and traditions which were truly typical of the empire. Furthermore, he
invited Far East ritual theatres from other Asian countries, for example. There was no
Hungarian theatre among the official ones representing the European mainstream of the
time. The three companies invited from Hungary, comprising the theatre from Bereg-
szdsz under your direction! then, my Hattytidal ensemble (Swan Song Theatre)? and
Eva Kanalas’s Ojanna Hangszinhdz (Ojanna Voice Theatre)?, featured in Vasiliev's
programme. To my mind, Vasiliev took such a cultural-political stance, at the same
time, by this enterprise, as is worth referring to in retrospect, especially today when the

U The Illyés Gyula Magyar Nemzeti Szinh4z (Gyula Illyés Hungarian National Theatre) in

Beregszész, Ukraine, or as it is now called, the Kérpataljai Megyei Magyar Dramai Szinh4z
(County Drama Theatre of Sub-Carpathia), was established by Attila Vidnyanszky in 1992.
The Hattytdal Szinh4z (Swan Song Theatre) was an alternative theatre ensemble be-
tween 1994 and 2007, led by Zsolt Szész.

Eva Kanalas is a folk singer and ethnographer. See her interview in the September issue
of Szcendrium 2015, pp. 81-89, also available on the homepage of the Nemzeti Szinh4z.
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question arises as to whether the future will see a Europe of Nations or a United States
of Europe on the American analogy.

Attila Vidnyanszky (A. V.): Knowing Vasiliev, I think it might rather have
been the case that he, taking advantage of organising the Theatre Olympics,
managed to get the decision makers to finance his programme separately as the
initiation of his newly inaugurated theatre. By the way, he has never made pro-
ductions which would respond to present-day political issues. He considers the-
atre, and art in general, at another level. He uses a lot more mature language
and a universal dimension to describe the relationship between politics and the-
atre, even today when he is working in France. It would never occur to him, or
to me for that matter, to come up with a piece of theatre about the emergence of
migrants on the next day. While of course I am terri-
bly interested in this phenomenon, and I read the news
and have an opinion, too. Still, I do not take it up the
stage, and there is the daily press to deal with it. Art,

[ think, is intended to do a lot more than this. If we
take the award-winning productions at this year’s the-
atre or film festivals for instance, it will be easy to see
what the “trendy” topics are in Europe today. Hungar-
ian criticism also praises these, that is why I cannot do
anything with it: even if a director stages a deep human
drama, he will be judged by his preoccupation, or the
lack of it, with these current issues. So art is sacrificed
on the altar of politics. This expectation extorts from
creative artists the use of a manner of speech which I
consider anti-art. This sort of compulsion for conform-

ity is especially characteristic of the new generation:

Anatoly Vasiliev, director

since their “masters” plant this idea in their mind, most ~ (source: suplimentulde-
cultura.ro)

of them will not graduate as freethinking artists, which
at least retards the process of finding their own voice.
Zs. Sz.: Unfortunately this is understandable because they want to succeed at all
costs. The emblematic artists of the previous generations had a different attitude. Ta-
deus Kantor said he believed more in art than in life. And Eugenio Barba articulates
that his identity is primarily determined by art and artistic practice, and it even overrides
his relation to his mother tongue and sense of national identity. It is also interesting that
although they do not belong to the same generation, both of them created their greatest
work in the ‘70s and ‘80s, that is after the Beats had petered out, which no longer repre-
sented the sort of counterculture produced by the so-called great generation of the ‘60s.
A. V.: If we come to think of it, the Beat Generation let the genie out of the
bottle by its own rebellion. Now we are left holding the bag. Eugenio Barba was
not exempt from the often contradictory ideologies of the ‘60s, either. However,
the decisive motivation in his case was that he, a young man driven by a commit-
ment to the political left, became a theatre person in Jerzy Grotowski’s workshop
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in Poland. As revealed in his book, which has, at last, now been published also in
Hungarian, it was a most conscious decision on his part to head in the direction
of this very Eastern European socialist country.*

Zs. Sz.: The new mass cultural phenomenon of the ‘60s, namely the spread of rock
festivals, gave fresh impetus to international theatre meetings. There are more and more
theatre festivals emerging nowadays. Some of them are thematic events, but the one you
founded two years ago, MITEM (Maddch International Theatre Meeting), is not. The
question justly arises after the second festival: what are the philosophy behind and the
immediate benefits of this meeting? The invitation of mature directors who mostly work
with permanent companies obviously reflects a conscious intention on your part.

A. V.: Unlike domestic sceptics, I consider Hungarian theatre culture to be on
a par with the world’s theatre scene — and I dare say that because I have attend-
ed enough festivals abroad. With regard to MITEM, I have long-term projects:

[ would like the successful directors and companies to become returning guests,
since this is the only chance to deepen professional dialogue. In Debrecen I al-
ready made some efforts at opening up to Europe® — primarily by opera. However,
these attempts did not always produce the desired results. Drama turned out to
be more rewarding: this was the time when cooperation began with Victor Rizha-
kov and Andrzej Bubieni, who have, since then, directed for the Nemzeti Szin-
h4z, too®. But I think MITEM also lends itself to provide an occasion for directors
who would be happy to work with our company in the future to make an appear-
ance. | could mention David Doiasvili for example, who, after Macbeth at the
first MITEM, came to stage Shakespeare’s A Midsummer Night’s Dream, one of
last season’s most acclaimed productions. Victor Rizhakov took root in the Hun-
garian milieu earlier in Debrecen: while he left a very deep impression on sever-
al actors there, he, too, thought that we had actors with whom it would be worth
working together time after time — so I no longer look upon him as a guest direc-
tor. By the way, we do not work for ourselves only by this festival — it would make
me most delighted if other Hungarian theatres also employed the foreign directors
we have invited to MITEM. Yet it can also happen that although a high-stand-
ard production is created, the actors’ souls need months-long tending — in this
case the question certainly arises whether the particular director is worth re-invit-
ing. Nevertheless, the same applies within the country, too. Take Sandor Zs6tér

*  Eugenio Barba: Hamu és gyémdnt orszdga. Tanulmanyaim Lengyelorszagban. 26

levél Jerzy Grotowskitdl Eugenio Barbanak. Forditotta: Regds Janos és Palyi Andrés.

Nemzeti Szinh4z Kiskényvtéara, Budapest, 2015. (E. Barba: The Land of Ashes and Di-

amonds. My Apprenticeship in Poland. 26 Letters to Eugenio Barba from Jerzy Grotows-

ki. Translated into Hungarian by Janos Regds and Andras Palyi, published by the

Nemzeti Szinh4z Kiskonyvtéara (Library of the National Theatre).

Attila Vidnyanszky was director of Csokonai Szinh4z (Csokonai Theatre), Debrecen,

between 2006 and 2013.

6 Victor Rizhakov staged Gorky’s The Lower Depths (Ejjeli menedékhely) at the Nemzeti
Szinhaz in 2014; Andrzej Bubieri staged Gombrowitz’s Operetta here, in the same year.



Shakespeare: A Midsummer  Henrik Ibsen: Brand, Viktor Ryzhakov during the rehearsal
Night's Dream, National The-  National Theatre, 2015, of The Lower Depths, 2015
atre, 2014, d: David Doiashvili d: Sandor Zsotér (photos: Zsolt E6ri Szabo)

for instance, who was present at this year's MITEM with Brand — actors had been
happy leaving the rehearsals and the outcome was interesting and convincing, so
he will also be given continuous opportunity to work with us.

Zs. V.: These directors, like yourself, are in their fifties. Your generation, after the
great creators who started their career in the ‘60s, seems to be speaking a different theat-
rical language.

A. V.: I believe that it is such a difficult and complex profession that you do
not mature before the end of your forties, or rather fifties. No wonder that a di-
rector in their forties still counts as young with the Russians. Now the contin-
gent present at MITEM is one of directors who create determinative productions
in the outstanding theatres of their own countries. On this basis, a genuine image
of contemporary world theatre may be formed. It is another question whether this
generation has enough talent in comparison with the previous one, or whether
it is less eminent, resourceful or courageous than its predecessors. Surely, we are
hunting among younger colleagues as well and this is how Thomas Jolly, the pro-
claimed enfant terrible in France, appeared on our horizon this year’. However,
the main intention is to show where the best ones are.

Zs. Sz.: Have you been invited abroad since you are at the head of the Nemzeti Szin-
hdz (National Theatre)?

A. V.: I have always been. But those who know me are aware that I do not
hunt for invitations. I have cancelled every invitation over the last nine to ten
years. Nonetheless, I may go to Saint Petersburg this time to stage Dostoyevsky
because I regard it as a professional challenge with the actors there. I have never
been attracted to the idea itself of going to direct at the repertory theatre of any
other country, especially in a foreign language. I am not interested in that person-
ally, even if I get paid five times more than at home. Having graduated from the
Kyiv National University of Theatre, I obviously have a somewhat strong attach-
ment to Russian culture. Therefore I find it hard to resist if I am invited by Saint

7 Thomas Jolly made his debut as director of Marivaux’s Harlequin Refined by Love.



Petersburg to direct Dostoyevsky. Still, I feel that I must work in the service of
Hungarian and not foreign theatrical structure with my skill set. This is my first
and foremost task.

Zs. Sz.: I do not think that the burning issues in contemporary theatre have been
mentioned yet at the MITEM professional programmes. How do you see that?

A. V.: You are right. We are just beating around the bush, but in order to en-
gage in a continuous dialogue it is necessary to meet year after year. Though it
is interesting to invite new participants each time, we are not going to get deep-
er unless we have returning directors and companies. It is similar to guest direc-
tion. Once we know one another, we need not start everything all over again.
Mind you, the system of theatres today is like a huge factory system — wheth-
er you think in terms of Europe or the whole world. Masses of performances need
to be produced and a lot of directors are required to serve this manufacturing in-
dustry. It is not that hard to get into this system once you really want to. And you
will certainly find it easier to get in if you accept the rules of what to talk about
and in what manner, as well as what messages are worth formulating. But, as I
have already said, I cannot identify with the messages which are currently being
composed in Europe. Nor with the manner in which productions are made. The
three weeks allotted for a guest direction — like in London, for example, where I
was last invited — is not even enough to sit down for coffee with the actor twice.
And what will inevitably happen then is that the director reaches for his well-es-
tablished clichés...

Zs. Sz.: Apropos of the professional programmes Nina Kirdly had the acumen to say
that there had been nothing new under the sun for a hundred years: the same questions
were still relevant in the theatre as the ones posed by the great theorist-directors at the
beginning of the 20% century, like for instance Meyerhold or Stanislavsky.

A. V.: That is right. Then the ‘60s came along, when creators, such as Peter
Brook, Tadeusz Kantor and primarily Jerzy Grotowski, were trying to reinterpret
these axioms. I do not see any ambition of this kind in the new generation, but
nor has our generation been characterised by a theoretical interest or an inten-
tion to reformulate ideas. We work, make our productions, one after the other.
Nowadays there are fashionable trends rather than new concepts stemming from
philosophical grounds. Though the time may be ripe just now, when there may
be a turning point for basic questions to start carrying more weight again. It nev-
er occurred to me before to say anything about what I was doing, however, I have
become motivated to do so now.

Zs. Sz.: At this point the question of theatre training is unavoidable. You yourself are
professor at Kaposvdri Egyetem (Kaposvdr University), therefore you have first-hand
experience of the present situation.

A. V.: We are trying to go against the common European tendency of merg-
ing the colours which have characterised the ethnic communities of the particu-
lar countries over centuries. I think that we, Hungarians, must make last ditch ef-
forts to insist on our distinctive cultural values. As far as the standard of training
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Sarkadi Imre — Fabri Zoltdn — Nadasy Laszl6: Merry-Go- Miklos Banffy: Flagellum Dej

Round, script: Zsuzsa Vincze, d: Attila Vidnyanszky, Based on his play: Great Lord, National
co-director, choreographer: Zoltan Zsurafszky, Theatre, d: Attila Vidnyanszky, 2015
National Theatre, 2015 (photo: Zsolt Eéri Szabo) (photo: Zsolt E6ri Szabo)

is concerned, it seems to me that theatre schools in East-Central Europe are high-
er-quality and more comprehensive than in the West. The duration of training is
longer as well, with courses lasting five years after the addition of an extra one a
few years ago, whereas the length of studies over there is only three years or even,
in many cases, only two now.

Zs. Sz.: I am under the impression that both your stagings this year, Kérhinta (Mer-
ry-Go-Round)? and Isten ostora — Flagellum Dei’, on Attila, king of the Huns, have
had an extremely positive reception from the foreign professional audience at MITEM.
The latter one won almost all the important awards at POSZT' in June, which had
never before happened during the course of your career. On reading the comments fol-
lowing the jury’s decision, I could see that no cloudless joy was in store for you.

A. V.: Yes, this is just about the way I felt. Nevertheless, I was made happy by
the audience’s unanimously positive spontaneous reaction. At the professional
evaluation on the following day, I could see it with my own eyes how embarrassed
the dominant, and, to me, hostile voices of the profession became when these
video-recorded utterances were played. And the viewers were far from succinct-

8 Sarkadi, Imre — F4bri, Zoltdn — N4dasy, L4szl6 — Vincze, Zsuzsa: Merry-Go-Round
(premiere: 20™ February 2015.)

°  Flagellum Dei — adapted from the drama by Miklés Banfty, A nagyiir (Great Lord)
(premiere: 15" Decmber, 2014.)

10 POSZT is short for Pécsi Orszagos Szinhazi Talalkozé (National Theatre Meeting in
Pécs), which, as the most significant professional forum for the Hungarian theatre
scene, has been organised annually since 2000.
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ly articulating their opinion or why they liked what they had seen. Still, it was ob-
vious that they all got emotionally involved in the production. This experience
also justifies my belief that what can be readily formulated by means of specif-

ic clichés at the intellectual level is not cardinal in the reception of theatre. The
spontaneous reactions of the heart and the soul in art have always been more im-
portant than rational judgement. There were even periods, for example Roman-
ticism, which considered the heart, and not the brain, as the central organ of hu-
man intelligence.

Zs. Sz.: I think that a couple of years ago Isten ostora would have sparked a furi-
ous response if only on account of Attila’s non-displaceable cult. However, even your
professional opponents can presumably feel by now that this topic is gaining relevance —
if I may just allude to the contemporary “migration” which has speeded up over the last
months. During the present general crisis of Europe the question is no more what these
Hungarians want with this outdated “fairy-tale hero”, but that probably the last fifteen
hundred years need rethinking, starting from the fall of the Roman Empire. It has be-
come apparent by now that Attila is not only the mythic hero of Hungarians, but also a
key figure of this historical transition, who represented a Euro-Asian model in relation
to rule and power, a concept diametrically opposed to the one which Charlemagne later
established in Europe and is still in effect today. From this angle, your production is not
of a Hungarian perspective really, instead, it problematises the Europe versus Asia di-
chotomy.

A. V.: Exactly. However, in hindsight, I must confess that I was tempted by
the idea of staging a topicalised version of this Banffy drama. Then I resolved that
it would be a shame to sacrifice this theme on the altar of the swelling waves of
current European politics. And I believe I have made the right decision.

"Once We Know One Another, We Need Not Start Everything
All Over Again”

Zsolt Szasz Interviews Attila Vidnyanszky

It was in the 2015 March-April issue of Szcendrium that Attila Vidnydnszky was
interviewed apropos of the topic of the roundtable on “National Theatres in the 21
Century” at the professional programme of MITEM. Now he articulates his ideas on the
philosophy and experience of two years’ MITEM, his feeling of antipathy against “trendy”
European topics, the ideal of artistic freedom, as well as the different attitudes of the
predecessor- and successor generations. He asserts that he considers Hungarian theatre
culture to be on a par with the world’s theatre scene. He says he welcomes at MITEM
the returning companies and guest performers with whom the Nemzeti Szinh4z (National
Theatre) may enter into a lasting partnership. He mentions that European countries,
Hungary included, must insist on their distinctive cultural values. Then, in connection
with both the professional and audience success of Isten ostora — Flagellum Dei, on Attila,
king of the Huns, at POSzT (Pécsi Orszagos Szinh4zi Talalkoz6 — Pécs National Theatre
Festival), he formulates his artistic creed this way: “The heart, the spontaneous reaction
of the soul in art has always been more important than rational judgement.”
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“Each Generation Must
Re-Invent Theatre”

A Roundtable Discussion with Eugenio Barba and Julia Varley*

Janos Regds: In the book you write that by the very beginning you and Grotowski were
like two moles under the ground, no one knew anything about you, you didn’t know an-
ything about theatre but something was born between you there in the railway station
restaurant. You talked about everything, about profession, parents, countries where you
lived.

Eugenio Barba: The book tells a story which happened such a long time ago
that only people of my generation are able to recall, recall the conditions of life
at that time. One of the reasons why we read books about theatre art is that we
are able to get only very superficial information of the past as we were not liv-
ing in that historical time. And so, all the new answers escape us. In the ear-

ly ’60s the world was divided into two blocks: the so called socialistic “progres-
sive” block and the capitalist “reactionary”
block. They were threatening each other with
atomic war. Information about socialist coun-
tries was very sparse. If you were a left winged
communist person you would hear the ten-
dency that socialists live in a paradise. So in-
formation was very sparse. Even the books!

If you wanted to know something you had to
go to the library to find something in the ar-
chives. The flood, the deluge of information
that surrounds us today was unimaginable at
that time. So, if somebody found a book and

Eugenio Barba (photo: Zsolt E6ri Szabo)

* MITEM prologue, 11 April, 2015. Presentation of Eugenio Barba’s book The Land
of Ashes and Diamonds. Participants at the roundtable: Eugenio Barba, Julia Varley,
Janos Regds, Andras Palyi, Zsolt Szész
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this book said something, you went and discussed about this book. This was very
normal at that time. It’s not exceptional that with Grotowski we were discussing
about books. They were discussions about “white stones”. We believed in that
they take us towards freedom. Because this was what a young person lived for.
Freedom of thinking, imagining, and find the time to be able to analyze it. So,
when I decided to go to Poland it was because I was left winged, I imagined that
in this progressive country which at that moment was blooming with culture: the
translations of their authors, their graphic artists, the films, the music, the com-
posers...In the early sixties Poland was really “present” in the cultural/artistic
awareness of Europe. So I went there. A few months later | was very disappoint-
ed by the socialist world but I was grateful to Poland because I have become im-
mune against ideologies. The problem remained: I was communist because 1

was against injustice. After Poland I was no longer a communist because injus-
tice there continued to exist. How to solve
this paradox? The theater was the solution.
The theatre for me was always politics by
other means. Remember Clausewitz’s def-
inition of war: war is an expression of pol-
itics by other means. But this politics
should not be recognizable out of ideol-
ogies. When [ met Grotowski he was a
member of the Party. Ludwig Flaszen, his
closest collaborator was also, everybody
was a member of the Party at that time. I

Janos Regds (photo: Zsolt Edri Szabo) was also ready to be a member of the Party

if this permitted me to do theatre and con-
tinue it. This is one of the things that is very difficult to understand for some-
body who did not live in that country then. One had to be very astute to protect
the truth, the aspirations. And it was out of this feeling of injustice that I start-
ed to like Grotowski and his actors. Because I found it unjust that he, his ac-
tors, and all the people in Poland, all those living in the socialist camp, couldn’t
get passports. So I started to fight for this theatre. But at that time it was not the
theatre for me. I liked these people very much because I found them naive, ex-
tremely coherent, and even rather courageous. When I left Poland I wanted to
do REAL theatre. [ went into all the traditional theatres in Oslo and I couldn’t
get a job there. So [ had to start my own theatre. So, what we are going to see
here in three weeks (Odin’s performance at MITEM — J. R.) is the result of the
canopy of communism, the work of a director rejected from the real traditional
theatre, who somehow still learned it that the theatre can be a burning place of
freedom. These beautiful words presuppose that we have to work fourteen hours
a day like the protruding soldier conquering one meter at a time of the territo-
ry. And this meter is one spectator at a time! And you conquer spectators by the
quality, by the depth, by transcending yourself in work.
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In Vienna in 1985 I conquered two meters, two spectators: one father and
one son. The father was called P4l. He appeared there; he was from Budapest,
had seen our performances and invited us to Budapest. Since 1985 his son, who
is translating me, and the father have made Hungary a member of our family,
“Odinland”. Of course this applause goes to P4l. I have to tell you something
in the end: I wrote this book because I wanted a young person like I was at that
time, to help understand Grotowski with the same degree of naivety and diso-
rientation. What in a way disturbs me today about Grotowski, who was totally
unknown at that time, is the theological thinking in relation to him. I know it
is a small and seemingly technical detail, but it is important to mention his ca-
pacity to deal with the authorities. This should be also important to us! I want-
ed to write treaties on guerrillas. Analyses I was making. The terminology he
was using although it was prohibited. Find Marxist definitions. It was impossible
to find Marxist definition to that work. This was that I wanted to transmit in a
very practical concrete form: how to defend your own means, to start and main-
tain your theatre.

J. R.: In the book we read much about the history of your friendship. I have one
strong memory in mind about you and Grotowski. It happened in the early ’80s in Liege,
Belgium. [ was there at a festival and the two of you together were holding a lecture.
The cafe was packed with people who wanted to hear the two famous masters at one
table. I was sitting under the table (there was no other place) where you were talking,
and was shocked in way. I had thought that Grotowski and Barba were close friends in
a spirit of concord. Instead, I experienced a very sharp debate between you. I, as a na-
we young man, was very surprised. Your deep friendship was characterized by both con-
troversies and consensuses. All this appears clearly in your book in a stunningly exciting
way. How could you fit together the two in your relationship?

E. B.: When I say that Grotowski is my master it is because he taught me
a very important thing. Not to assume what people think you are. Grotows-
ki changed very much after he became famous. He assumed the role of the wise
man. Think of the facts: he is only 32 years old, has been doing professional thea-
tre only for 8 years and one day to another he becomes a prophet.

J. R.: Thanks to you in a way.

E. B.: Everybody expects him to behave like a prophet and to speak like a
prophet and to do performances like a prophet. What did Grotowski do? He de-
cides not to do theatre performances anymore. For me it was very-very important
to see, to follow and to understand that the only possibility for remaining very
close to what you were when you were young was to remain together with your
actors in the same primitive conditions of the beginning, of the origins. And for
me Holstebro, this small Danish town which accepted me and my unknown ac-
tors in sixty-six, was my very important sanatorium where I can be protected from
this effervescent atmosphere which surrounds fame. We discussed everything
when we were in Opole. By all of his decisions I asked why he was taking that de-
cision. And he answered me very sincerely. When he became famous I didn’t ask
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him any more about his deci-
sions. You can ask me why. We
inspired and were very close to
each other. Because in our flesh,
in our body remained the memo-
ry of these three years. His thea-
tre in Opole was closed, was shut
by the Party in those days. It was
because a secretary in a bigger
town, in Wroclaw thought “aha,
we want to compete with War-

saw in culture” and got the idea
to invite Grotowski and his com- Eugenio Barba (photo: Zsolt Eéri Szabo)

pany in Wroclaw. When I tell

you that I didn’t ask him anymore it was because I felt that he would not be an-
swering me. He would answer me diplomatically. And I didn’t want it. Therefore
[ accepted what he was doing.

Give me two more minutes yet. I want to speak of Hungary in the name of
Grotowski beause it was Hungary that paved the way for Grotowski to inter-
national fame. In 1962 a Hungian theatrologist called Ferenc Honti arrived in
Opole. He saw Grotowski’s performance and then he said to him "Well, this is
a very formalist performance. We in Hungary are against these formalist perfor-
mances. In order to protect our young directors and actors against formalism we
have a series of books which describe formalist performances. So I propose that
you would write a book about Grotowski so we can protect, safeguard our young
artists by reading about that what not to do.” Grotowski said, ‘of course I would
do this’. Anyway it was fantastic: somebody was asking for a book about a total-
ly unknown theatre. Then he came to me: "You'll write the book.” I've never writ-
ten a book before. But what love makes!(?) I started writing this book, even in
French, the language of the troubadours. It was called: In Search of the Lost The-
atre. [ sent it to Ferenc Hont and it was published in Hungary. My mother trans-
lated it into Italian. It was also published in Italy. But I had to type and type again
the French manuscript because we had just that carbon paper to make copies. It
was given to all the people who shaped the face of new contemporary theatre in
Europe. So, thanks to Ferenc Hont, people could get a description of what Gro-
towski was doing.

Attila Vidnyanszky: Do we need to reinvent the theatre? Or it is good as it is
working now?

E. B.: Each generation must reinvent. Not the theatre in its superficial struc-
ture, but in the deeper meaning theatre can have for the individual artist and for
the spectator in its community. The theatre is not a value in itself. Theatre is a
profession which was founded about five hundred years ago and was a commercial
enterprise. Its purpose was entertaining spectators. In the twentieth century a few
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strange, bizarre people started speaking about theatre not as a commercial enter-
prise but an artistic one and they invented a sort of metaphysics of theatre, some-
thing that went beyond the entertainment value. They spoke about ethics, about
spiritual values, didactic, therapeutic values, etcetera. You know all of them from
Stanislavsky to Grotowski. But the problem is that today, in this very moment,
throughout the whole planet, there are at least one million performances a day.
But most of them are still entertainment. So each generation can accept this or
each one must invent a theatre which has a deep meaning for him/her or for oth-
er people. [ would like to ask you for one minute silence. I've just received from
Giuseppe Bonifati (a young Italian actor/director in residence by Odin) a message
that Judith Malina /the co-director of The Living Theatre R.]./ died last night. I
think that together with Grotowski, Julian Beck and Judith Malina the directors
of The Living Theatre were the main creators of what we are today. So [ ask one
minute silence for ourselves and for the honour of our beginning...

A. V.: We know that at theatre companies that have worked together so long
there are controversies, discordances, breakups, deaths... How have you been
able to hold this fantastic company together for such a long time?

E. B.: I've been thinking myself about this because in the last ten years I was
always asked this question. In the beginning each of us was asked different things
and tried to answer them. I think that there are four very important factors we
have managed: the main one is that from the very beginning I as a director felt
the obligation to give salary to my actors. We were a group having no subsidies so
[ knew that I should give them a minimum. They should not think about money.
The minimum — and, at the same time, I have to demand the maximum. So over
these fifty years, our actors have received their salary at the end of the month.
There were periods, though, when I couldn’t pay. Then I could see at once how
a group was ready to disappear. Because when you are thirty-forty years old you
have a family, have children — the rules of life dominate in your head. The second
factor was that very early, after four-five years, I decided I wanted to keep my ac-
tors until I die. This seems very strange for a young director in his thirties. I want
to follow them; they want to follow me until we die. I know very well why [ am
talking about this decision. And once again, it was Grotowski who taught me this.
It was when Grotowski decided not to do any more performances and he left all
his actors and began working with a group of young people. I thought very much
about this. I know that this is the pattern in theatre history. Stanislavsky did the
same with his studio. Copeau did the same in Bourgogne. Everybody thinks that
Grotowski is my master. It is true and not true at all because I've learned my craft
together with my young actors. They have been really teaching me how to be-
come a director with all the errors, experiences, all the new inspirations. And,
first of all, how they were able to destroy all the prejudices in me about male ac-
tors, female actors. It was very important: go against the nature of theatre, of the
profession where relationships are always very short, just a few years and then
people separate. This obliged me to do a lot of changes in my way of thinking
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From left to right: Zsolt Szasz, Janos Regés, Eugenio Barba, Nora Durkd, Julia Varley
(photo: Zsolt E6ri Szabo)

about theatre and directing the group. Some of the actors wanted to leave and |
said ‘no, you must remain here within the framework of Nordisk Teatrelaborato-
rium, not in the Odin Teatret. You can have your own group here with a differ-
ent name, different identity. You don’t need to identify yourself with the Odin

if you don’t want to. But this is the place where you have been working and you
have been grown. It belongs to you.” So this is the second factor. The third factor
is that in the very beginning Odin was an amateur theatre and we prepared our
performances in a small school room. The only thing we had to invent was how to
hang a rope. When [ was travelling in Europe to spread information on Grotows-
ki, I met a lot of people and I still kept contact with them, have become a sort of
friends. Then they started to invite Odin because the only thing we needed were
few benches, a small venue and the home of friends to sleep. So in the very be-
ginning Odin was invited by friends. When we were doing performances these
friends became very special spectators saying ‘I want you to come to my town,

to my country!’ Most of them were theatre groups. Like your group in Berego-

vo (in Ukraine, Illyés Gyula Hungarian National Theatre, founded by Attila Vid-
nyanszky — J. R.) At that time I felt that I belonged to this constellation of people.
When they came they said ‘Oh you are very expensive!’ I answer: ‘Yes, of course
we need money. But first of all [ want to test his/her capacity of making miracles.’
And these people with nothing, with no help from authorities, they could make
miracles. They managed to convince theatre directors, traditional theatre direc-
tors, festivals to get money to invite us. If one makes the history of ISTA /Inter-
national School of Theatre Anthropology —J. R./ one would learn that these in-
ternational sessions which cost two-three hundred euro — were all organized by
small groups operating without one cent. This is the power of love and fanati-
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cism. So these people which I have to call the “secret”, the people of the Odin.
They kept and protected the independence of the Odin. We were not depending
on the fashions, on cultural politics, on the market because when we made a pro-
duction we had fifteen, twenty places to go to where our friends invited us. And
this managed our independence. The last five-six years it became very difficult
because of the economical crisis in Europe and because of those many people who
are now among the angels.

Julia Varley: But I want to answer in a different way. Of course, there are
many answers. One of them is because we are a theatre laboratory. Eugenio has
often used the image of Alexander the Great,
of how he would win the battles as for he rode
on two horses. So if the enemy went against
one he was on the other. And the fact of being
a theatre laboratory means to have different ac-
tivities. For example it meant that one of the
actors broke his leg and he can no longer per-
form that show we were able to start making a
film. One of the examples, maybe, can explain
a bit more. Once the director, Eugenio got very
angry and left. It was during the rehearsal of
the production The Ashes of Brecht. He was
very-very angry. | even saw an axe in his hand
and he went out of the room and left the the-
atre. One really had the feeling that he won’t
come back. What did we do next morning? We i3 varley
did what we always do. We went into the room  (photo: Zsolt Eéri Szabo)
to do our training. We had something, an ac-

tivity which meant that we have to meet again. And because we, actors contin-
ued to do what was our work I think we had the strength to call Eugenio back.
And then we finished the performance.

J. R.: I think the people here are very curious why Eugenio was so angry.

E. B.: I got angry with one of the founders of our theatre who behaved very it-
responsible to my way. It happens sometimes that I don’t control myself. You may
all know what it is to work every day, it is a routine, and it is not a sort of ecstasy.
[t is like fishing pearls. You are suffocating under the water and most of the times
you get empty shells. After many years of work you need that everybody is aware
that he/she has to contribute with something to what is going on there. Other-
wise it is just a routine, just entropy, just sleeping. And if one of the actors forgets
it for a moment then I really get angry. This was the case in that moment.

J. R.: Julia said that it happened only once in your fifty years’ history. Am I right?

J. V.: It happened once that I saw Eugenio leaving us and not coming back.
But then he also did leave another time.

J. R.: The reason was the same?
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J. V.: No. One of the other answers is that a theatre group always confront
constrictions, difficulties that help us change. So we never rely on what we know
but we always have to find something which we need to discover. And one time
what Eugenio did, he left the group for one year. He left with the great inten-
tion of giving to the younger generation the power of decision. I belonged to the
younger generation at that time. He left saying that the younger generation shall
destroy the museum and create something new. So we had a terrible year trying
to keep together the actors and doing the performances and then Eugenio came
back and he gave the responsibility of the theatre to the eldest actor. So, all the
younger generation had to take that. The other answer is that we always respect
the work. The space, the room where we work ...when we close the door ... what
is private problem or conflict must be left outside. What we know is that we have
to protect the work that we do together. It means that each of us has to give the
best. The Odin Teatret is the only place I know that would demand the best of
me every day. And I think that is one of the reasons why the actors are still there
despite the fact that Eugenio does get angry and speaks a lot.

“Each Generation Must Re-Invent Theatre.”

A Roundtable Discussion with Eugenio Barba and Julia Varley

The presentation of Eugenio Barba’s book The Land of Ashes and Diamonds took place at
the Nemzeti Szinh4z (National Theatre) as a prologue to MITEM on 11% April, 2015.
The participants at the accompanying roundtable were Eugenio Barba, the leader of Odin
Theatre; Julia Varley, actress at Odin; Andras Palyi, peer-reviewer of the above volume;
Janos Regds and Zsolt Szasz as moderators and Néra Durké as interpreter. The present
publication is composed of two extracts from the roundtable when E. Barba and J. Varley —
in answering questions by Janos Regés and Attila Vidnyénszky, the director of the National
Theatre sitting among the audience — expounded their views on the following topics: What
did the freedom of thought and imagination mean to the generation of artists embarking on
their career in the 1960s in Eastern and Western Europe? To what extent were the normative
theatres of the time permeated by politics? Did ]. Grotowski have a decisive role to play in E.
Barba’s becoming a director and in the formation of the artistic creed of the theatre which
E. Barba founded? How did the Odin
continue to exist under the direction
of E. Barba over fifty years? When
and how did the relationship between
this famous theatre laboratory in
Holstebro and Hungarian theatrical
life, theatre professionals, start and
what makes it important even today?
(This publication has relevance also
because Odin and the National
Theatre are preparing for a close
partnership within the framework of
a new EU project).
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One Generation,
Two Countries,
Three Emblematic Actors

A Dialogue With Actors Dorottya Udvaros,
Eveline Didi and Francois Chattot
(Moderator: Jean-Pierre Thibaudat; Hosted by Zsofia Rideg)”

Jean-Pierre Thibaudat
(photo: Zsolt E6ri Szabo)

Jean-Pierre Thibaudat: We are sitting with three
actors, two countries, Hungary and France, and one
generation of actors (with roughly one or two year’s
gap) are involved. The question I would like to raise
is what development these three actors, who all start-
ed in the 1980-s, have experienced in their profes-
sional careers. Times have been marching on, the
countries have been going through changes, have you
felt any either negative or positive changes as ac-
tors? Now I do not mean acting on stage, but I strict-
ly mean acting as a profession, moreover, [ am even
more curious about how an actor can adapt to what
is going on in a theatre both in Hungary and France.
Francgois Chattot: In France except for the Co-
médie Francaise companies are rarely found; actu-
ally the National Theatre of Strasbourg has one,
however, it is not operating steadily, sometimes

it is quite numerous, sometimes small, not always significant, but it has the poten-
tial. There are a few smaller troupes, though, some ghost troupes, and the young,

who work collectively. Alternately, there is the system of temporary or occasional
employment, which is referred to as the system of “intermittence” (I am not sure if

such a horrible term could be properly rendered into Hungarian). This system gives

an opportunity to active actors to accumulate a certain number of working hours or

get a few stamps after the performances. So we are talking about monthly payment,
which means a so-called unemployment benefit for the actors enabling them to

make ends meet between the performances, or they can at least wait with a peace

This program was held on April 15th, 2015 in the Kasz4s Attila Stage of National
Theatre. The full text of the conversation appeared in Szcenarium (October 1915, pp.
4-25). Here it is presented in abbreviated form in English.

21



of mind until the phone rings again. This system has been prevailing for a long time,
and obviously has some advantages as well as some catastrophic disadvantages, as it
may lead to substantial disproportions, especially if we take into consideration that
the big radios or other great institutions — now I am trying to simplify this issue- may
wish to take advantage of this system. Many journalists, who for instance work as
full-timers for a radio channel, such as the France Culture are registered as tempo-
rary actors, and they are not even making a secret of it. Thus this system has its ab-
errations and is unstable in several aspects, and even if it is under constant super-
vision, at the same time it offers a sort of employment. Nevertheless, it also creates
a completely absurd situation: although it facilitates performances, however, actors
are paid no salaries for the rehearsals. They are paid merely unemployment benefits
for the periods of rehearsals but they only receive proper salaries from the theatre or
troupe they are temporarily employed by when they actually play. So the French sit-
uation could be summarised this way, as a result of which, even if the whole opera-
tion is not so smooth, but there are at least some new productions. The other side
of the coin, where I believe there have been some
substantial changes, is the question of the actors’
status.

(...) What status, political role does an ac-
tor have as a civic person, and also what is the
function of a theatre in such a civic environ-
ment? (...) An actor is merely there in order to
become an interpreter of a play by Shakespeare,
Moliere, Corneille or Beckett, can this be re-
garded as his unique function or he is also there
as a civic person, who is expected to make some
kind of commitment? For instance is he aware
of the crisis that the European economy is go-
ing through right now, which was labelled as for-

midable by Viviane Forester in the economic se-
ries (L’horreur économique, La promesse du pire)
that she published before her death? After the

economic horror we cannot expect the future to be rosy, on the contrary, it is be-

Francois Chattot
(photo: Zsolt E6ri Szabd)

coming rather worse and worse. So [ am just wondering how an actor’s status re-
lates to it, whether it has changed since we started. Compared with the 70s and
80s (...) is it purely regarded as commitment to art which considers the actor a
citizen, and itself as a dialogue between a citizen and an actor, perhaps there is an
even bigger gap between him and the theatre which is free from such aspirations.
(...) Jean-Louis has a saying that I like very much: “in our profession we are ex-
pected to dance even if we are unhappy.” Which means that even when we ex-
perience pain or horror in the world our obligation is to turn the ultimate disaster
into a disaster-like anger. It is our obligation to share our own power and ener-

gy with the audience. It may sound like common sense as even Mejerhold talks
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about it: our task is not just to share our thoughts or way of thinking with the au-
dience since they have them before they actually enter the theatre, we are not
needed for such a purpose. Why they need us is to charge their batteries in order
that they may leave the theatre reinvigorated. The Viellons et harmonions nous en
pensée does exactly the same: gives energy.

J-P. T.: Dorottya, have you (...) experienced any development in your profession since
you started or you feel that it is still the same as it was thirty years ago? At the same time
you could perhaps also tell us what you think of Francois’ conclusion: is it truly the actor’s
obligation to give energy and hope —or even hopelessness- to the audience?

Dorottya Udvaros: I started my career in acting at the end of the 70s, “in the
soft and warm nest of communism” as Péter Esterhazy says it in his Termelési re-
gény (Nowel of Production). At the beginning of my career I started to work in a
quite well-functioning system of theatres. In our country there were a lot of thea-
tres and still are. Actually several theatres in the country are called national thea-
tres (Eg. in Miskolc, Pécs, etc.). There are plenty of theatres in Budapest as well.

There was a very interesting situation in
the 1980s when the cultural management of
the country still had a say about what kinds
of shows could be staged or which plays could
be picked. For instance the The Three Sis-
ters is a good example, and this is how we first
met Jean-Pierre. Originally Tam4s Ascher
had intended to stage a play by Petrushevs-
kaya, which our theatre was not allowed to
play by Moscow. Nevertheless Ascher insist-
ed: “OK, then let’s look for an analogy!” And
this is how the original play by Petrushevskaya
was turned into (...) a very fascinating adap-
tation of The Three Sisters. It was quite obvi-

ous that if the Soviet Army appears on stage at

?p%rgttgaziiv E;OHS Szab6) the end of The Three Sisters (...) it would be

clear to everybody what was meant. And in-
deed, it was clear (...). And the most amazing experience was that even a clas-
sical piece could be adapted (...) and through this adaptation we could com-
municate everything about our world, our country, as well as our situation. And
nobody tried to prevent the Soviet Army from entering the scene at the end of
the performance. So this era could really be described as very soft communism: al-
though there was some sort of censorship, however, our operations were support-
ed. Directors working for Katona Jzsef Theatre almost always staged and made
us rehearse plays that they were interested in (...). In a few years we were al-
lowed to stage even the play by Petrushevskaya. While I was listening to you (i.e.
Francois Chattot) [ started to feel quite uneasy. I believe that we were in an al-
most privileged situation in this respect. I can say that 90% of Hungarian actors
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had an amazing job security as they belonged to one of the theatres somewhere.
— The establishment of Katona Jézsef Theatre was an absolutely exceptional mo-
ment in the history of Hungarian theatres, as the art management of the coun-
try, which actually consisted of party members, said: “Here are these two talented
young men, Gabor Székely and Gabor Zsambéki, who have already set up thea-
tres in both Szolnok and Kaposvir that have become famous in the whole coun-
try. Let’s give them a completely empty building in the city centre and the right
to contract anybody they wish to work with in their company.” Such a thing had
not happened before, has not happened ever since and I am afraid it will never
ever happen again any more. What I had experienced at the beginning of my ca-
reer was virtually a smooth flight experience. I do not really know how often Ga-
bor Székely, who as a theatre director was obliged to be a party member, had to
make appointments with comrades in the ministry regards to what we were per-
mitted to play or not. At the same time what [ am fully aware of is that in the
theatre we had an amazing liberty to approaching basically anything and I never
felt that there was anything that could prevent us from expressing our opinions in
a given play even if it was a contemporary and not a classical piece. Ever since I
have been fully devoted to commitment to being a full-time member of a compa-
ny as this is what I have been used to and what I have benefitted from the most.
In addition, I owe a lot to my masters namely Gabor Székely, Gabor Zsambéki and
Yuri Petrovich Lyubimov, founder of the Taganka Theatre in Moscow. It was the
result of so many years’ of co-operation that the company had become such a ma-
ture and creative community, how the actors’ careers had been evolving within
this ensemble, what roles the actors had been given in order to develop a reward-
ing career. So I must say that this period was really idyllic and wonderful for me.
(...) And then the political system changed. By that time I had become a mature
actress, and thought that my career would be sky-rocketing even more amazingly.
However, what I had to experience was that even if nobody interfered any longer
with what should be shown on stage, theatrical performances were subsidised to
a lesser extent. To be sincere a theatre costs a lot of money: to employ and pay a
certain number of actors even if they do not rehearse for half a year, it requires a
good deal of money. But as we have been able to see in the past 50-100 or rather
in the past 50 years, all the great theatrical workshops starting with Mnouchkine
have sprung to existence by working together for many-many years while looking
for newer and newer expressions to communicate their messages. This does not
necessarily mean that temporary formations do not come up with wonderful ide-
as, and it is also amazing when a person can break free from the world that he has
been used to living in, from his very well-protected comfort zone — it is like break-
ing up a walnut-, and suddenly faces completely different impulses. I have always
enjoyed when I have the opportunity to act together with another company as a
guest actor, as it always boosts my energy. I had been working for Katona J6zsef
Theatre for thirteen years, and the reason why I left was (...) not because I felt
that something had become tired in me: I just felt that I should find new ways as
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the freshness and the feverish craze of first love had calmed down. And I did the
right thing because in the following year I met and worked with Anatoly Vasiliev.
When I had the opportunity to dance and sing a real musical at Madach Thea-
tre in Budapest I also gathered a lot of amazing experience. When Gabor Székely
had set up a new company at the Uj Theatre I rushed there without any delay to
get a contract. Then there was a quaint twist even after the changes in the polit-
ical system when the local government said that they would not be able to fund
another art theatre. The Katona was approved of staying, but Gabor Székely, who
has been one of the most talented directors in the history of Hungarian theatres,
was given the sack. Ever since I have been looking forward to the opportunity to
be given such a great chance to work with such great conditions. If an actor is
contracted as a full-time member of a theatre in Hungary it is a great relief as they
should not really worry about how to make ends meet. I do know that my direc-
tors and the managers of the theatres are continuously thinking about the roles
that I could be allotted. After all I keep my fingers crossed and hope that this sit-
uation will not change substantially.

J-P. T.: My impression is as if — paradoxically — you were a little bit more passive
compared with the years spent in Katona, when, as you put it too, you were experiment-
ing with a great number of things. Then both you and Gdbor Székely seemed to be fully
committed to the company, while now you would rather belong to a theatre than an in-
stitution. Am [ right?

D. U.: I used to be very active when I joined Gébor Székely in Uj Theatre as a
brand new company was being forged then. The main reason why I left was again
a new theatre called Barka Theatre. So I left Székely to take part in the formula-
tion of a brand new troupe which consisted of mostly youngsters and to support
the initiative entirely as an actress as well as a human being that a few dramaturg-
es, designers, directors and a few actors could get together in a deserted riding sta-

Dorottya Udvaros, Francois Chattot and Evelyne Didi (photo: Zsolt Eéri Szabo)
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ble. Everybody was younger than me. And then a bit more liberal work started,
which was quite different from the traditional theatre. At the same time I would
like to emphasise that it was still funded by the local government. There was a play
that we were rehearsing for half a year and who [ am very proud of is Istvan Tasna-
di. He started to function there as a playwright, as we were rehearsing the play for
half a year which he was writing. This was a really ethereal thing since the compa-
ny, the writer, the director were simultaneously formulating the same raw material,
and all that he came up with at his desk he could then watch it during rehearsal,
and feel all of our reflexions and benefit from all of our ideas. It was a fascinating
project. For me it was bitterly disappointing how Gabor Székely’s Uj Szinhaz was
terminated, I regard it as the first moment of my coming-of-age experience, even
if I was a quite mature woman then, however, in reality I was rather a child. This
was the first shock: the fact that it could be said to a Gabor Székely, that the the-
atre that he was creating was not needed any longer. Then it was followed by an-
other shock in Barka Theatre, where I spent five years, and which to a certain ex-
tent had also turned out to be a fiasco as eventually we were unable to carry on
with the kind of work that we had joined our forces for. Perhaps you sense it well
that by today I have become really more passive than I used to be: on one hand
because I have become much older, on the other hand, because these experienc-
es have made me more precautious, and I am not so hot-tempered any more. [ be-
lieve that a few of my actor friends can still get together, at home in our dining
room, and we can still still stage something very exciting, we can even invite our
friends, twenty or thirty of whom may be happy to watch our show, and this is also
a wonderful thing. However, since the fall of the communist regime there has been
a continuous search for the right thing in our profession. How can an artist find his
place in a situation in which he is told that he is free to do whatever he wants but
at the same time he should take care of the financial background? In my opinion
it is not my responsibility to fund my operations, or at least this is not what I have
been prepared for. I am not acquainted with this. And I am not really good at it, I
have no idea how it should be done. If I come up with something, should I go from
door to door to all sorts of sponsors to beg them for funds? And what are the spon-
sors interested in? They would only be concerned to sponsor a production that is
attractive to the masses so that the money that they are investing could have a
great return or if they can display their logos at the bottom of the posters. Sponsors
are reluctant to spend their money on a few actors’ experimenting with something
that only a thirty odd people are interested in viewing. (...) Our existence in Hun-
gary is also becoming more and more uncertain: recently there has been a whole
class of school leavers at the university whose members were unable to get a single
contract anywhere. It was unimaginable when I graduated: it was guaranteed that
after graduation somewhere we were all offered a contract. (...)

J-P. T.: Evelyne Didi has a lot in common with Dorottya as she used to be a member
of the National Theatre of Strasbourg. When Dorottya was talking about disappoint-
ment and failure in connection with the Bdrka Theatre I believe it is very important to
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mention that a failure may have a fertilisation effect.
When it comes to your professional experience how
do you relate to those years that you have spent with
a company, are they logical or rather disintegrated
parts of your career?

Evelyne Didi: The “Strasbourg adventure”
was actually the last adventure of the beginning
of my career, the end of my “first life in the the-
atre”. If my task is to talk about my professional
career, and I am expected to draw a conclusion
in the end, then I must speak about how it re-
ally began. And it truly began in a tiny town in
the centre of France, which was very dark and
very poor, but there was a radiant theatre per-
son called Jean Dasté, who reinvented theatrical

experience for local people after the devastation ~ Evelyne Didi ,
. . (photo: Zsolt E6ri Szabo)
of the war. I commenced to work in this small
and dark town beside a dad who was the kind of artist who was unable to work
alone but insisted on being surrounded by his friends, thus even without ever say-
ing a word about this working method he showed me that he needed the other’s
company for his creative activity, and indeed, he showed me the basic need for
company. So this was the very beginning of the beginning. I was only seventeen
years old then, a real baby, when the Théatre éclaté was taking shape in Annecy-
ban, where I could have a bit better understanding of what working within a the-
atre really means. However, I must confess, that in the meantime and since the
very beginning I had not had the faintest idea what I was doing, they were not re-
ally conscious efforts. I just did it from day to day, while the work was proceeding
and creating its own story. It did not have a story then, just later. What led me

to the National Theatre of Strasbourg was the dissolution of this very first theat-
rical ensemble or collective enterprise. We broke up respectfully, simply because
we had been working so much and had become exhausted, therefore we had de-
cided to bring it to a close in order to take a breath of fresh air, take a stroll, and
wait and see what happened. And in this “wait-and-see” situation did a person ar-
rive, who is very important to me, he is Klaus Michael Griiber, who always said,
that a “theatre is created out of tears”. At that time I was twenty-two years of age,
still a baby, and there was no problem with the theatre, it was rather the fact that
I had been gathering more and more experience, as I had heard and seen more, I
had become more and more familiar with the theatres in the country, it was the
first time for me as a country girl that [ had been to Paris. The title of the play was
Faust — Salpétriére and it meant so much to me. It was an average story about an
extraordinary person who was talking about poetry and it was about Faust, and
the audience developed a very strange attitude to the whole thing. This perfor-
mance was hated by almost everybody.
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J. P. T.: I belonged to that majority too. At that time I was working with somebody
who later became the director of Comédie Francaise and we had a great number of argu-
ments, more precisely we were killing each other over arguments about this piece. I loved
the performance and regarded it as a significant novelty of the period in the history of the
French theatre, which profoundly upset our approaches to theatre. On the contrarily, he
considered it snobbish. And this person became the director of Comédie Francaise later.

E. D.: What [ intended to point out with this is that such an encounter like
mine with Griiber, or several others that were later awaiting for me with extraor-
dinary people meant my real education, and marked the beginning of my career
in acting. Working in a theatre and becoming an actor is possible in such ways as
well, as after such experiences certain things got imprinted in my personality and
they have been living in me ever since. The National Theatre of Strasbourg and
the appointment of Jean-Pierre Vincent were such quaint things just as you said.
There was a rightist culture minister who had the brilliant idea of appointing a
young, thirty-year old director to a great theatre. In those times we were thinking
about it a lot, furthermore, we wished — especially me — to ourselves that we were
born in a country where the censorship was so strong that it could make it clear
to everybody what they were supposed to fight against since it is very difficult
to clearly define ourselves if we have to exert censorship control over ourselves.
However, Strasbourg did not only mean one theatre for me but also the city, how
we lived our life there, how we created our own environment there. I felt some-
thing very similar even in Annecy. We were not simply creating a theatre there,
but we were creating it there and for those people. We were living in Strasbourg
for eight to nine years. And as you put it, it was a very strange relationship with
Vincent and Engel for eight or nine years, I have never seen people of such dif-
ferent characters working together under the same roof. Yet, we actors could also
have a say in who could play with us. There were not many of us, perhaps just a
dozen of actors. The Theatre of Strasbourg was the imitation of Schaubiihne to a
certain extent, while I do not quite agree with this. We followed their work, also
travelled a lot and were gathering information regarding the repertoires of oth-
er theatres, and indeed, we liked to glance at them. The reason why this ended is
because when Jean-Pierre was invited to the Comédie Francaise to head a great
company, he actually thought he could merge the two. He imagined merging our
company into the the company of Comédie, but it did not work out, it was a mis-
sion impossible. However, he still attempted to do so, and this period was really
shocking for me. What I had to confront myself is that I had no idea about what
to do once I did not belong to a company. It also crossed my mind that I should
leave the theatre, and to tell you the truth I still cannot imagine how one can
work without belonging to a kind of drama group. While I spent most of my time
not as a member of a company. These days I have been a lonely actor, actually for
a long time. If this time seems to be a bit shorter, it is due to the fact that even
after such a break there has always been somebody in my way or I have been in
somebody else’s way from whom I have received some tasks and thanks to whom
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[ could get acquainted with something new. It felt like as if I had just packed all
my belongings and taken the road of theatres. This is when I bumped into Bob
Wilson who asked me to play and thanks to him, I stood straight for a year, for a
whole year (he laughs). After this, thanks to Bob Wilson I met another wonderful
person, who was writing backwards, and who is called Heiner Miillernek?. They
had a completely different country and a completely different scenery. So there
were these men, actually rather men than women, among the others Matthias
Langhoff or Kaurismiky, and ever since these people have become something like
the countries, theatres or drama groups who ever belong to me. (...) I am a lone-
ly actor, lonely with such artists who have made it possible for me to prolong my
existence as an actor. In the end [ do not even have an idea what this profession
means these days. What I know for sure is that [ am capable of staying alone and
it is impossible to proceed with anything if one is fully aware of a looming disaster.
[ at least need a little ignorance to carry on in such a situation (...)

Zsofia Rideg: The French theatre is believed to be very intellectual by Hun-
garians. I saw a documentary in the Theatre of Strasbourg, in which André Wilms
was talking about how different it used to be and he said that the plays used to be
much more physical. What is your opinion about this?

E.D.: (...) My impression is that there are no schools in France, at least in a
sense as you have them in Russia or perhaps even as one can hear about them in
Anglo-Saxon countries.(...) In France theatres have no standards in pedagogy.
Of course there are some specialties such as Lecoq, who created a body theatre.

J-P. T.: De Lecoq never agreed that he represented total pedagogy, for him it
was a kind of complementary pedagogy. He has never been contributed an image
like that of Stanislavski whose pedagogy is believed to embrace theatrical art as a
whole. Lecoq never had such and his students reflect that, they actually represent a
great number of theatrical ars poetics. Mnouchkine was following Lecoq, what can
be witnessed in some of his plays, however, there are other students of his who were
creating a completely different theatre from Lecog’s. Evelyne is right, the world of
French theatres is not monolithic, it has never been. When you were studying in
Strasbourg, did you find a kind of standard approach to theatres, Frangois?

F. C.: At that time we did not call it like standard approach to theatres, but
we had a splendid teacher, and indeed my generation had been the last one which
could be instructed by him as he severely fell out with the management later. I am
talking about Claud Petitpierre, who in spite of being an actor by profession, com-
pletely gave up acting so that he could fully devote himself to teaching. He was
working on his dream as a teacher, and although he was unable to get as far as
he would have liked to, he still created a system, a pedagogical approach, which
he used in his classes. Partly it meant some physical exercises in the morning: ar-
chery, aikido, vocal improvisation, vocal exercises, singing, dance — classical and
acrobatics too. He had come up with all these and he came steadily to the class-

! Heiner Miiller (1929-1995) German dramatist, director
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From right to left: Jean-Pierre Thibaudat,Evelyne Didi,
Francois Chattot, Udvaros Dorottya, Zséfia Rideg (photo: Zsolt E6ri Szabo)

es to check if students took the classes seriously enough. He based the exercises on
what his own idea was of acting. He said that the moment an actor left this school
he would have to be able to meet any director’s requirements. So no matter what a
director asks for, a good actor will have to be able to perform. A director has to be
able to see the whole world in an actor. Thus an actor must become a representa-
tion of the whole humanity. This means that an actor is involved in an infinite dia-
logue, and his profession is to continue this infinite dialogue between the living and
the dead. Stage is the only place where there is an open dialogue between the living
and the dead. You will have to deal with the dead continuously. And with the liv-
ing. You will have to be able to speak to the living — as it is the actors’ task to be a
kind of messenger. We are the messengers of the living, as I said earlier, we spread
Shakespeare, Moli¢re, Beckett among them, and we are spreading all our lost dead
among them, too. This way life returns to the dead through the actors’ lips. Dead is
omnipresent as when the actor is speaking he is not reciting his own script. It does
not matter if it is about a Greek tragedy or a contemporary piece. The living is flow-
ing through the living, the whole process is mutual, done by the living and accepted
by the living. According to Claude Petitpierre an actor is the carrier and the struc-
ture of this idea, and it does not matter if he is working with a director believing in
simplicity or with another one who is trying to reconstruct a baroque theatre: the
shape, the concrete approach that the theatre opts for is irrelevant. What is essen-
tial that the actor must identify with this spirituality, even if he has to recite only
one poem, he still has to be aware that in that moment he is the arrestor between
his roots — an actor always has very deep roots — and the cosmos. In addition, he is
always obliged to act like this (and this is a very important and far-fetched ars po-
etics of Claude’s), even though if his only role is to say “Here you are, Madam.”, or
“I'll bring the bread in a minute.” or “Please pass me the salt.” This is an extreme-
ly crucial part of the tradition: there are no small roles, no, never. In each and eve-
ry case when you step on stage you represent a piece of humanity. I have brought a
small quotation from one of Antonin Artaud’s writings, in which he is talking about
the same thing in his very own way:
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“Because theatre is not that scenic parade
where one develops virtually and symbolically — a
myth: theatre is rather this crucible of fire and real
meat where by an anatomical trampling of bones,
limbs and syllables bodies are renewed and the
mythical act of making a body presents itself physi-
cally and plainly.”

In this vision by Artaud everything is very con-
crete. They are well thought-out therefore they are
intellectual but at the same time quite real. The myth
about the tendency of creating a body is on stage eve-

Antonin Artaud (1896-1948) ry evening. Actually this is one of the most dazzling
characteristics of theatrical performances when we

are all on stage (...) in our integrity facing the whole audience, and we all create one

body. I do not know another place where something like this may ever happen.

3 “Parce que le théatre n’est pas cette parade scénique ol I'on développe virtuellement

et symboliquement un mythe / mais ce creuset de feu et de viande vraie ot anatomi-
quement, / par piétinement d’os, de membres et de syllabes, / se refont les corps, / et se
présente physiquement et au naturel / 'acte mythique de faire un corps.” V6. Antonin
Artaud, Le théatre et la science. In: Oeuvres, Gallimard, 2004, 1544.

One Generation, Two Countries, Three Emblematic Actors:

Evelyne Didi, Francois Chattot, Dorottya Udvaros

At the roundtable on 15™ April at this year’s MITEM two French actors and a Hungarian
one talked of their profession. Moderator Jean-Pierre Thibaudat first introduced the
participants of the discussion by giving an outline of their careers. His initial question
referred to how the three actors had recently seen the changes concerning their work
since their careers began. Francois Chattot primarily reflected on how the termination of
permanent acting ensembles influenced the status of actors by increasing their existential
uncertainty in France. Talking of conditions in Hungary, Dorottya Udvaros highlighted
how, prior to the regime change, life was going and artists’ spiritual energies were
liberated at a permanent company, also a means of securing existence. Then she related
that instead of producing the unprecedented “flight” she had been hoping for, the regime
change resulted in cuts to arts and culture funding, therefore everything possible needs
to be done in order to protect permanent companies. Answering the same question,
Evelyne Didi explained why, after fertile years at the Strasbourg National Theatre at
the beginning of her career, she still opted for the independent status of a freelance
artist, which made continuous renewal and collaboration with artists representing
diverse schools possible. Dramaturge Zs6fia Rideg was answered by all the three French
participants, sharing mainly their own experience and views with the audience on how
the traditionally rather conservative character of French theatre had been transformed
during the last fifty years by innovators motivated by most different concepts as well as
the theatre schools founded by them.
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AGNES PALFI ZSOLT SZASzZ

Friendly Hand-Shakes?

A Flash Report on Recent MITEM Presentations

While this year’s MITEM was underway, one could see en route the Nemzeti (Na-
tional) day by day how the stone carvers built the pedestal of the equestrian statue
of Gyula Andr4ssy, the first minister of foreign affairs during the Austro-Hungari-
an Monarchy, on the concrete core which had been lying there lonely and undis-
turbed for months. This was theatre, too, right next to the Houses of Parliament,
even if the erection of this statue did not generate such media coverage as the
transposition of the one of Attila Jézsef, which, despite the opposition of certain
leading intellectuals, came out successful with the poet gaining a better view from
the new place at the Danube of that particular melon-rind floating by...

But before MITEM started, Attila Vidnyanszky was summoned by the direc-
tor of the Burgtheater at a Goethe Institute panel to give account of the situation
of democracy, or rather the lack of it, in Hungary.! However, Zoltan Imre, re-
portedly today’s best authority on the history of national theatres, failed to prove
as good a mediator between the two nations as was Count Andréssy in his time,
who, after the 1849 bloodshed, turned the Bavarian Duchess Sisi and, through
her, even the emperor in favour of Hungarians. Had he answered moderator Be-
atrix Kricsfalussy’s question about the creation and role in our history of the first
permanent Hungarian-language stone theatre, founded in Pest in 1837 and pre-
decessor to the present National Theatre, words would probably not have run
high and no scandal would have broken out after the Burgtheater’s performance
of The Seagull, either. Fortunately, the atmosphere at MITEM was not deter-

I The event took place on 13th April, 2015. Its participants from abroad were Ka-

rin Bergmann, director of the Burgtheater, Joachim Lux, director of Thalia Theater,
Hamburg, and Matthias Langhoff of Theater Vidy-Lausanne.
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mined by this undeserving episode (even if the press was more preoccupied with it
than with substantive reviews of the productions).

We must admit that Szcendrium had no intention to rehash the issue this year.
Especially as last year we devoted a two-day professional programme to the topic
of identity — sacrality — theatrality, the cornerstone of which could have been, ac-
cording to our intention, the question of national identity.? However, we had to
concede that the manner of “the staging of nations” is more relevant now than ever.
After twelve years, there is a war again across the border of Hungary. And those ar-
riving from a war zone put things differently and step beyond the usual limits of the-
atre differently from the dictate of Lehman’s theory of postdramatic theatre.

The Kiev DAKH Theatre’s production, Dog’s Cage, is meant to “insult” the
audience, at which Hungarian viewers are no longer shocked after fifty years’ ex-
perience of alternative theatre. In the first part we observe in apathy the merci-
less picture of Ukrainian socie-
ty: the daily routine of amoebic
beings vegetating as rats, the
drill and cheesy dream world of
prison life, reminiscent of soviet
times, and fluorescent floral de-
signs. In the second part we re-
alize dispassionately again that
now it is time for us to change
places with the players and start
a dog’s life, letting the sky above
us be boarded up. However,

Dog’s Cage, based on I. Franko, KLIM, V. Barka, when we are called on to sing
d: Vlad Troitsky; DAKH Centre of Contemporary Arts, Kiev
(photo: Zsolt Edri Szabd)

something that is truly ours, typ-
ical of our nation or “tribe”, the
play is beginning to take a serious turn: we get the feeling of sitting in a classroom
where a most aggressive teacher is examining us and we must not contradict. It
took some time until someone broke the silence and started to sing the Hungar-
ian national anthem softly. Almost immediately everyone joined in. At the post-
performance discussion, director Vlad Troitskyi reported that in the course of
their eleven-stop tour of Western Europe it was the first occasion they managed
to make the audience sing. Still, are we allowed to be proud of any such thing af-
ter the indoctrination at Goethe Institute? This question was ably answered at
the discussion by the confession of a young man in his twenties, who said that the
recent experience relieved him of his inhibition which had up till then questioned
and made ambiguous his positive relationship to the national anthem and the
profession of his national identity.

! Papers related to the professional programme were published in the March, April and

May issues of Szcenérium.
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By a happy arrangement, the Macedonian presentation was by two days pre-
ceded by the roundtable discussion National Theatres in the 21* Century on 18
April. Stage director Dejan Projkovski, the artistic director of the Macedonian
National Theatre, and general manager Dejan Lilic made it known that the great-
est cultural enterprise of the barely twenty-year-old Republic of Macedonia had
been the construction of a national theatre for all needs, which opened last year.
The mega production Eternal House was prepared for the opening ceremony and
expressedly demonstrated that “the theatrical concept of nation”, “the staging of the
nation”, was not an outdated 19th-century idea, but relevant and existing practice
when the current and unavoidable historical task lay in the promotion of a young
nation’s consciousness. The director took meticulous care of this “self-representa-
tion” to comply with norms of European democracy and not to challenge the sen-
sitivity of minorities living in great numbers in the country. At the same time, he
represented on stage the Mac-
edonian heroes of liberty, out-
standing artists and scientists of
the last one and a half centu-
ries, as those who had been and
were still playing a fundamental
role in the present-day forma-
tion of national identity. It may
be open to debate whether the
director succeeded in finding a
common artistic ground for the
private mythology of the pro-

tagonist, the old ]ewish woman, Jordan Plevnes: Eternal House, National Theatre, Skopje,
who is reclaiming the “eternal d: Dejan Projkovski (photo: Zsolt Eéri Szabo)

house” as her rightful property,

and for the story of becoming a nation, elevated into cosmic space and time di-
mensions, where this “eternal house” gains a new symbolic meaning, being open
to all who consider themselves part of the nation. However, it is indisputable that
this most abstract dramaturgical construction induces audience involvement with
the power of sensual evidence through the chorus in Act Two — similarly to the
way the prime role is taken by the chorus in the second part of the Ukrainians’
Dog’s Cage production. Not insignificantly, both ensembles use the same archa-
ic music, the roots of which reach back to the drama of antiquity and continue in
the tradition of Christian liturgy.

Also antique in its theme is the presentation of Sud Costa Occidentale The-
atre, Palermo, Italy, Verso Medea, adapted from Euripides and directed by Emma
Dante. It is made memorable partly by the reinterpretation of the figure of Me-
dea, with not the murder of the children in its focus but the drama, stemming
from differences in culture and civilisation, of a woman who gives birth, against
the backdrop of the ethnically and culturally mixed Sicilian population’s multi-
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layered identity. This is highlighted by the direc-
tor when she stages Neapolitan and Sicilian dia-
lects beside the standard Italian literary dialect.
The Mancuso brothers, whose singing functions
as the Greek chorus, also used the Greek and Lat-
in languages. Their throat singing, rich in over-
tones, first triggered a giggle in the audience, then
this special recitative, which primarily served to
convey Medea’s internal struggle, soon jerked us
into this world of conflicts burdened with elemen-
tary passions. Director Imre Katona made the per-
ceptive remark at the post-performance discussion
that the choruses in ancient Greek theatres with a
capacity of tens of thousands must also have used
this technique and had this transmissive power in

their time.
Apart from the above three prOduCUODS’ 1t Verso Medea, Euripides adaptation by Emma Dante,
was Korhinta (Merry-Go-Round) and Isten ostora d: Emma Dante, Sud Costa Occidentale, Palermo

(Flagellum Dei) which also had a dominant pres- (photo: Zsolt Eori Szabo)

ence of ethnic tradition in their musical texture.

In our view, Merry-Go-Round, directed jointly by Attila Vidnyanszky and Zol-
tan Zsuréfszky, is pregnant with the chance of such a new genre as reverses for-
mer practice: it does not try to have dance tell a necessarily simplistic story but
takes a complex epic story as its starting point to create a dance drama which
does not illustrate but expands and sensualizes the world in which the plot
takes place. In this staging of Merry-Go-Round the communal character, cus-
toms and festive rituals of Hungarian rural culture are added to the story and
the personal drama of the main characters through folk dance in a virtuoso and
genuine way.

As the National Theatre is
preparing for a Don Quixote pre-
miere this year, we were very
much looking forward to the
Teatro de La Abadia production,
Entremeses, directed by José Luis
Goémez of Cervantes’ comedies.
The twenty-year old ensemble
seems to be following in the foot-
steps of Giorgio Strehler, who
earned a reputation in the 60s as,

among other things, the reformer

Sarkadi—Fabri—Nadasy—Vincze: Merry-Go-Round, of commedia dell’arte. This pres-
National Theatre, d: Attila Vidnyanszky, co-director: : p

Zoltan Zsurafszky (photo: Zsolt E6ri Szabd entation proves to us that tradi-
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tionalism these days is a possible direction for stage
renewal, especially if it is realised at such a level of
aesthetic excellence, where superb character acting
is coupled with exciting tempo changes, culture of
singing and motion. The most distinguishing feature
of Cervantes’ poetics of the novel, namely the con-
tinuous interplay between the worlds of reality and
imagination, was subtly represented on stage, and
this was the prime mover of dramaturgy and main
source of humour in the stories abundant in com-

ic situations. If we come to think of the exception-
al moment in Hungarian theatre history when Jézsef
Ruszt directed Csokonai’s Karnyéné (The Widow of
Mr Kamyd) on the Egyetemi Szinpad (University
Stage) in the 60s and also drew an international re-

sponse, we can only feel sorry for the failure of this
kind of full-blooded theatricality of comedy-playing

Eduardo de Filioppo: Inner Voices, Piccolo Teatro

di Milano - Teatro d’Europa Teatré Uniti di and “folk culture of laughter” to gain ground here at
Napoli, d: Toni Servillo (photo: Zsolt E6ri Szabo)

professional theatres over the last decades.

[t is also the several centuries’ culture of playing commedia dell’arte that the
absurd comedy entitled Inner Voices, played in the Neapolitan dialect, originates
from. Its author, Eduardo de Filippo (1900 — 1984), who came from a famous
acting dynasty and is called the Italian Moliére, has recently been ranked with
Beckett, Ionescé or Pinter. The play, written after World War II in 1948, and di-
rected by as well as starring Toni Servillo, arrived at MITEM within the frame-
work of a major European tour just to bring down the house. It showed that the
kind of irrationality which distinguished Italian society at the time of the play has,
by now, become a constant condition of the world and that the characters in the
drama very much resemble the modern type of man, who cannot and/or would
not tell the difference between
the worlds of virtuality and real-
ity, especially if it suits his inter-
est not to do so.

At the post-performance dis-
cussion we learnt from Thom-
as Jolly, the young French direc-
tor, that the present staging of
Harlequin, Refined by Love was
already the third version of the
original, which he created seven
years ago, right after his gradua-

Pierre de Marivaux: Harlequin, Refined by Love
) Compagnie La Piccola Familia, Rouen, d: Thomas Jolly
and which he meant as an act of  (photo: Zsolt Eéri Szabo)

tion from the theatre academy,
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rebellion against contemporary
postdramatic theatre. That is
why he turned towards 18" cen-
tury author Pierre de Marivaux,
himself a rebel in his time, chal-
lenging the supremacy of Ital-
ian comedians as a French play-
wright. Beyond the so-called
“French ease” which describes

. , ‘ every bit of this performance,
W. Shakespeare: A Midsummer Night's Dream, National

Theatre, d: David Doiashvili (photo: Zsolt Eéri Szabd) the secret of its success presum-
ably lies in the viewers’ pleasure

to see these talented young people apparently having a good time and also in be-
ing made to believe them that they have something to say about love, which, let us
admit, is one of the toughest subjects to be staged nowadays (it is enough to think
of A Midsummer Night's Dream directed by David Doiashvili* or Rézewicz’s White
Marriage at MITEM). From time to time, attention needs to be drawn to the fact
that the language of love is to be acquired, too, and that theatre is a most effec-
tive medium for that, particularly when it is young people who pass on the vocabu-
lary of this language from the stage to other young people. It is worth it, even if the
idyllic scene, which seemed to be lasting for ever in the moment of finding each
other, turns dark at the end of Jolly’s latest staging and the protagonist sacrifices
love at the altar of struggle for power.

It may well be that it was the last time we could see Tibor Pélffy at MITEM in
the lead of The Miser, at present Moliere’s most frequently played piece in Hun-
gary, since the play will be re-
moved from the programme of
the Sepsiszentgyorgy theatre.

[t is a pity, since he has been
one of the best — if not the best
— Harpagons on the Hungari-
an stage over the last three dec-
ades. In addition to the actor’s
ingenuity, the secret of roaring
success is to be found in director

Laszl6 Bocsardi’s interpretation
of the work, which instead of

Moliere: The Miser, Tamasi Aron Theatre, making the protagonist a subject
Sepsiszentgyorgy/Sfantu Gheorghe, d: Laszlé Bocsardi

(photo: Zsolt Edri Szabo) of ridicule gradually uncovered

3 Marta Tomory gave an analysis, entitled A befogadé fantdziaképei (The Recipient’s

Images) of the play at the Nemzeti Szinh4z as well as the above-mentioned direction.
See the 2014 issue of Szcenérium, pp 55-64.)

38



the much-to-be-pitied and lov-
able man in him. It again proves
to us indirectly that the genre
congenial to Hungarian humour
is not annihilating satire. In this
case we saw a tragicomedy with
ageing, and not money in its fo-
cus. This is expressed clearly by
Harpagon’s nudity, which makes
him as fallible as a newborn.

Thi bi W. Shakespeare: The Tempest, National Theatre, Bucharest,
1s ambiguous tone seems to d: Alexander Morfov (photo: Zsolt E6ri Szabd)

be best suited to Transylvanian,
or more precisely Székely mentality, too, which is perfectly compatible with the
unbroken tradition there of character acting. It is a shame that the “main stream”
in Hungary does not prefer this style and dismisses it as outdated.

The comic vein of Romanian theatre was exposed by the Shakespeare pro-
duction of the Bucharest National Theatre, The Tempest, directed by Alexan-
der Morfov. He said that he was inspired to reconstruct the Elizabethan stage by
the exceptional facilities of the renewed Romanian National Theatre. Scenogra-
phy of this kind is thoroughly suitable to increase the intimacy of acting and to re-
lieve the presentation of computer-controlled technical effects and allow actors
to move props, like for example at the evocation of
the storm. This aspect of animation apparently fol-
lows from the director’s grounding in puppetry, too,
but is not alien from Romanian theatre in general,
either. Morfov belongs to the rare exceptions of di-
rectors who have a feel for the stage representation
of eroticism and love (cf. the shipwreck episode in
Don Juan at last year’s MITEM*). Here, the scenes
with the couple Miranda and Ferdinand remain in
the memory, even if their story is not allowed a hap-
py end by the present staging, either. Morfov’s scep-
tic statement at the post-performance discussion on
the general crisis of theatre and his fear of the pleas-
ure of play vanishing at once from people’s lives and
the stage was also thought-provoking.

After a survey of the above nine productions, two

aspects emerged as bases for classification and draw-

Tadeusz Rozewicz: White Marriage,
Maska Teatr, Rzeszow, d: Oleg
represented on stage as well as the adherence to tra-  Ziugzda (photo: Zsolt Eori Szabo)

ing parallels, namely the manner in which nation is

4+ Of the topic and direction see Agnes Palfi: Don Juan minden idében (Don Juan
Through Changing Times) in May 2014, Szcenérium, pp 37-52.
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ditional acting. Now we continue by three presentations which used puppets, or
may unequivocally be qualified as puppet theatre. The staging of Rézewicz’s dra-
ma White Marriage (1973) is an authentic puppet theatre production, even if some
critics, ignorant of this genre’s aesthetics and mechanism of action, are embar-
rassed when they see a puppet and a human actor side by side on the stage, espe-
cially in this case when the topic is love, corporeality and morals. This piece is de-
scribed by theatre history as melodrama and low comedy combined. It was just this
contrast of genres which made the idea of a transcript for puppets a good one, be-
cause a puppet is far more adequate than a human actor for the suggestive visual-
isation and clashing of these generic extremes, let alone the undisguised represen-
tation of sexual intercourse. At the time when the play was written, the author’s
dominant intention must have been social criticism, however, in our time, when
prudery and pornography mix to form an unprecedented symbiosis, the presenta-
tion raises the question at the level of anthropology whether corporeality and love
have any chance in our life to be
synchronised. The puppet thea-
tre is capable of expressing and
making fun of this civilisational
fake-conflict — which neverthe-
less is, as it was in the past, tak-
ing its deadly toll — and by this
it is already capable of healing,
too. It is initiatory theatre par
excellence, relieving spasms of
anxiety, addressing us all, and of

vital importance to adolescents

Matei Visniec: Voices in the Dark, puppeteer: Eric Déniaud
d: Eric Déniaud (photo: Collectif Kahraba) primarily, when they first face

the brutal force of sex.

In the 70s of the last century, European puppetry discovered how to represent
daemons, ready to break out into the open, in the subconscious of modern man.
This tendency, made to triumph by the Dutch Figurentheater Triangel as well as
the English Stephen Mottram, well known also in Hungary, has become the one
and only among Western-European puppet theatres playing for adults. Howev-
er, while these particular daemons were — at least in the beginning — embodied
by amorphous imaginary creatures there, Eric Déniaud has human-shaped minia-
ture beings play the almost-stories and monologues of Matei Visniec’s poetic texts
on urban loneliness. A major element in the mechanism of action is that while
viewers need to focus on under-illuminated and hardly visible images, the text it-
self becomes extraordinarily intensive, somewhat similarly to the classical shadow
play which makes the direct projection of happenings in the soul possible. Hav-
ing seen the presentation, a question arose in our mind about why this school has
not taken root in Hungary, where poetic and dramatic texts requiring this kind of
representation are written in increasing numbers these days.
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The way director Viktor Ry-
zhakov stages the puppet in
A Night’s Lodging is of an abso-
lutely different kind. Ryzhakov,
similarly to Tadeusz Kantor,
presents life-size mannequins
on stage as duplicates of mar-
ginalised individuals. Though
this solution here does not car-
ry the sort of symbolic mean-
ing as with Kantor. The actors

drag along their duplicates as
some ballast in order to illus- Maxim Gorky: A Night’s Lodging, National Theatre,
d: Viktor Ryzhakov (photo: Zsolt E6ri Szabo)

trate that the players cannot
get rid of their burden, whether this forced symbiosis be interpreted as a mental
or a physical weight. Still, the animation projected onto the ever-changing, ab-
stract setting creates such an exciting psycho-space, never seen before on Hun-
garian stage, as throws entirely fresh light upon Gorky’s play.

Having seen these three puppet performances,
we welcome the genre’s long-awaited coming of
age at this year’s MITEM anyway.

No one can say that the so-called postdramat-
ic school has been underrepresented at this fes-
tival. Three of the productions were undoubted-
ly typical examples of this “main stream”: Cinéma
Apollo, The Brothers Karamazov and The Seagull,
directed by such famous European artists as
Matthias and Caspar Langhoff, Luk Perceval and
Jan Bosse, respectively. Although this idea of ours
would not be easy to support in an exact manner,
because even those aesthetes evade the accurate
definition of the concept of postdramatic thea-
tre who introduced the term by the inspiration of
Hans-Thies Lehmann in the last year of the 20*
century and have been propagating it, like Patris
Pavis, ever since. It is almost unique in Hungari-
an theatre history that Lehmann’s work came out

Michel Deutsch—Matthias Langhoff:
Cinéma Apollo, Théatre Vidy-Lausanne,
d: Matthias Langhoff — Caspar Langhoff cation, in 2000%, and that a new school of theatre
(photo: Zsolt E6ri Szabo)

in Hungarian as early as one year after its publi-

> Hans-Thies Lehmann: Postdramatisches Theater. Verlag der Autoren, Frankfurt am

Main, 1999. In Hungarian: Hans-Thies Lehmann: Posztdramatikus szinhdz, Balassi Ki-
ad6, Budapest, 2009.
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theory sprang from it, aspiring to exclusivity by now. It is easy to see that the ad-
jective ‘postdramatic’, like ‘postmodern’, denotes not only an aesthetic category
but also a general state of the world, referring, at the end of the day, to the unfea-
sibility of man as a dramatic being, incapable of active participation in their own
life. However, we in East-Central Europe, where exposure to the constellation of
world politics has been present for centuries, are coping with this traumatic con-
dition in a completely different manner from that of the citizens and artists in
Western realms. Yet it is now observable that as a consequence of the world cri-
sis, which did not spare affluent societies, either, and existential exposure, a feel-
ing of responsibility and a need for practising active citizenship are arising in our
Western-European colleagues, too. It was not only Vlad Troitskyi at MITEM who
stressed that it is time to stop pointing fingers at one another and take personal
responsibility for what is happening to and around us, but also Francois Chattot,
protagonist of Cinéma Apollo, who, already over sixty, even founded a new com-
pany called “Service Public” in that spirit in 2013°.

The above was put forward because we ourselves do not quite comprehend
why we were not overwhelmingly impressed with these presentations heralded as
superproductions. The parade of the multimedia inventory in Cinéma Apollo, di-
rected by the two Langhoffs, father and son, was certainly compelling. Our atten-
tion was also caught by the fake documentary film extract in the first part and we
would not say that the autobiographically inspired story on 20" century man’s ex-
perience of displacedness was of no interest, either. However, the ultimate sug-
gestion of the production was that we, like the protagonist, are left outside of our
life, therefore, unlike Odyssey, we have nowhere to return. We took home the de-
pressing feeling that the performance had too much text and that the outburst of
emotion by the protagonist’s casual chat partner, the female employee at the cin-
ema, on account of her bitterness over her unlived life could be nothing but a be-
lated reaction to the story she had been listening to, in fact an unnarratable one.

The other two productions, contrary to that of Matthias and Caspar Langhoff,
were not author-oriented — Luk Perceval and Jan Bosse put a novel and a dra-
ma by the two best-known Russian classic writers, Dostoevsky and Chekhov, on
stage, inviting us to pose the question whether the primary criterion of postdra-
matic theatre, the new attitude toward the literary material, has been done justice
to. The Brothers Karamazow is by no accident termed a novel-tragedy, which de-
picts the relationship between the possible perpetrators of the patricide at an ex-
istential, psychological and intellectual level simultaneously. Apparently the di-
rector shows little interest in this complexity, and, instead, is dealing directly with
spirituality, the nature, presence or lack of faith in god. This simplification does

¢ Actors’ existential crisis and the situation of an acting career in the changing world

were the topics in focus at one of the MITEM professional programmes, entitled One
Generation, Two Countries, Three Emblematic Actors, on 15th April. The roundtable
was moderated by Jean Pierre Thibaudat, and had Evelyne Didi, Dorottya Udvaros
and Frangois Chattot as participants.
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not serve the play well. Perhaps
this is why even viewers famil-
iar with the novel find it diffi-
cult to identify the two brothers:
Alyosha, who entered a monas-
tery, and Ivan, the poet-philoso-
pher brooding over the ultimate
questions of faith. Although Mi-
tya, who lives his own faith sen-

suously, is unmistakably recog-

. . F. M. Dostoevsky: The Brothers Karamazov, Thalia Theater,
nised from the start (if for no /

Hamburg, d: Luk Perceval (photo: Zsolt Eori Szabd)
other reason, because he is the

only active figure in the pres-
entation), his true inner drama
will never come to light in this
directorial concept. If Grushen-
ka (played brilliantly by Polish-
born Patrycia Ziolkowska) did
not appear on stage, this perfor-
mance would hardly amount to
more than a Readers Theatre
using high-standard scenery and
excellent acting.

The Seagull, presented by
Burgtheater, made us declare A. P. Chekhov: The Seagull, Burgtheater, Vienna,
again that Chekhov is a great d: Jan Bosse (photo: Reinhard Werner)
author. We may firmly state this
also because the director felt no need to change the structure and plot of the dra-
ma or to trim its text. Still, the postdramatic character of the direction is to be
caught in the interaction with the audience provoked by the actors at the begin-
ning of the performance and in the appearance in Scene One of the actress in Ni-

na’s role (Aenne Schwarcz) as a sort of waterfowl, funny and lovable at the same
time. It is a shame that this kind of playfulness and affinity for caricature does not
permeate the entire direction. Although there are a couple of ideas throughout
the production which resemble the symbolic language of the first scene (e.g. the
photo-animation, the scene of lonely Treplev playing the guitar), the further de-
vices do not much differ from the psycho-realistic clichés of conventional theatre.

Three more presentations at the festival might as well be classified — on ac-
count of certain formal features — as belonging to the same postdramatic trend:
Faulkner.Silence, Brand and Flagellum Dei.

The exam performance Faulkner.Silence, directed by Viktor Ryzhakov, prides
itself on the same virtues with regard to play as Gogol.revizor last year. The spirit
of this school is distinct from contemporary Western aspirations primarily in that
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the deconstruction of the select-
ed literary material is realised
through the array of devices of
the Russian avant-garde, above
all the reform of the language of
theatre associated with Meyer-
hold’s name. It is characterised
by using etudes for construc-
tion, harshness and dynamism,

, extreme caricature in playing
Faulkner. Silence, a W. Faulkner adaptation,

d: Viktor Ryzhakov, Moscow Art Theatre School style, which puts psychologism
(photo: Zsolt Edri Szabo) into the shade and gives priori-

ty to team work rather than bril-
liant individual acting. These
devices were functioning per-
fectly during last year’s perfor-
mance, but, in our view, failed
to do so this year. It is not easy
to explain why. It is perhaps be-
cause Gogol’s satire is a seminal
work of Russian national identi-
ty and, as such, the director and
the young team found it fitting
from the outset. Now they have
undertaken the stage adaptation

H. Ibsen: Brand, National Theatre, d: Sandor Zsotér )
(photo: Zsolt Eéri Szabd) of an already unconvention-

al Western novel, which could,

in theory, have been suitable for another successful presentation, but, as we see
it, this company, however hard it tried, eventually failed to relate to the selected
work, or its foreign social context, as its own.

Brand, directed by Sandor Zsétér, and Flagellum Dei, directed by Attila Vid-
nyénszky, share one thing in common: the focus of the selected works and the
presentations is a dramatic hero in the classical sense of the word. This is para-
mount in both enterprises even if both directors happen to deconstruct and revise
the narrative structure of the initial work, which is a standard postdramatic pro-
cedure. Brand is a romantic hero, Attila is one of myth and legend — neither is to
be gauged by any ordinary measure. Their brand of solitude is distinct from that of
postdramatic works’ characters’, who feel extruded even from their very life. The
heroes of these two presentations are eager and able to do something not only for
themselves but for others as well. They are entrusted with responsibility for a larg-
er community, or even have to decide the fate of an entire nation or empire. It is
not true that these two stagings were created out of some gazing into the nostalgic
past. What we see on stage is exciting because it puts into circulation the heritage
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of European dramatic literature, the heroes of
19 century late-Romanticism and 20% century
Art Nouveau, by stripping them of the conven-
tional array of devices which were attached to
their former stage representations in the view-
er’s consciousness. We believe we can safely
call these two productions Neo-romantic, but it
is not our duty to decide here whether this kind
of Neo-romantic vision is a phenomenon inside
or outside the postdramatic canon.

On 11™ April, at the presentation of the
book “Land of Ashes and Diamonds”, we rose
and observed a minute’s silence in memory of
Judith Malina, co-founder of the American
Living Theater. Theatre historians now con-
sider this experimental company, founded in
New York in 1947, as a forerunner of postdra-
matic theatre. Interestingly enough, Odin Te-
Flagellum Dei, based on Miklos Banffy's — atret, created by Eugenio Barba in 1964, is not
Great Lord, National Theatre, d: Attila . . o .
Vidnyanszky (photo: Zsolt ESri Szabo) to be found in the Wikipedia list, although it

could rightly be there. But what is most inter-
esting is that this fifty-year old theatre workshop represents such a unique profile
and operating model on the world’s contemporary theatrical palette as rooted in

the autonomy of the actor and equal partnership throughout the creative process
leading to a performance. The Chronic Life presented at MITEM is also an imprint
of this kind of operation, with
the actors not shaping roles in
the classical sense but each of
them singing a part, embody-
ing characters they themselves
have created and elaborated,
who may also be regarded as the
iconised figures of a generation
— the so-called “great genera-
tion”. The coffin placed in the
middle of the playing area, as

a sacrificial altar, and the ritu-
al taking place around it may be

interpreted as a singular funeral

> The Chronic Life, OdinTeatret—Holstebro, d: Eugenio Barba
observance, suggesting that we (photo: Tommy Bay)

T The presentation of Eugenio Barba’s book was a pre-event to MITEM, with the au-

thor’s participation and Julia Varley’s presentation.
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have irrevocably arrived at the end of
an era. After the playing area has been
surrounded by terrorists, the charac-
ters have no other choice but, with that
particular key they possess as artists, es-
cape from it.

Which way next? At the metro sta-
tion in Kossuth square, where we pass
by weekly, everything looks just the

Statue of Theiresias in the Kossuth square
metro station, sculptor: Matyas Laszl6 Oldh

same for the time being: Tiresias’ post-
modern doggy sculpture is offering his
friendly left hand to shake, pointing in the direction of the escalator, which is mov-
ing upwards from the “underworld”...

Zsolt Szasz — Agnes Palfi: Friendly Hand-Shakes?

A Flash Report on Recent MITEM Presentations
The two editors of Szcendrium first reflect on the shaky roundtable, initiated by the
Burgtheater, at Goethe Intézet (Goethe Institute) before MITEM, then on the incident
following the company’s performance of The Seagull, adding that the atmosphere of the
festival was fortunately not determined by these undeserving episodes. They continue by
a survey and assessment of the festival presentations structured according to the following
points: the thematization of national identity (Dog’s Cage, directed by Vlad Troitskyi; Eternal
House directed by Dejan Projkovski); adherence to traditional acting (Entremeses,directed
by José Luis Gémez; Verso Medea, directed by Emma Dante; Inner Voices, directed by
Toni Servillo; Harlequin, Refined by Love, directed by Thomas Jolly; The Miser, directed
by Laszl6 Bocsardi; The Tempest, directed by Alekszandr Morfov; Kérhinta (Merry-Go-
Round), directed by Attila Vidnyanszky); headway of puppetrical approach (White Marriage,
directed by Oleg Ziugzda; Voices in the Dark, directed by Eric Déniaud; A Night's Lodging,
directed by Viktor Ryzhakov); types of aspirations to postdramatic theatre (Cinéma Apollo,
directed by Matthias Langhoff and Caspar Langhoff; The Brothers Karamazov, directed
by Luk Perceval; The Seagull directed by Jan Bosse; Faulkner. Silence, directed by Viktor
Ryzhakov). Within the latter they group Brand (directed by Sdndor Zs6tér) and Flagellum
Dei (directed by Attila Vidny4nszky) with the neo-romantic movement on account of
putting on a hero in the classic sense. Appraising The Chronic Life (directed by Eugenio
Barba), they underline that the now fifty-year old Odin Theatre has, from the beginning,
— represented a creed which looks upon the
autonomy of the actor as the starting point

for artistic work in partnership. The editors
also give voice to their opinion that it is
presentations thematizing national identity
and renewing traditional acting which
have become most memorable at this year’s
festival and that the headway of puppetrical
approach indicates the genre’s coming of age.
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BEATRICE PICON-VALLIN

“Shadows of Forgotten
Ancestors”

National Theatres in the 21st Century”

[t requires great courage to raise the issue of national theatres at a festival, which is
such an important, moreover, a very central issue in Europe. This is a very complex
subject: the task that a national theatre aims and undertakes varies from country to
country on one hand, because of the differences in their historical background, but
on the other hand, because of the actual context. There is no regulation or recipe
to provide guidance for such a situation. The tasks of national theatres with such
outstanding status are determined by the political and cultural environment, which
is very characteristic, completely variable, moreover, always in transition at the
same time. A festival may first of all promote the clear statement of what there is
to be done rather than a comprehensive solution to the problems.

However, if exclusively national theatres were invited to such festivals without
contrasting their operations with the practices of “emerging” or simply independent
theatres, the national theatres would dim the bigger part of the outstandingly colour-
ful palette of theatres where constantly new forms are coming to existence question-
ing even the consistence of theatres. The MITEM festival had not made this mistake,
since besides the Thalia Theater, the Burgtheater, the Piccolo Teatro of Milan and
the Budapest National Theatre etc. there were also some starters (Piccola Familia) in-
vited to the event. A national troupe was represented by Odin as the representative
of the historic movement of the Third Theatre. We could also see some institutions
open to international co-operation such as the Théatre Vidy-Lausanne presenting
Apollo Cinema directed by Matthias Langhoff, who despite his German origin, opted
for French citizenship. A school adaptation by MHAT of Moscow could also be seen.

A roundtable with the same title was held at MITEM on 18 April, 2015.
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Starting off with the issue regarding the existence and functions of national
theatres the role of language or any languages spoken in a given country, in addi-
tion, the composition of audiences in countries where multinational families live
can be thought- provoking. Furthermore, the cultural traditions of a country (or
capital city) or their relationship to history which is manifested through the the-
atre as a community art form may be discussed. As the connection established
and maintained by a theatre with a nation and a republic as theoretical existenc-
es may as well give food for thought. Moreover, it may also be interesting to deal
with the meaning of “Volkstheater” or the function of a troupe that is intended to
reflect society (ages and differences in social background etc...).

Undoubtedly every national theatre should select the forms of dialogues in their
most adequate ways with respect to their traditions and with regards to their materi-
al and intellectual heritage, especially in such an imminent era like our current times
which are loaded with so many transformations and are
endangered by uniformity

A theatre is regarded as such a medium of artis-
tic and social life at the crossing point of the past and
present whose main role is to cultivate a lively rela-
tionship with the “shadows of forgotten ancestors”
(this poetic expression was inspired by the Russian
and Ukrainan translation of the movie title of The
Wild Horses of Fire by Szergej Paradzsanov). The fes-
tival panel discussion with the participation of Mace-
don, Hungarian, Algerian, Russian and French direc-
tors had turned out to be very exciting and forward
looking since it focuses on this inevitable dialogue,
which stands diametrically opposed to all kinds of mu-
seum conservation of traditions and made it obvious

that national theatres may as well get integrated into

Larisa Kadochnikova: Shadows . ]
of Forgotten Ancestors, collage any multinational local or post-colonial contexts, or

(source: gazeta.dt.ua) even in a globalised multicultural environment in var-

ious ways. During the dialogue there were talks about
the receptivity of national theatres regarding other nations’ cultures, the role of in-
vitations of foreign guest directors in the enrichment of a troupe’s artistic develop-
ment, furthermore, how this practice may be made more flexible while it was point-
ed out that theatres should be aware of their special expertise. At the same time
attention was drawn to the danger that lies in national theatres’ proximity to the
political power that directly supports their operations.

The Budapest National Theatre provided evidence of its great openness and
receptivity by the organisation of the MITEM festival by setting up meetings,
panel discussions and workshops (courses by A. Vasziljev and A. Levinszkij) as
complements to the theatrical performances of the programme. There was also
a colloquium featuring V. Mejerhold’s pioneering working life as a director who
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at the beginning of 20th century Russia had thought over the issues of a national
theatre by studying how it historically integrated foreign experiences, moreover,
he came up with the idea of how this institution could be made even more attrac-
tive by embracing oriental theatrical traditions.

The performance of The Eternal House based on Jordan Plevnes multi-item play
by the Macedonian National Theatre, which opened in 2013, was very impressive
(despite the problems which unavoidably arise during such a tour). It could also be
noticed how David Doiasvili, who was invited as a director by the Budapest Nation-
al Theatre, could take advantage of the special features of the transformable stage
that were applied in the astonishing performance of A Midsummer Night's Dream. It
is a very versatile machinery whose magical playfulness inevitably conjured up im-
ages of those rhythmical spaces which Adolphe Appia had been dreaming of in her
graphic art. What I was personally most eagerly interested in at this MITEM be-
yond the exploration of Hungarian playwrights is the relationship between directing
and music. In this respect I found the Ukrainian Dakh Daughters group directed by
Vlad Troickij very promising. The film adaptation of The Boy Changed into a Stag
(Szarvassd vdltozott fui) helped me to get acquainted with a Hungarian poet called
Ferenc Juh4sz as well as two amazing actors namely Mari TorScsik and Zsolt Trill.

I saw some mysterious and “grotesque” pictures while I sensed a very rich world of
music owing to the combination of Schnittke, Martinov and Jordi Saval. That is
why I am so sorry for not being able to see Attila Vidnyanszky’s stage adaptation,
which he based this very original film adaptation on.

Translated from French original into Hungarian by Zséfia Rideg
Translated from Hungarian into English by Aniké Kocsis

Béatrice Picon-Vallin: “"Shadows of Forgotten Ancestors”

National Theatres in the 21st Century

The presentation at the 2015 MITEM conference on Meyerhold by theatre historian professor
Béatrice Picon-Vallin was published in the September issue of Szcendrium. The present paper,
also a contribution to a professional programme (“National Theatres in the 21st Century”),
discusses how the special functions of national theatres are to be rephrased in the 21% century.
In her view, an event like MITEM may first of all promote the clear statement of what there
is to be done rather than the comprehensive solution of the problems. She regards the festival
panel discussion, with the participation of directors from Macedonia, Hungary, Algeria, Russia
and France, exciting and forward-looking on account of its focus on the inevitable dialogue
which nations and ethnic groups need to engage in with their own past and special tradition,
and a most efficient framework of which is provided right by the theatre. This approach,
she says, stands diametrically opposed to the one which looks upon the function of national
theatres as some museum conservation of tradition. The roundtable has proved to her that
the particular national theatres may be integrated into a multinational local context or a
post-colonial milieu or even a globalised multicultural environment in different manners. She
considers it a positive development that the risks involved in national theatres’ proximity to
the political power which directly supports their operation have been formulated at this forum.
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SEBASTIAN-VLAD POPA

J'aime mitem

A festival organiser, even if he would love to behave like an anthology edi-

tor, cannot really behave like that. This latter one may freely rely on his intui-
tions while picking the poems when it is hard to define his object. On the contra-
1y, a festival organiser has to fit the complicated and difficult complexity of things
into his own “anthology”, during which act his attention is mostly focused on the
risk factors of the given historical moment. One of the greatest sadness of the
theatre is that it is unable to keep its masterpieces alive; not as if their preserva-
tion were practically impossible, but because any theatrical masterpiece may lose
its validity owing to the changes that a human being goes though during historical
times. Eventually the creators may get cemented in the historical times of their
own masterpieces whilst they should reinvent the changeable present from day to
day. And this is not always successful. It often happens that the creators of mas-
terpieces make compromises, so they integrate into the undivided present time,
which they may lose sight of in the end as a result of doing so.

Perhaps this explains it why at the second MITEM after listening to Luc Per-
ceval’s or Matthias Langhoff’s presentations my initial enthusiasm changed into
indecisiveness similarly to those situations when we face heavy commonplaces.

Banality in a theatre builds up in a very complicated way. It appears to be
exposing itself with the virtuosity of the actors throughout a long period of time
while applying a wide range of the abundance of the means of theatrical tech-
niques etc. The performance itself often turns out to be an overloaded and hy-
per-technologized structure whose topic — therefore the essence of its legitima-
cy- is some naivety which is not even touching. Just imagine a factory sprawling
over several hectares mass-producing the same kind of handle. The product is
in short supply of course, therefore the spare parts -in a grotesque way- seem to
have more attention and importance than they should otherwise.
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The truth is that the “conscience” of contemporary theatre should be identified
with not more but narration and cynicism even if all its respect is taken into consid-
eration. Everybody or almost everybody regards it as important that the same han-
dle should be manufactured and the same story should be told about the collapse of
the present and the tragedy of man. However, the same handle sometimes may as
well open a refrigerator door: and this is where our deep frozen hope and love lie; it
depends on us if we are capable of opening the door; yet opening a refrigerator door
does not require a heart, and our heart is stored in the refrigerator anyway...

Attila Vidnyanszky, this artist with tremendous talent invites highly respected
artists, who he admires, to his festival at the National Theatre. However, this festi-
val is a hazardous game. Some of the admired artists may again reinvent the present,
while others being unable to do so are trying to force the present to compromise.

(Some others are such opportunists that they publicly insult this present,
moreover they do it on the same stage as they are invited to, as the actors of the
Viennese Burgtheater did. A festival is a hazardous game... g.e.d.”)

Despite the unpredictable “opportunisms” that obviously characterises the ori-
entation of MITEM, it is intended to be rather the refusal of any compromise on
behalf of the “dialogue” with the

contemporary theatre regardless of A SZARVASSA VALTOZOTT FIU
HIALTOZAS & TITHOH Kﬁml*ﬂﬂl_

the location of the theatre. Sim-
ilarly to the character of the Na-
tional Theatre when Vidnyanszky
defines the profile of the festival
he strictly excludes performanc-
es with the jargon of the crum-
bling subculture as well as social
theatres. The festival refuses pet-
ty thinking, the so-called solidari-
ty theatre, hunting for “target au-
diences” as well as the “generation
principle”. Vidnyénszky is not will-
ing to take part in the global cul-
ture of flouting and the declara-
tion of the menial character of
human nature, therefore in basi-
cally nothing that the civil serv-
ants of culture usually appreciate

in art, on the contrary, he more
and more openly voices its class
strugglistic character. Whether intended or not, but the main orientation of the

MITEM programme is the same as director Attila Vidnyénszky’s main interest is:

#

Quod erat demonstrandum — which is what had to be proven.
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focusing on the archetypes. And if it is so, then it can positively be said that the
festival is oriented to a powerful and creative modernity.

Modernity looks back on the archetype as it sees the future lying in it. In the
stage production of Isten ostora (Flagellum Dei) Attila Vidnyanszky shows the
birth of Hungarian intellectualism in the highly polarised field of Asian shaman-
ism and doctor Fausto; ethnic groups may as well come and go, play around, mix
and mingle with each other and dissolve hatred in erotics. The world of Hungar-
ians juggling with the nostalgic sentiments towards primordial roots and the ea-
gerness for the transformation of nature creates a vivid vision of the birth of Eu-
ropean culture in a concentrated way. The film adaptation of A szarvassd vdltozott
fui (The Boy Changed into a Stag) by Attila Vidnyanszky follows through the rav-
ing way of the full spectrum of senses during a traditional funeral. In Kutyahdz
(Dog’s Cage) by the production of the Ukrainian director Vlad Trockij a com-
munity forced into war redefines itself by its return to the archetypical quality of
songs at the threshold of an apocalyptic havoc of cruelty and cannibalism. The
strong yearning for return to the archetype and simultaneously the desire for in-
dividual freedom creates such a constant contradiction in modern people, whose
dissonance leads to the definition of themselves too. The dramatic state of mind
of modern men originates from this dissonance. Owing to this dramatic and ex-
ceptionally modern state enables theatres to keep up their dynamic existence-no
matter what the expectations are.

[ attempt to say that these days MITEM is one of the rare and supposedly last
modern cultural events. Attila Vidnyanszky with the festival and its programme is
one of the last contemporary modern artists. It is also possible —best of luck to us-
that Vidnyénszky is one of the members of such an indispensable minority that is
able to define a historic era.

Translated from Romanian original into Hungarian by Edit Kulcsdr
Translated from Hungarian into English by Aniké Kocsis

Sebastian-Vlad Popa: j'aime mitem

Sebastian-Vlad Popa (b. 1968), the excellent Romanian aesthete, theatrologist,
professor and editor of INFINITEZIMAL, has had close contact with the director Attila
Vidny4nszky-led Nemzeti Szinhdz (National Theatre) for two years. He presented a
paper at the conference on the grotesque last year (Kings On the Backstairs) and visited
both MITEMs. This essay gives account of his experience at the 2015 MITEM. He
emphasises that the aspects of selection for the festival suggest an intense and creative
modernity which sees the future in turning towards the archetype. As telling examples of
this, he appraises two directions by Attila Vidnyanszky, one being the stage production
Isten ostora (Flagellum Dei) and the other one the film Szarvassd vdltozott fui (The Boy
Changed into a Stag), as well as the production Dog’s Cage, directed by the Ukrainian
Vlad Troitskyi. Finally, he voices his opinion that MITEM “is one of the rare and
presumably the last modern cultural events”.
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mitem 2016

MADACTH INTERMATIOMAL THEATRE MEETING
MADACH NEMZETKOZ1 SZINHAZI TALALKOZO

NEMZETI SANHAL = BARDAFEST, 2086, APRILIS 10 4

“The Characters in the Play Are
Wearing a Double Cockade.”

Zsolt Szasz Talks to Director Andras Urban

Zsolt Szasz: “It does not happen very often that a minority Hungarian artist should
stage a Serbian national classic and that this production should be presented at such an
international theatre festival as MITEM, which is already in its third year now. I am es-
pecially happy about this since one of the central ideas of our festival from the very be-
ginning is that the question of national identity must also be embraced by theatrical
practice. Szcenarium devoted a two-day professional programme to this topic in 2014.!
Recalling Eugenio Barba’s conceptions from 20-25 years ago, we discussed the ques-
tion whether the theory on the all-time primacy of artistic identity over national identi-
ty and genius loci was still holding strong among theatre practitioners. As a pre-event

to MITEM in 2015, a panel discussion took place at the Budapest Goethe Institute,
where the guests from Austria and Germany approached this question from an entire-

ly different point of view, that of the liberal concept of democracy. They formulated that
the role which national theatres used to play in the creation of nation states in Europe
had been eliminated. Contrary to that, it transpired at the forum — where, beside partic-
ipants from Russia, France and Hungary, representatives of the newly formed national
theatres in Macedonia and Algeria, two young democracies, took part — that this institu-
tion still had a decisive role to play in this region of Europe. This year’s MITEM is go-
ing to see a similar roundtable discussion in the topic, moderated, just like last year, by

! See the description of the programme entitled Identitds — szakralitds — teatralitds (Iden-

tity — Sacrality — Theatrality) in Hungarian and English in Szcendrium, March 2014,

pp. 73-77. Related articles: Schola Teatru Wegajty, presentation by Johann Wolfgang
Niklaus and Malgorzata Dzigadlo Niklaus in Szcendrium, April 2014, pp. 23-26.; Pélf1,
Agnes — Szasz, Zsolt: Onazonossdg és miivész-lét (Self-Identity and Being an Artist), Ibid.,
pp. 14-22; Szasz, Zsolt: Genius loci (Genius Loci), Ibid., pp. 27-33.
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Jovan Sterija Popovi¢: Curtain image of The Patriots, the 2015 production of the Serbian National Theatre
(Photo: Vicencio Zaknic)



Erné Verebes, whose home in Zenta,
Serbia, is hosting our present conver-
sation. Let me begin by saying that
The Patriots in your direction be-
came the production of the season at
the Serbian National Theatre, Bel-
grade, last year. I take it as an in-
dication of the responsiveness of the
Serbian community, which has lived
through a long period of war and
has existed within the framework of
a new state formation since 2006,

to the findings you exposed them to.
Reading the reviews, I have the im-

National theatres in Europe today — Panel discussion in
Goethe Institut 13th April 2015. Participants from left
to right: Matthias Langhoff — director, Karin Bergmann —
managing director of Burgtheater Vienna, Joachim Lux
— managing director of Thalia Theater Hamburg, Beatrix
Kricsfalusi — moderator, Zoltan Imre — theatre historian
and Attila Vidnyanszky — managing director of National
Theatre, Budapest (photo: Goethe Institut)

pression that you managed to tear up emotionally a historic trauma which had been in-

hibited till then. Am I right? For about five years, your stagings have been characterised
by this kind of clear-cut line: you reach for national topoi, taboos and major issues, as

demonstrated by your choice of drama as well

”»

Andris Urb4n: “I must set forth beforehand that in many cases it is not me
but the theatres inviting me that select the play. However, it becomes indifferent
from the moment I accept, because that is already my own decision. Obviously, it

is no accident that I am invited to stage Serbian classics, that is to direct drama
addressing questions of national or social identity. These requests often make me
feel that the particular theatre would like to do something different, something
out of the ordinary, and would welcome change. When I started dealing with

these “grave” issues, | was primarily interested in the relationship between mi-

nority and majority. By the way,
the problem often arises with re-
gard to my person, too, that I, as a
Hungarian, take a critical stance
towards this country while, after
all, I used to be a citizen of Yugo-
slavia before I turned into one of
Serbia. This situation raises the
question whether I do or do not
have the right to criticize Serbian
conditions, and it does not come
from extreme nationalists only. In
the majority society there is a con-
tinuous presence of a sort of anx-
iety, a drive to monitor, which is
easy to discredit. It is a sensitive
issue even if many people think

Pass-port No. 2. — or The devil himself, joint production
of Kosztolanyi Dezsé Theatre (Subotica, Szabadka,
Serbia) and MASZK Association (Szeged, Hungary),
2012, d: Andrés Urban (photo: Robert Révész,

source: szinhaz.szeged.hu)
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that nationalism has become an unimportant and hackneyed topic. It is not so. It
is a constant presence in our life, whether or not we deny it. Minority existence is
certainly a special situation and although it need not be overestimated or put on a
pedestal, it is a fact that it creates a specific identity and attitude towards the ma-
jority of a different nationality, and, for that matter, also towards ourselves, that is
the Hungarian minority. I directed a trilogy entitled Pass-port?, the second part of
which, Maga az érdég (The Deuil Itself), places exactly this Hungarian — Hungar-
ian relationship under scrutiny. I am utterly preoccupied with this system of re-
lations from every possible angle. The problem is that within political discourse

it is very hard to get to essential contents which would involve some truth or a
search for truth, instead of ideological battles in relation to ideological options.
The liberal party will ignore certain topics because it assumes that they belong

to the right wing. And vice versa. Neither is concerned with the other’s topics,
saying they would be playing into the hands of the other one. Therefore truth is
ground to dust in this discourse and the possibility of free speech annulled. How-
ever, it is indisputable that it is difficult to deny an existing language community.
At the same time, belonging to a given language community does not necessarily
entail commitment to a certain po-
litical ideology. In the case of Bdnk
ban (Ban Bdnk) for instance, which
I staged in Ujvidék (Novi Sad) with
the Hungarian company’, there is

a conservative concept of nation-

al theatre according to which one
must feel it uplifting in connection
with such a performance to belong
to a particular national communi-
ty. Whereas what I consider to be

Jozsef Katona: Bank Bén, UJ\/IdekI Szinhéaz / a true Concept Of national theatre
The Novi Sad Theatre, 2014, d: Andras Urban
(photo: Srdan Doroski, source: uvszinhaz.com)

would be dealing with the concrete
problems in a given — not even nec-
essarily national — community. Instead of taking part at a production, either as
creator or audience, with the ambition of celebrating national tradition tailored
to our social standing. Art is meant to be more. Situations and positions are nev-
er unequivocal in life. And art is intended, through its critical approach to reality,
exactly to bring to light conflicts stemming from this fact.”

2 The three productions were realised within the framework of Magyarorszdg—Szerbia
IPA, Hatdron Atnyiils Egyiittmiikédés (Hungary—Serbia IPA Cross-Border Co-operation)
programme, with the co-operation of Kosztolanyi Dezs6 Szinhaz (Dezsd Kosztolanyi
Theatre) in Szabadka (Subotica), Serbia, and MASZK Egyesiilet (MASZK Associa-
tion) in Szeged, Hungary, in 2011/12.

3 It premiered on 25" November 2014. See Katalin Keserii’s review entitled POSzT
2015 of the award-winning performance in Szcendrium, October 2015, pp. 91-92.
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“You have just mentioned pref-
erences represented by politics. Ap-
parently, this is what meets the eye
on the surface. However, if we ex-
amine more deeply the relationship
between the Serbian and Hungar-
ian nations, we will find that we
have not reached the same stages
in the creation, maintenance and
renewal of the model of the nation
state. This phase difference exist-
ed during the last century as well. Ao s Fo ;.p _
Take for example Katona’s Bank

e

BANK-BAN
I.ilﬂ:‘:illll.
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bén, which preceded The Patriots Jozsef Katona: Bank Ban, the 1860 edition of the drama

by more than three decades*, with
the author, Popovié, even lock-
ing the piece for fifty years’. He might have done so because
he did not presume that the Serbian community was ma-
ture enough yet to look at itself critically. In contrast, Bank
ban became emblematic the moment the nation awoke to
self-awareness and the revolution broke out on 15" March
1848. This is one of the reasons why the piece is so diffi-
cult to reinterpret even in the 2 I* century. I wonder if you
faced these questions in the course of staging the two clas-
sic plays?”

“All my experience is related to the region of for-
mer Yugoslavia. I am not really present in Hunga-
ry as a private individual, let alone a director — and
[ am not at all present at official theatres. Currently
I am doing a lot more direction at Serbian and Cro-
atian language theatres. It is not easy for me to de-
fine my artistic identity. Once I said jokingly that I

published in Kecskemét (source: bacstudas.hu)

Jovan Popovi¢: Jovan Sterija
Popovic, oil, canvas, 1836,
Serbian National Museum,
Belgrade (source: newsweek.rs)

was actually a Serbian director. The reception of The Patriots was interesting
in this respect, too. You need to know that the author, Jovan Sterija Popovié
(1806-1856), counts as the great national “teacher of the people” in

*  Katona submitted the first version of the play to a drama competition by Erdélyi Mii-
zeum, a literary periodical, in September 1815 and won no award. The final version
was completed in 1819 and appeared in print in 1820. It was first staged in Kassa (now
Kosice, Slovakia), in 1833. The drama premiered in full on 23 March 1848 at Pes-
ti Magyar Szinh4z (Pest Magyar Theatre) after an interrupted premiere on the day the

Revolution broke out on 15 March 1848.

> It was only fifty years after its publication that the piece premiered at the Serbian Na-

tional Theatre on 30" December 1904.
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J.S. Popovi¢: The Patriots, Serbian National Theatre, Belgrade (Narodno pozoriste u Beogradu)
2015, d: Andrés Urban (source: narodnopozoriste.rs)

Serbia®. This play of his is based on historical fact. It debunks the double-faced
and hypocritical Serbian nationalism and depicts time-serving as a mentality
based on sheer interests. Naturally, since it is a good play by a good playwright,

it is not concerned with a particular nationalism but with various aspects of na-
tionalism and fake patriotism, which are, I suppose, generally familiar phenomena
everywhere, not only in Serbia. What really makes the piece interesting from our
point of view is that the drama takes place in 1848, during the Hungarian revo-
lution, in Vajdasag (Vojvodina). Here Serbs can define themselves only in rela-
tion to Hungarians. The characters in the play are wearing a double cockade: the
Serbian one on top of the Hungarian, or the other way round, just as dictated by
changing conditions. The mentality of “Preletadi” in Serbian political life today

is similar to this. Depending on the changing political power relations, these peo-
ple go over even to the opponent from one day to another, as if they were only
changing socks. And at the level of social judgement this is considered to be ab-
solutely normal, or often even expectable or praiseworthy. However, it is equally
typical of the highest echelons of the political elite, too. Not to mention that af-
ter any such instance of party-switching, these politicians give voice to ideologies
which stand diametrically opposed to the ones they used to speak for so savage-
ly just a little while ago. This sort of mentality characterised the war period and
traumas of the 1990s, too, when the opposing parties were mutually killing each
other. Losses were substantial on either side and there has been no end to accusa-
tions ever since, while neither nation wants to admit that it has committed geno-
cide. Instead, it is trying to escape from this unacceptable position in order to re-
store its national self-image. Similarly, it finds it hard to confess that twenty years’
mistaken policies have led to this. It is obviously painful for the viewers when
songs on the stage awaken the national feeling in them, only to be mocked at and
deconstructed immediately. Still, the final response is going to be some sort of
identification. Wisdom, however, may also be born in the audience so that it can

¢ Jovan Sterija Popovié¢ (1806—-1856) was instrumental in founding the Serbian Acad-
emy of Sciences as well as the first Serbian-language theatre in Belgrade among other
things.
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see that too high a price had to be paid for our bigoted nationalism. Because peo-
ple, even in Belgrade, are becoming aware of what kind of life they are forced to
live day by day as a consequence.”

“Is The Patriots often played? Or is it a classic piece which has not yet been com-
pletely taken on?”

“Exactly. This play is rarely included in the repertoire, but sometimes it is
brought back. It has been staged by great directors, too. However, it appears to be
permanently on in the public mind. When we first started to discuss it with the ac-
tors, they said they had already played in very many similar productions. Then I
suggested taking a look at the repertoires to see where exactly it was playing, or at
least productions of similar subject were. And then it turned out that The Patriots
had not at all been put on stage over the last five years. There are situations when
something is present in the public consciousness not the way as it really is, in this
case a lot of people, relying on their memories, have the sensation that this kind of
critical attitude has been present on stages in Serbia, although this is not the case.”

“This phenomenon is an example of myth formation concerning our relation to our-
selves, to our national existence and character. One is often — or ab owo, as it is in the
nature of things? — characterised by a sort of double consciousness in this respect.”

“Here in Serbia, a kind of schizophrenic condition can be observed in this re-
gard, which results in a most peculiar identity, too. While certain signs of the pro-
cess of democratisation appear in public life, there is a general tendency of re-
turning to and treasuring as well as building on traditional values. Even the EU
accession process, for example, is typified by two souls. This was clearly visible not
long ago when a politician announced a law amendment for instance by referring
to constraint imposed by the EU, saying that although this was not good for us, it
was demanded from us by the EU. In Serbia — just like elsewhere in the region —
value preferences and behavior patterns which were never considered to be Euro-
pean earlier have been kept up under the table on an ongoing basis. I use the past
tense because we have, unfortunately, learned by now that these stereotypes reck-
oned as anachronistic are in fact very European. Nevertheless, we are still look-
ing on Europe as a utopistic bag where we pack everything that we consider good
and positive about human rights and liberty. However, even main stream politics
itself has kept non-European contents alive in this country despite the fact that
we have admittedly been travelling along the European road for ten years. So we
must draw the conclusion that we have had a different idea of Europe from what
it is really like.”

“The satirical vision characteristic of Popovic is not unique on the Balkans. Ion Luca
Caragiale (1852—1912)7, the Romanian national classic playwright, also has a criti-

T The author’s latest appearance at the Nemzeti Szinh4z was by the comedy Stormy
Night (Ztirzavaros éjszaka), directed by Istvan K. Szabé (premiere: 13™ October 2013).
The first MITEM in 2014 saw the play Two Lottery Tickets (Két sorsjegy), adapted from
Caragiale’s short story, directed by Alexandru Dabija, performed by I. L. Caragiale Na-
tional Theatre, Bucharest.

59



cal attitude toward the aping of Western bourgeois mentality, which only brings out even
more the clumsiness, resulting from belatedness and provincialism, of this new-found de-
mocracy. Another striking parallel is that he only got canonised as a great national author
after World War II, when the communist regime could take advantage of his comedies to
discredit the civil establishment. It is also an interesting question whether this self-flagel-
lant attitude has any continuation in contemporary drama when the situation in Europe
is no less contradictory than it was some hundred and fifty years ago. Or is it rather the
contemporary stage adaptations of classic authors only where this attitude is present?”
“In my case the fact that I, who deal with these issues, am a Hungarian stage di-
rector is only icing on the cake. It further enhances the significance of these contra-
dictions. If  were not Hungarian, the Serbian right-wing would presumably feel dif-
ferent about the very same staging of mine — but I cannot judge it. A critic siding
with the production wrote that I had already criticised Hungarian chauvinism, too,
thus wishing to prove that I had the right to do so with respect to the Serbs as well.
When it is exactly the other way round, with my activity basically being related to
Serbian theatres — therefore I more often put what are regarded as Serbian clas-
sics on stage. As a citizen and tax-payer of Serbia, I have precisely the same right to
deal with these issues as anyone of the majority nation. As for belonging to ethnic
Hungarians, there is a reflex that one must huddle up and mind one’s own business.
But what will happen if the choice happens to fall on a national classic, incidental-
ly Bdnk ben, at the ethnic Hungarians’ theatre in Ujvidék? Its interpretation, simi-
larly to that of works on the compulsory reading list anyway, usually gets trapped in
the world of clichés. I always feel that we relate to these works, which are most val-
uable from the ethnic dimension, as if they were insignificant. Although we declare
them to be significant, on the other hand we pretend they have never had anything
to say. The subjects raised by them are treated on a gross and commercial basis and
it is not asked why they have still become so important. These pieces are, in fact, all
about something: they had something to say about man in their time, about the par-
ticular age and situation, and that is why we are touched by them even today. It was
interesting in the case of The Patriots that the production was not attacked by the
press on either political side. Yet it has the full list of today’s Serbian government.
The press failed to react to this, but the audience did react. It is interesting, too,
that one of the right-wing papers praised the play while distancing itself from me.
At the same time, it felt the need of whitewashing the playwright. It said, for exam-
ple, that Sterija Popovi¢ had gone overboard but he was not to be denounced for it,
being the greatest playwright in Serbia and, as such, a national treasure.”
“Nowadays postdramatic theorists, with Hans-Thies Lehmann among them, have
been continuously problematising the gap between the dramatic text of canonised clas-
sics and the texture as well as the changed social function of contemporary theatre.® And

8 Hans-Thies Lehmann’s (b. 1944) theoretical work, Postdramatic Theatre (Postdrama-
tisches Theater), was published in German in 1999 and in Hungarian in 2009 (Poszt-
dramatikus szinhdz, Balassi Kiado).
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some go so far as to say that theatre does not actu-
ally need literary texts today. When, if you come to
think of it, the initiator and fulfiller of the European
rise of the middle classes — despite lost revolutions

— was the idea of a nation based on literary lan-

HANS-THIES LEHMANN

POSTOAAMATISC HES THEATER

guage. And this is what still holds us together as na- ; VERLAS DER AUTOREN
tion states today.” '
“Those who have an aversion to the lan-
guage of contemporary theatre usually use the
phrase that they would like to see and hear gen-
uine Shakespeare on the stage. But what do
they mean by that? Not the 16™ — 17% century
Shakespearen theatre, but usually the diction of
the middle class theatrical tradition at the end
of the 19" century. Text in the theatre is not a
political question but an aesthetic one. And in this respect it is difficult for con-
servative theatres to see that expectations of them do not in fact count. Or they

do only inasmuch as these expectations ought to be regarded as a kind of a tar-
get. Since these clichés, prejudices and commonplaces are right there in the au-
dience’s consciousness, too. Thus the stage director is offered the possibility of a
common platform where dialogue may commence. However, theatre is theatre.

It must be concerned with a given problem in our-present day life, even indepen-
dently of the literary text. My conversations with modern dramaturges always boil
down to that the context at the theatres of the Balkan region is not literary, like
in Hungary or in Central Europe generally, but rather connected to the reality of
the present. I think that theatre does not in general communicate within a liter-
ary sytem but with reality itself. I do not merely mean the written word here, but
the entire set which literariness embraces and which mostly encroaches upon the-
atre itself as well. Many times, national theatres, which function as folk theatre
here, cannot rid themselves of this very literariness. And that is the main reason
why they remain provincial.”

“Today many people think that it is no longer possible to write historical drama.
However, it was POSZT last year which could see the appearance of contemporary
playwright Csaba Székely’s piece, Vitéz Mihily (Michael the Brave)®9, which chal-
lenges age-old taboos in the direction of both Hungarians and Romanians concerning the
immaculate Székelys and Vitéx Mihdly, who was made to look like a ruler of Europe-
an stature. This production, directed by Attila Béres, besides being eminently faithful to
historical facts, conquers the audience by depicting, and mounting one on top of the oth-
e, the chaotic state of the world then and now through today’s deteriorated language,
which, at the same time, is the source of murderous humour: it is capable of a simul-

% The protagonist of the production received an award at POSzT in 2015. See review

by Katalin Keserii: POSzT 2015, Szcendrium, October 2015, pp. 92-94.
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taneous caricature of bloody
gothic drama, tragicomedy
and historical figures, in, for
example, representing the mass
murderer Major-General Bas-
ta as a superhero action-mov-
ie star. Are there any similar
works in contemporary Serbi-
an dramatic literature?”
“There is a public belief
in Serbian intellectual life
that this community is able
to take a self-critical stance.
And although Serbian pro-
ductions trying very serious-

Csaba Székely: Vitéz Mihaly, Wedres Sandor Theatre,
Szombathely, 2015, d: Attila Béres (source: vssz.hu)

ly to do away with illusions and face recent events do appear on and off, I would
not say that it is typical. When plays like that have entered the public conscious-
ness they will reinforce the image that it is a free and democratic society, but this
mentality still fails to take permanent hold in our reality.”

“Your staging in Ujvidék of Neoplanta!®10, where the characters have been refer-
ring to particular historical events that have occurred from the refoundation of the town
up to the present days, but in a manner as if the events of the distant past were their
own personal experience just as the incomprehensible traumas of the recent past are, is
most interesting from this point of view. That is why we feel that this production is, in a
certain sense, a documentary drama.”

“This performance, however, is a confrontation actually, a kind of utopian im-
age of coexistence. While it enumerates facts which are problematic for each na-
tionality — either the Serbian, German or Hungarian. In this region of former Yu-
goslavia, the clarification of wars related to the disintegration of the federation
is still going on. The great deed in connection with that would be if the nations
living in this region could account for their own guilt, as has already been men-
tioned above. But it is difficult also because the victims continue to be traded in
political diplomacy, as if they were a kind of currency. That is why no nation can
achieve the moment of realistic discontinuity, from which we could move on, in
fact, the diametrical opposite is happening. In this production I go to the limits in
the staging of political themes. But I must state that as a theater-maker I am not
engaged in political activism like those who, referring to Lehmann’s theory, cross
this border over and over again - although I respect their work. As for documen-
tarism, there has been a lot of abuse, such as when a particular company is talking
about their own experiences on the stage. It does not matter, of course, whether

10 The production was adapted from L4szl6é Végel’s novel of the same title at the Hun-
garian-language Novi Sad Theatre.
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something has really happened
so or you have just made it up,
which is what writers also often
get picked on for. It does not
determine whether something
will make theatre or not. The
problem is that this kind of op-
eration develops its own clichés,
too. Just like in the case of stone
theatre, which is often recog-
nised as theatre only because we

have got used to behaving prop-
erly in one. But actually we do

] Neoplanta - based on Laszl6 Veégel's novel: Neoplanta,
not know who needs it or for or the Promised Land, d: Andrés Urban, Ujvidéki Szinhaz /

what. More often than not it The Novi Sad Theatre, 2014 (source: litera.hu)

does not transpire what a particular production has been created for. In this case
the question arises whether there is still a social function attached to theatre oth-
er than people going to the theatre because they have been socialized to do so.
This will not make art of theatre.”

“Being born in 1970, you were ten when Tito died. And twenty-two when the war
broke out in 1992. We know that over the past quarter century the Hungarian popu-
lation in the Délvidék has halved. As a result, the recipient milieu and the institutional
system in which you are making theatre has substantially transformed. The age range of
the audience has changed as well.”

“This is a very painful situation and you do not think of it every moment. I
talk a lot with the actors during the rehearsal process about whether they still
have some kind of a vision for the future. Because I cannot decide whether this
concept has ceased to exist socially or historically, or it has just ceased to carry
any significance to me, with the progress of biological time. It is possible that now
we are living in a period when there is really no vision for the future, except per-
haps in political discourse. For everyday people, even if they are well-off, life and
everything related to the future have become unstable, especially since the eco-
nomic crisis. We have no single tangible concept of what the future will hold. If
we come to think of it, the situation is even more serious from a minority point of
view. The other day I was talking to a local journalist in Zombor and he said that
no Hungarian class would be launched in the city’s schools next year. And I still
think of Zombor as a Hungarian town, while I have to realise that this has been
unjustified for decades of course. Or take Szabadka (Subotica), where we are con-
ceptualizing a theatrical educational programme, even though we are aware that
the majority of today’s secondary school students will no longer be in the coun-
try in four years’ time. So we are experimenting to educate an audience of them
in vain. When I, as a director, am recruiting new colleagues, it seems to me that
only those have remained who fail to come up to the mark elsewhere, or have
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Taiibas

very serious sentimental or pri-
vate reasons to stay here. And
not only Hungarian but also
Serbian young people are leav-
ing the country one after the
other. This has been an on-
going trend since the very be-
ginning of the nineties. The
people who have represented
intellectual life for us are dis-
appeearing, too. And with this,
the specific quality of life which
defined our daily lives is also
changing.”

“Still, as we are talking, I do not feel that you are bitter. But coarse and, if you like,
provocative I would say, having seen your productions. Is this your reaction to what you
are experiencing in the world around you? Or is it what constitutionally fits you? Or is it
what also appeals to the Serbian audience in your stagings? As well as the theatres that
find you?”

“I do not know, but I have been socialized this way from the beginning. Perhaps

Main street of Sombor in 1902 (souce: levelezolap.hu)

I could compare my language to rock and roll or alternative music. Anyway, do not
think that a theatre-maker should be over-subtle. After all, this is basically a harsh
and boisterous art. And just as outspoken as poetry: it utters what hurts, what is
clean and it causes pain so that we may be purified by it. But what makes me think
that we must be tough? It is my conviction that one is not able to escape individual
responsibility, not even when it comes to the election of leaders for example. After
all, the Milosevic-es and Tudjmana-s never elected themselves and nor did a voting
machine with a collective consciousness elect them, but it was responsible individu-
als, citizens in their own right who did so. Otherwise, I have never been concerned
with why I am just the way [ am. But [ have always wondered why I am rejected by
a section of the audience. Then I realized that they cannot forgive me that, at a cer-
tain moment, they are made to lose their feeling of comfort and do not know how
to react. And I do not mean interactivity now, but the appearance on the stage of
contents which the audience cannot make sense of, to which they have no social-
ly sanctioned code. It is not that they do not understand something, but that they
do not know how to behave in a given situation. Take, for instance, what happened
in the case of Bdnk bdn at POSzT last year. At the end of the performance (but still
as part of it) the question was asked of the audience what event would have to oc-
cur in the future Hungary (or in the country where we would be playing) for them
to decide to leave the country. The prominent representatives of the right wing pro-
tested against posing this question and left the room shouting to the effect that this
had nothing to do with Katona’s drama. When I think it is a most intimate question
which we all ask ourselves, and which can naturally be answered by saying that un-
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der no circumstances are we
going to leave our country.
So what kind of castration
anxiety may be at the root
of the belief that this subject
is not to be broached even
in such a playful form, while
emigration from Hungary and
Vojvodina has been on the
rise? What is anyone hoping
to gain by daring to restrict
truthfulness on stage on ide-

: ? : Jozsef Katona: Bank Ban, Ujvidéki Szinhaz /
OIOglcal grounds. While the The Novi Sad Theatre, 2014, d: Andras Urban

extent to which political pub-  (photo: Srdan Doroki, source: uvszinhaz.com)
lic life has become shameless
and brutal around us is such as today a public figure feels free to undertake and cas-

ually say something which formerly used to be a concept or strategy under the table
only, but which apparently no one needs to be ashamed of at present...”

“The Characters in the Play Are Wearing a Double Cockade.”

Zsolt Szasz Talks to Director Andras Urban

The Patriots directed by Andras Urbén (b. 1970) became the production of the season at the
Serbian National Theatre, Belgrade, last year, while his provocative stage interpretation of
Jézsef Katona’s Bank bdn was a success at the latest POSZT (Pécs National Theatre Festival).
The managing editor of Szcendrium talked to the director apropos of the presentation of
the former work at this year’s MITEM. Attempts by the participants at the two previous
festivals to reformulate the question of the nature of national identity in a manner valid for
the 21™ century are brought to mind in the introduction. It is highlighted that last year also
saw a forum with the participation of, beside theatre professionals from Russia, France and
Hungary, representatives of the newly formed national theatres in Macedonia and Algeria,
two young democracies. It transpired at the roundtable discussion that the institution of
national theatre had a decisive role to play in this region of Europe even today. Andris
Urban and Zsolt Szész discuss the question whether what responsibility theatre and, within
that, those national classics who, like the author of The Patriots, Jovan Sterija Popovié
(1806—-1856), determine to this very day the self-image and national consciousness of the
Serbs, have in the process of the democratisation of Serbian society in the war-stricken
Balkans, where young nation states came into being after the disintegration of Yugoslavia.
From several angles, Andras Urban throws light on his conviction that as an ethnic
Hungarian, who also takes on a Serbian identity as an artist, he must approach drama in an
unconventional way, liberating it from the well-worn clichés of 19" century nationalism,
and explore its intrinsic values, including also the critical attitude they had to reflect upon
their own time. As one among the professional materials focussing on MITEM, the full
English version of the interview will be published in the April issue of Szcendrium.
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MAGNUS FLORIN

“We Are Never Actual
Without Being Historical”

National Theatres’ Symposium 2015

To be a “national theatre” is now something given, not chosen. When Ingmar
Bergman, artistic director in the 1960s was asked what he saw as the meaning of
a national theatre, he just answered that for him it was merely a good pretext for
making theatre.

Nowadays it would be difficult for an artistic director to get away with such an
easy answer.

We recently had a panel debate at our theatre with two questions in the head-
line: What is Europe? Who is European? The challenges of national theatres must
be seen in that context.

There are striking tensions inside the concept of “national theatre”, much
through the effects of the fall of the wall 1989, but also with other specific rea-
sons. Since Norway’s liberation from the forced union with Sweden in the begin-
ning if the twentieth century, its National Theatre has had a unifying position
that is very much different from the national theatres of Sweden and Denmark.
In an earlier symposium here, we learned the story of Abbey Theatre, baptized
as The National Theatre of Ireland. The National Theatre in Belgrade gained a
strong position as the theatre became a place for the resistance towards the re-
gime of Milosevic.

In the eighteenth and especially nineteenth centuries the concept of “nation-
al theatre” developed with not only idealistic nationalism, but also ideas of demo-
cratic evolution and citizenship — the meeting between stage and audience was a
kind if parliament in itself, mirroring theatre’s early history at the theatres of an-
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tique Greece. But as we have seen there are other more difficult aspects of the na-
tional.

Let us take a step towards a sunny holiday in Stockholm, and let us say you
are a tourist asking in the street for the way to the “national theatre”. Probably or
most likely most people will put up a blank face. If you ask for “The Royal Dra-
matic Theatre” they will be more helpful, better still if you use the short term
“Dramaten”.

It is a theatre that has the assighment of being a national theatre for the spoken
word, but you will never find the word “national” on the building or on the posters.

In fact, in the 1970s a rock band took the name “National Theatre” — a joking
and ironic gesture, possible because the name was not actually used by anyone else.

The Royal Dramatic Theatre was founded in the end of the eighteenth centu-
ry as a royal theatre, financed by the king himself, and after his death the parlia-
ment had to deal with it, more trouble than joy, with so minimal enthusiasm that
for a period in the nineteenth century the subsidy was totally cancelled and the
theatre was privately owned by the actors themselves, mostly playing French farc-
es. The present building was built in 1908 by a private consortium of enterprises,
with money from a lottery.

The nineteenth century, the heroic period of European nationalism and ideal-
ism, was in Sweden the period of heavy emigration and general mistrust towards
national power institutions. The mistrust towards coupling “national” with “the-
atre” was not diminished during the first part of the twenties century. In a speech
from the early sixties, the artistic director of the day asked sceptically: “What
would be the eternal and obligatory not losable national values be, that our peo-
ple, any people, would have to maintain and cherish, do they exist, the question
is at stake in our times.”

The concept of “national theatre” was never stressed by the theatre itself, and
it was not until the mid seventies that the department of culture officially for-
mulated Dramaten’s status as a national theatre, in the letter of regulations that
come with the money.

The concept of “national” has its pragmatic descriptional side. But the prob-
lematic dimensions in the word has been there from the start, and is there still
more in a time when that kind of idealistic representation has fully shown its de-
structive ideological face.

“National” is one of the many scrutinized problematic words in a famous book
by the Welsh author and pioneer in cultural studies, Raymond Williams. I am re-
ferring to his “Keywords; A vocabulary of culture and society”; a kind of criti-
cal dictionary with a whole series of widely used but difficult concepts that here
are given their historic dimension, full of inner contradictions and tacit but live-
ly meanings. Words such as Art, Common, Country, Ethnic, Existential, Modern,
Racial, Realism, Sex and Tradition — just to say a few examples of other of his
treated words in the centre of our culture. The term National (and Nation, Na-
tionality, Nationalism etcetera) is shown to have its etymology in a latin word re-
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ferring to breed and race, and having an ongoing history over the centuries that
keep returning to complex matters of including or excluding.

Raymond Williams’ perspective lets us consider how the inherent inclusive
idea of a national theatre has an excluding dimension in it, depending on what
you at any time will mean by “national”.

So the meaning of “national” should be thoroughly reflected upon, not the
least by people who earn their living at a National Theatre.

In a way it would be a relief to say that a modern national theatre should find
its value and sense, not reflecting a nation, but rather in a wider international
context. Would this imply that we should let go of the word, in favour of words as
“international” and “global”?

After a debate at the theatre on the meaning of being a “national theatre”,

a newspaper asked its readers around in a quick inquiry: Shall Dramaten be a “na-
tional theatre”? There were four possible answers. Most of the people who an-
swered — 69% — voted for ‘Yes: it is needed for the cultural heritage’. While 8%
voted for “No, it is time to become
a global theatre”. While 14 % vot-
ed for “Privatize”. And 9% said
“Don’t know”. A quick newspa-
per inquiry with a few hundred re-
sponders, but still interesting. And
note that the keywords of the al-
ternatives are eminent keywords
for Raymond William’s study:
Cultural, Heritage, Privatize,
Global. An alarming thing is per-
haps that the newspaper thought
that a yes for a “national theatre”
is necessarily connected to its rel-

evance for the cultural heritage.

The building of Dramaten, the Royal Dramatic Theatre L . .
in Stockholm (source: wikipedia) A bit dlsappomtmg lfyou think

the relevance should be there also

in the present, in connection to our lives and ideas and society just now.

The challenge for a “National Theatre” is to receive all the rewarding privi-
leges and advantages that come with the naming and commission as a National
Theatre, and at the same time be able to maintain a critique of the very concept,
in an intellectually honest way.

If we have learned all the lessons from philosophies of otherness, from Julia
Kristeva’s focusing on the notion of “strangers” and Gayatri Chakravorti Spivak’s
perspectives on the postcolonial global world — how does it actually affect how we
define ourselves as national theatres?

Kristeva — the French-Bulgarian philosopher, literary critic and psychoanalyst
—who in her study “Strangers to ourselves” discussed the image of the foreigner,
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the alien, the exile, the outsider in a country and society not their own. She start-
ed off in Greek tragedy and moved on through the bible and renaissance, through
Montaigne, Montesquieu and Diderot to our present days. She writes: “The for-
eigner is something hidden in ourselves, something with the potentiality to de-
stroy ‘home’ and something that is beyond ‘understanding’ or relations with each
other.” In a way she is psychoanalyzing Europe, coupling unifying, secluding and
nationalistic powers — an in-side — with the projecting of a threatening alien out-
side. But in reality the stranger is in ourselves.

And Gayatri Chakravorti Spivak, the Calcutta-born philosopher, professor at
Columbia in “Comparative Literature and society”, who was the pioneer of post-
colonial studies with her “Can the subaltern speak”, what can we learn from her
collection of essays titled “An Aesthetic Education in the Era of Globalization™?
Perhaps that the imagined unifying, universalistic including ideas of a globalized
world has a backside of real concrete inequality and a forgetfulness of the specific
and local. Who rules the universe of universality?

Why would Global be more including and less excluding than Nation? That is
a question.

Another perspective, very concrete, from the taxpayers view. In what does a
“national theatre” of our time find its legitimacy? It’s not just a question of aes-
thetic and cultural justification, it’s also an immediate matter of finance. Why
should the tax payers keep financing heavily subsidized large institutions like Dra-
maten?

Perhaps we have been accustomed to think of the legitimacy as in some way
eternally fixed? While the actual culture and society is in rapid process of meta-
morphosis, radically changing the basis for our institutions. A few years back we
had a meeting in an international theatre network on the topic of “high culture”
versus “subculture”. The claim of a national theatre would be to be part of a high-
culure, that is inviting and addressing itself to the whole of society, regardless of
how many people at a given time actually come to see our productions, may it be
Shakespeare or Ibsen or Gombrowicz or something contemporary. While a sub-
culture is by definition a secluded culture within another, larger culture, not
claiming to setting standards for the rest of society, on the contrary, it is only val-
id for its adherents and serves to shut out others. What happens if the cultural,
political situation is so radically changed that the former high culture tends to be-
come a subculture — one subculture among others? A special interest for a large
but limited group of people, not relevant for the whole of society? Then the term
“national” in “National Theatre” has become really problematic.

The situation and context of Dramaten and our theatres are radically different
now, compared to just a few decades ago. Sweden is different, Europe is something
else, the world has changed. When an ordinary school class in Stockholm can con-
sist of pupils that have twenty different mother tongues, a national theatre’s reflec-
tions on the word “national” will be thoroughly affected, as well as how topics such
as language and cultural heritage are to be dealt with. What are we representing
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on our venues, in terms of repertory and — important — the consistence of the en-
semble, the cast of actors on stage? Are their names still Sven and Anders and Bir-
gitta and Kerstin, or do we find also Karim, Ana Gil, Ardalan, Hamadi, Marall,
and Bahar? Welll, yes, the ones I just mentioned are on our venues.

It is perhaps a banal truism to say that the overall idea of our subsidized cul-
tural institutions has its foundation in linking aesthetics with ethics, and with
politics and social formation. This was the focal point of Friedrich Schiller’s “On
the Aesthetic Education of Man”, of the late eighteenth century, claiming aes-
thetic formation as crucial for the society’s and its citizens’ ability of judgement,
empathy and sociability. It is just this work that Spivak refers to in her title “An
Aesthetic Education in the Era of Globalization”. She criticizes his idealistic aes-
thetics but basically she uses the intellectual framework that he gave. We may
have distanced ourselves from Schiller’s views on beauty etcetera, but didn’t he
point out a field still valid and crucial? The aesthetic as a stage for society’s for-
mation and self-reflection, with continuous experiences from Aischylos to Jelinek.
Theatre as mediating, societal. Is this something to overcome, an unnecessary
heritage? I would say it is something to maintain and give new meanings to. What
would the alternative be? At the same time observing that “mediation” and “soci-
etal” are two of the keywords of Raymond Williams.

[ notice among European theatres an attention on the physical space of thea-
tre. The theatre’s actual building, what goes on there before and after the show,
introductions and talks, readings, debates, all kinds of extras, filling the house.
The audience discovers that there are things going on before, after and next to
the usual performances — a whole series of activities that gain there special quality
from taking place in the specific public space of a theatre — the theatre as some-
thing that has the power to link the personal to the societal, the subjective with
the common, individuality with citizenship.

Several theatres have started their own departments for these activities, they
may have a name like extras, or plus, and that goes for us to. A large number of
debates have been held at our venues, with contemporary themes and topics such
as Solidarity, Integrity, Class, Unemployment, the situation for the Roma people.
Nationalism was also one of the topics, as well as the mentioned What is Europe,
Who is European. One could add: And who is not?

One topic for this symposium is “the actuality of a national theatre”. We like
to talk about the actuality of a play or an author, especially in advertisements and
press material. But what is it to have “actuality”? Do I have actuality. We could
move the question around and discover that we are never actual without being
historical, and it may be a profounder task to see the historic context in a situa-
tion of actuality.

[s it a matter of actuality or sense of history that strikes us when we stage Dos-
toevsky’s “The Idiot” at our main venue, in a modern adaption dealing with the
topic of goodness — and on the very entrance stairs of our theatre homeless EU-
immigrants are sleeping.
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Participants of the third international symposium of Warsaw National Theatre
in the Polish National Gallery on 26 November 2015. (amateur photograph)

Back to Raymond Williams and his cultural key words. Nation, National, Na-
tionality, Nationalism, Nationalize. National feeling can often be regarded as nat-
ural and good, while nationalist feelings are regarded as constructed and bad.
What is the difference?

Nation and native goes back to words for birth and breed. So “The birth of a
nation” would mean: “The birth of something born”.

“National theatre” is not something newly born, and it is not something chosen,
we have it, and it is our task to make a sense of it. There are challenges for national
theatres in society, but we know also that theatre is a challenge for society.

Magnus Florin: "We Are Never Actual Without Being Historical”
Swedish author and dramaturge Magnus Florin (b. 1955) has been the head of the Royal
Dramatic Theatre in Stockholm since 2009. The paper published here was presented at
the “National Theatres’ Symposium 2015” in Warsaw in November last year. In it the
conviction is expressed that national theatres have not lost their raison d’étre in the 21st
century, either. “To be a ‘national theatre’ is now something given, not chosen” says the
author in the introductory paragraph. Then several questions ensue by which he would
like to address those of his contemporaries who think responsibly as well as the theatrical
profession as a whole: “Who rules the universe of universality?” “Why would Global be
more including and less excluding than Nation?” As a follower of Schiller’s idea of theatre,
he confesses to “The aesthetic as a stage for society’s formation and self-reflection, with
continuous experiences from Aischylos to Jelinek. Theatre as mediating, societal.” He
continues by posing further questions and making an attempt to answer them also: “Is this
something to overcome, an unnecessary heritage? I would say it is something to maintain
and give new meanings to. What would the alternative be?” He concludes the paper in this
spirit: “’National theatre’ is not something newly born, and it is not something chosen, we
have it, and it is our task to make a sense of it.” (The essay is based on notes taken during
his presentation at the Warsaw Conference and are published unedited.)
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NINA KIRALY e

The Krakkow Ulysses

Before the Tadeusz Kantor’s Retrospective Exhibition

[t is a well-known fact that in a theatre everything happens hic et nunc and in spite of
the development of the contemporary media the recordings cannot really substitute
the excitement, the sadness or the admiration that can be the results of direct en-
counters between the actors and the audiences. That is the main reason why it is an
important task for the participants of productions, primarily for theatre historians to
prepare precise descriptions of theatrical events and also to position them in a nar-
rower ethnical or a broader international context. This is the only way how created
values can be preserved, the continuity of traditions can be secured and the old and
new means of periodical explorations can be taken into account. This is how it is re-
ferred to in the first lines of the manifest titled To Save from Oblivion by Kantor:

My productions Personal confession...

The Dead Class, an unusual and rare

Wielopole, Wielopole, technique today.

Let the Artists Die, In our epoch

And this last one, I Shall Never Return of increasingly collective life,

All of them a terrifying growth of collectivism,
are personal confessions. a rather awkward and

inconvenient technique.!

However, these lines and the titles of his lectures make us conclude that the
Artist’s individual fate is inseparable from historical events, eternity, and the
great questions of life and death in Kantor’s art.

! Cp. Tadeusz Kantor Save from Oblivion (Translated by NinaKiraly and Agnes P4lfi).
In: Haldlszinhdy (Death Theatre) by Tadeusz Kantor, Prospero-Kényvek, Budapest—
Szeged, 1994, 225.
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However, these lines and the titles of his lec-
tures make us conclude that the Artist’s indi-
vidual fate is inseparable from historical events,
eternity, and the great questions of life and
death in Kantor’s art.*

In 2015 in Poland and all around the world
the one hundredths anniversary of Kantor’s
birth and the twenty-fifth anniversary of his
death was celebrated. These anniversaries coin-
cide with the date of moving Kantor’s museum,
the Cricoteca to a new building on the bank
of the River Vistula, where this collection was
moved from its former location at 5 Kanonic-
za which is situated below the Wavel. Now the
new museum provides enough room for a per-

manent exhibition. For the jubilee several valu-
able monographs were published which are ded-
icated to various periods of the Kantor career.
The most exciting publication seems to be the
dictionary of Kantor’s artistic terms (Katarzy-
na Tokarska-Stangret: Pokdj wyobragni. Stownik
Tadeusza Kantora. Warszawa, 2015).

One of the most prominent artists of the Pol-
ish and European avant-garde celebrated his
75th birthday in 1990, just a few months before
his death, and at the same time the 35th anni-
versary of the CRICOT 2 Theatre, which was
established in 1955 by Kantor. It is an interest-
ing numerological observation that while in Jer-

Pokdj wyobraZni

The Room
of Imagination

zy Grotowski’s life many important events are re-
lated to number six, in Kantor’s life number five
seems to be significant. What is common in both
of them is that in Hungary neither Grotowski’s,
nor Kantor’s productions could be watched by
the audience. Therefore the exhibition opened
on 14 March 1990 in Budapest Gallery is of great
importance as Kantor’s drawings and theatri-

cal objects were displayed there. Kantor visit-

ed Budapest in November 1986 while he was go-
ing from New York to Thessaloniki and he met
the representatives of theatres and fine arts as

2 Cp. Tadeusz Kantor Save from Oblivion, 228.
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well as some students in the R Club of SZKENE Theatre (the script of the inter-
view may be read in Kultira és Kozosség (Culture and Community) 1987/1); at the
same time Kantor gave a short interview to the Stidi6 programme on television).
Following this there were a lot of exchanges of letters between the CRICOT 2 and
Katona Jézsef Theatre in order to organise a tour, however, due to financial reasons
this plan did not come off. Kantor took delight in sampling his childhood favourite
strudli (strudel) in the Buda Castle. The reason why he reminisced of the delicacy is
that Wielopole, the town where Tadeusz Kantor was born on 6 April 1915 used to
belong to the Austro-Hungarian Monarchy.

The Szinhaz (Theatre) periodical published the formerly mentioned Manifest
by Kantor under the title To Save from Oblivion translated by Jolan Cservenits
in May 1990; also the description of 35 episodes intended to be the a “guidance”
to the score of the production [ Will Never Return as well as my essay, The Krak-
kow Ulysses about the international conference which was held between 9 and 11
April at Jagellonian University, where Kantor wanted to show his last play Today
is My Birthday to the international audience. This was meant to be the first Aca-
démie Expérimentale des Théatres session dedicated to Kantor.

In the 1990/4 issue of the Kultdra és Kozdsség (Culture and Community) some
very interesting materials were published In memoriam Tadeusz Kantor 1915-1990.
This is also where the famous interview with Tadeusz Kantor on January 25, 1990
press conference was recorded with the significant sentence of “I rather believe in art
than in life...”. Kantor and the European Avantgard by LaszI6 Beke was also published
here. L4szlé Beke must have met Kantor’s actors in Paris, and even with Kantor in
1976; some time later he had the opportunity to view a live performance of The Dead
Class. Istvan Eérsi wrote a memorable essay about this production in ES. According
to Laszl6 Beke — who was close to Miklés Erdély’s circles — if the Hungarian audience
could have been introduced to Kantor’s works any earlier it could have made a great
impact on Hungarian art. Analysing the 60-s and 70-s L4szl6 Beke has identified a
lot of common features; for instance one of the most important expressions in Kan-
tor’s manifests “the hole in reality” is very similar to the definition of art as an “empty
place” in the Marly-i téxsei (Theses of Marly) by Miklos Erdély.

There is another example for a similar comparison, the dialogue between
Andrzej Wajda and Miklés Jancsé published in Dialog periodical (1972), in which
Wajda raises the question: How could it be explained why in both of their cases
their very first movies (Ashes and Diamonds, Kanal by Wajda and Szegény legények
(The Poor Outlaws), Csillagosok, katondk (The Red and the White) were crowned
with the greatest success abroad while these productions were all models of the
Polish as well as the Hungarian historical developments. According to Jancsé the
irregular and stormy history in Central Europe results in an unimaginably intense
form and an ultimately concise expression of basic existential situations and these
situations highlight the eternal and general tragic aspects of humanity which can
hardly ever be so palpable in the civilizational transmissions of “normal” Western
European development models.
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The closing lines of Kantor’s above-men-
tioned manifest also coincide with this, but here
they refer to the stage:

I am onstage.

[ will not be a performer.

Instead, poor fragments of my own life
will become

“ready-made objects”

Every night

RITUAL

and SACRIFICE

will be performed here.

Krakow, March 1986

[t has been a very special gift in my life and
my teaching career that for five years from 1984
to 1990 I could work as a visiting professor at the
Theatrology Department in the Jagiellonian Uni-
versity in Krakéw. This was the period of time
when Tadeusz Kantor was preparing his last three
productions: Let the Artists Die; I Shall Never Re-
turn; Today is my Birthday. I could follow up all
the rehearsals at Cricot 2, moreover I had the op-
portunity to take part in conferences in Italy and
France, and also to attend symposiums and exhi-
bitions dedicated to Kantor in Poland. Further-
more, there were a few times when even Kan-
tor himself showed me his favourite paintings and
commented on them in the Museum of Krakow.
[t was great pleasure for me when — since Kan-
tor had decided to abdicate his publishing rights —
I together with Laszl6 Beke managed to edit and
then with the co-operation of MASZK Associa-
tion in Szeged we managed to publish Kantor’s
scripts under the title Death Theatre in 1994, on
whose cover both the hand-drawing and the main
title are created by Kantor.

The Kantor Exhibition which is being pre-
pared for this year’s MITEM will hopefully at-
tract great interest as it was he and Jerzy Gro-
towski who determined the development and
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poetics of the second half of the 20th century
theatre perhaps to the greatest extent.

In this grand exhibition at every level of the
Budapest National Theatre there will be displays
of photos, pictures, video recordings of produc-
tions from Kantor’s various periods of art: the
“informel”, the “impossible”, the “zero” and the
“happening” theatre. Owing to our Polish part-
ners — the Cricot Museum and the Polish Insti-
tute in Budapest the real objects of the Kantor’s
productions can be seen: the mannequins at their
desks of The Dead Class, the wardrobe, a boy on a
bicycle. The Polish curator of the MITEM, Justy-
na Michalik theatrical historian who has made ar-
rangements for several Kantor exhibitions in Po-
land and internationally as co-worker in Cricot
published a monograph about Kantor’s happen-
ing-period in 2015. The opening ceremony of the
exhibition will take place at 6pm on April 12. The

The writer of the article at the
introduction of her book The Theatre
of Death in a bookshop (Irok Boltja)
in 1994. (The photo belongs

to Nina Kiraly)

Metamorphosis —the Tadeusz Kantor’s Theatre round table discussion dedicated to
Tadeus Kantor’s art will be held from 3-6pm on April 15 with the participation of
several Hungarian and internationally renowned researchers.

Nina Kiraly: The Krakow Ulysses

Before Tadeusz Kantor's Retrospective Exhibition
This year’s MITEM is to see Tadeusz Kantor’s retrospective exhibition. The author of
the essay which wishes to attune to the event, Nina Kiraly, was a visiting professor at

the department of theatre studies at the Jagiellonian
University in Krakow between 1984 and 1990, and
was a personal acquaintance of Tadeusz Kantor,
preparing for his three last productions during those
years. The essay reveals that she, in collaboration
with Laszl6 Beke, edited Kantor’s texts and had them
published in Hungarian under the title Haldlszinhdz
(The Theatre of Death) by the MASZK Egyesiilet
(MASZK Association) in Szeged in 1994, with the
cover illustration and the main title of the volume by
Kantor himself. Now, as the organiser of the extensive
exhibition at MITEM, the theatre historian provides
important information chiefly on the reception of
Tadeusz Kantor in Hungary.
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EDIT KULCSAR

The Road from Reality
to Stage Magic

A Close-up of Hungarian Theatres Outside Hungary
and Theatres in Romania

It was a long while before when I last felt as deliberated, elevated and (let me
say) “happy” as during the last year festival in Kisvarda. I enjoyed the productions
staged by Hungarian theatres outside Hungary, and I was impressed that any dra-
ma workshop seemed to be consistent to their special approaches. Self-identifi-
cation is the term that I would describe them with after the professional discus-
sions which proved to be great opportunities to talk sincerely with the companies
and the creators about the professional ups and downs. Hungarian theatres out-
side Hungary are organic parts of their countries’ (Romania, Slovakia, Serbia,
Ukraine) “majority” theatrical cultures, they pay attention to them, acknowledge
their efforts and regularly work together with Romanian, Serbian, Ukrainian and
Slovakian artists. Whatever the political situation is like in these countries, there
is co-operation in cultural life among theatres. And it should be like this since a
Hungarian living outside Hungary is born into two (or sometimes even three) cul-
tures, therefore is familiar with not only the majority’s language, but also knows
its habits and cultural values. These days most of the actors of theatres have be-
come relatively young adults since the changes in the political system and there
has been a healthy generational change in the managements of theatres as well.
Youthful spirit, open-mindedness, curiosity and willingness for co-operation is
palpable in the repertories of these theatres and networks. The Kisvarda Festival
attempts to be an arena, parade and meeting point for this extremely rich, con-
stantly renewing, dynamic world of theatres.
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[ similarly enjoy taking part in Romanian theatrical festivals. I regularly go
back to Bucharest for the national festival, unfortunately I can more rarely at-
tend other festivals such as the ones in Sibiu, Craiova and Timisoara. I have very
often had the impression in Romanian festivals that even the weaker produc-
tions are still professionally competent and the performances with concrete polit-
ical messages are unbiased. In my opinion cultural life in Romania is very sound,
the productions show our world and the most current issues in a very creative and
adequate way to our age. Although there maybe extreme values in politics or civ-
il life, however, the world of theatres come up with creations at a different lev-
el, at the intellectual level suiting the mentality of culture and defines itself, we
must say: in a very rewarding way. In the middle of the last century after the sec-
ond world war Romanian theatres started off from the same level as any oth-
er theatres in the neighbouring countries. The communist ideology based system
did not make a favourable impact on creativity in Romania, neither did it in any
other countries belonging to the Eastern bloc. In the middle of the 1950-s a dia-
logue was initiated among theatre people for the “retheatralisation” of theatres.
Liviu Ciulei published his essay with the title The Theatralisation of Stage-Setting in
the Teatrul (Theatre) periodical in 1956, in which he expressed his preference of
poetic-dramatic stage-setting instead of sticking to reality. At that time he was a
young actor, also architect, he started to work as a director in the theatre and be-
came famous throughout Europe. Ciulei and his contemporaries, directors in the-
atres and films were revolting against imitated naturalism and demanded that a
director should be creative, a style-setter and fond of experimenting. “The inten-
tion of creating everything leads straight to the limitations of the audience’s imag-
ination in the art of the theatre. The creative professional expertise mostly lies in
the ability of how by grabbing one element of the whole that one bears in mind
and while relying on the supplementary imagination of the audience he is able to
make allusions.” In a few years’ time under his direction the Bulandra Theatre
had become the most promising art theatre in Romania, with an excellent compa-
ny and directors (David Esrig, Lucian Pintilie, Radu Penciulescu). Ciulei regard-
ed it as relevant to renew the stage as well as the theatre halls in order to achieve
an even more intense relationship between the audience and the actors. Ow-
ing to his initiative, one of the stages at Bulandra Theatre was converted into a
space that could be adapted to each individual play. While Ciulei primarily took
responsibility for creating a perfect, almost a picture-like stage setting, David Es-
rig was rather interested in staging an intense and statuesque show, while Lucian
Pintilie attempted to combine the previous two methods in a very dynamic way
basing it on the requirement for theatrical truth. It was also typical of the gen-
erations of directors following them that they tended to take advantage of eve-
ry opportunity to undermine the complexity of potential expressions in a theatre,

! Liviu Ciulei: The retheatralisation of stage (Translated by Maria Albert) http://www.
jatekter.ro/?p=9558
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which may have resulted in continuous experi-
ments with expressive forms even within one di-
rector’s life.

It demonstrates the multiplicity of Romani-
an theatres that in every town that has a theatre,
festivals are organised mostly with foreign partic-
ipants. Several festivals had been held tradition-
ally even before the political system was changed
(eg. Romanian drama festival in Timisoara, stu-
dio theatre festival in Oradea), but most of them
were started later. The most prominent festival for
Romanian theatres, the ENT (Festivalul National
de Teatru-National Festival of Theatres) has been
organised for 25 years in Bucharest by UNITER
(Uniunea Teatrala din Romania, the Theater Un-  lon Caramitru, managing director of
ion of Romania), which was established in the first i(;atrﬁg|ra(lje!\i)it;gggg?saatiel\%g&c2%r1e ét
year of the new political system. Budapest (photo: Augustine Bucur)

The UNITER is so independent and profes-
sional that its members are not the institutions but the individuals who work for
theatres. This union is managed by Ion Caramitru, who is one of the most signif-

icant Romanian actors, performing artists and directors; he is responsible for the
complexity of its structure that covers every aspect of theatrical life, its whole op-
eration, and last but not least it is also his merit that it has become such a re-
spectable association that he also found a venue and sponsorship for. Currently
Caramitru acts as the director of the National Theatre. He has had the build-

ing of the Bukarest National Theatre renovated, as a result of which perhaps the
most enormous theatrical complex of Europe can be found at the heart of the Ro-
manian capital. The UNITER sets up a great gala event annually (which is broad-
cast by the main Romanian television channel) and presents the professional
awards of the year based on the opinions of a great number of well-reputed pro-
fessionals in an environment intentionally made to bear a comparison with the
Oscar award winning ceremony. It also refers to the complexity of Romanian the-
atres that besides the usual awards for the productions (best performance, direc-
tor, actor, designer) the most outstanding theatrical shows on radio and televi-
sion and the best critic of the year

are also acknowledged. Life achieve-
ments award, special awards, awards
for productions in circuses, children’s
theatres and puppet theatres are also
handed out. Awards are given for best
choreography, the composition of the-
atre music, or prominent achieve-
ments in the musical theatre. The best
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drama of the year also receives an award. The nationwide festival has become a
real celebration of the best performances of the year without a jury and awards. In
the autumn of 2015, the director and editor of the 25 jubilee festival was Mari-
na Constantinescu, who invited more than as usual, altogether forty performanc-
es —including two representative foreign ones (one German and one Russian) to
the capital. She said the following about her task of picking the participant for the
festival: “Travelling around Romania to select productions for the ENT I had the
impression of experiencing the phantasmagoria of the country. It was lively and
motionless, European and provincial, modern and conservative at the same time.
I have seen a Romania that basically hardly anybody ever talks about. And very
few people are interested in what is happening there. I have rediscovered that the
way from reality to fiction that one may experience in a theatre is the sign of nor-
mality. This is the way to our real selves. Theatre is about what we live through
intensively and variably, about the country and the present moment of history.”
The greatest festival of theatres in Romania is undoubtedly the one held in
Sibiu, which was organised for the first time twenty-two years ago, then eight pro-
ductions were invited from three countries. By 2015 it had become a megafesti-
val representing all kinds of arts with the participation of seventy countries and
four hundred and twenty-six events at sixty-six locations. Constantin Chiriac, the
theatre and festival director, who also turned out to be an excellent manager, was
able to make even his boldest dreams come true. By today due to the internation-
al reputation of the festival eighty per cent of its budget is provided by interna-
tional co-operations and European Union funds. Productions by renown person-
alities of the world theatre (Eimuntas Nekrosius, Peter Stein, Lev Dogin, Krystian
Lupa, Declan Donellan, Oskaras Korsunovaras) can be seen here, furthermore,
world famous Romanian theatre
personalities stage shows in co-op-
eration with the local company of
Sibiu. Just to mention a few exam-
ples, Faust by Purcarete, the Meta-
morphoses, and quite recently Gul-
liver’s Travels were staged here and
these performances were crowned
with success all around the world
from England to Japan. The festi-
val in Sibiu features a wide range

J. W. Goethe: Faust, Radu Stanca National Theatre, of events (street theatres, dances,
Sibiu/Szeben, Romania, 2007, d: Silviu Purcarete
(photo: Paul Baila, source: tnrs.ro)

concerts, exhibitions, productions
staged by universities of acting, a fair
of shows) and I would also like to highlight professional conferences, reading the-
atres and book presentations. Even the first few festivals offered reading shows

at theatres, and the contemporary plays presented here were printed in bilingual
books. Later conference materials which were based on the presentations of se-
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rious experts were also printed
out, then since 2006 the festi-
val organisers have had a lot of
prominent foreign theatre books
translated and published in co-
operation with Romanian pub-
lishing houses.

The first piece of the series
was a book by the famous Rus-
sian critic Marina Davidova un-
der the title of The End of a The-
atre Epoch (Konyec tyeatralnoj
epohi), which examines the cur-
rent situation of the Russian
theatre. In 2015 two books — My
Paris (Parisul personal), which
is the second part of his autobi-
ographical essays, and another
book about the Japanese theatre
were published by George Banu,
the well-known critic and writer
in Paris; the dictionary for thea-
tres under the title of 1001 defi-
nitions of Theatre (Les 1001 défi-
nitions du Théatre) by French
playwright and director Olivi-
er Py as well as a bilingual book
(Sfarsitul regiei, inceputul creatiei
colective in teatrul european-The
End od Directing. The Beginning
of Theater-Making and Devising
in European Theatre) in which
essays and interviews can be
found about trends in alterna-
tive theatre-making in Romania
and Europe. A festival is always
organised around an important

Ovid: Metamorphoses, Radu Stanca National Theatre,
Sibiu/Szeben, 2009, d: Silviu Purcarete
(photo: Scott Eastman, source: tnrs.ro)

An adaptation of J. Swift's Gulliver, Radu Stanca
National Theatre, Sibiu/Szeben, 2012 (source: tnrs.ro)

W. Shakespeare: As You Like It, National Theatre, 2014,
d: Silviu Purcarete (photo: Zsolt E6ri Szabd)

and current topic, such as tolerance, aggression, cultural identity, creativity, en-

ergies, communities, crisis, dialogue, individualism in multiplicity. The festival in
2016 is advertised with the slogan Building Trust.

Our relationship with the Romanian theatre is regarded as very important. It
was a very special occasion for the company of the Budapest National Theatre
when it had an opportunity to co-operate with Silviu Purcireté and his excellent
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colleagues? and MITEM features
Romanian productions in its pro-
gramme every year. The Nation-
al Theatre Bucharest has been
invited twice to Budapest, during
the first festival they staged play
by the legendary Romanian play-
wright, Caragiale, while on the
second occasion Ion Caramitru

W. Shakespeare: Twelfth Night, or What you Will, in the role of Prospero was cel-
Tamasi Aron Theatre, St. Gheorge, Romania, 2015, s
ebrated by the enthusiastic au-

d: Laszl6 Bocsardi (photo: Zsolt Barabas, source: mitem.hu)

dience in Budapest. This year a
very exclusive production is invited, which was a coproduction of the Sibiu Thea-
tre Festival and the prestigious Edingbourg Festival in 2012, and ever since has be-
come sweeping success all around the world: Gulliver’s Travels. Silviu Purcarete’s
theatrical vision is the “grand version of grotesque”, “the pictures are very often
shocking, however, always memorable” — as the English critics noted it regards to
the tour of the production in England. The other Romanian performance in the
2016 MITEM is by Hungarian director, Lészlé Bocsardi, who is ranked among the
best directors by Romanian theatre experts, too. Bocsardi with his drama group
from Szepsiszentgyorgy (Sfanthu Gheorghe) had an overwhelming success when
they showed Moliere’s The Misanthrope to the Budapest audience. This year they
are staging a Shakespeare masterpiece, the Twelfth Night, after Hamlet, with a lei-
surely approach... Two years ago Bocsardi was awarded the best director by UNIT-
ER for staging Hamlet, at the same time the best production award went to Silviu
Purcirete’s production in Cluj-Napoca. It is quite obvious that in the Romanian
theatre the main propelling force is the liberty of creativity.

2 Silviu Purcirete directed As You Like It by Shaespeare in 2014 in the National The-
atre; with scenic designer Helmut Stiirmer, composer Vasile Sirli, customs designer
Dragos Buhagiar.

Edit Kulcsar: The Road from Reality to Stage Magic

A Close-up of Hungarian Theatres Outside Hungary and Theatres in Romania
In the present paper Edit Kulcsar, dramaturge at the Nemzeti Szinhaz (National Theatre),
expert on Romanian theatre as well as Hungarian-language theatres across the border,
gives an overview of the most important theatre festivals in Romania. She highlights
the significance of the intellectual fermentation which began at the end of the fifties,
due to which theatre (in the Romanian and Hungarian languages) in Romania reached
international standards after the end of the communist regime. Finally she sums up which
productions and professional programmes indicated the presence of this theatre culture
at the earlier two MITEMs and, also, who the invited guests are going to be at this year’s

festival: Silviu Purcirete and Gulliver’s Travels as well as L4szl6 Bocsardi and his staging of
Vizkereszt (Twelfth Night).

82



kultusz és kanon

BALOGH GEZA

Avantgard szinhaz
Kelet-Eurépaban

Lengyelorszag, 3. rész

Tadeusz Kantor és a Cricot 2

»2Minden eladdsom / A halott osztdly / a Wielopole, Wielopole / a Vesszenek a miivé-
szek! / és ez az utolsé / a Soha tébbé nem térek ide vissza /egytdl egyig / személyes val-
lomds™" — irja hazai és nemzetkdzi sikerei csticsan Tadeusz Kantor, a lengyel és az
eurdpai avantgard szinhiz egyik legjelent&sebb alkotdja a Megmenteni a feledéstél
cimi énvallomésaban, 1988 marciusaban. Az elemz8k szerencséjére sokat és szi-
vesen irt, {gy életmiivében konnyd eligazodni, tAmpontokat talalni. Legfeljebb a
béség zavarit kell gondos koriiltekintéssel lekiizdeni. O az Osszefoglaldja mindan-
nak, amit Mickiewicz, Stowacki, Krasifiski, Wyspiafiski és Leon Schiller megal-
modott, megteremtett, és & volt a lengyelek kozott az elss, akinek a vildgszinhaz
teljes jogd 4llampolgaraként sikeriilt bekeriilnie a nemzetkozi kézeudatba. Eletm-
vére nemcsak honfitirsai és mas orszagok megszallott polonistai probaljak felhivni
a figyelmet, hanem minden szinhézzal foglalkozo alkot6 és tudds szamara ugyanazt
jelenti, amit a nagy nemzeti kulttdrak barmelyikének kiemelkedd szinh4zteremt6i.
1915. 4prilis 6-4n sziiletett Marian Kantor-Mirski és Helena Berger masodik
gyermekeként, Lengyelorszag dél-keleti csiicskében, az ukran hatir mellett fekvd
Karpataljai vajdasagban, egy Wielopole Skrzyriskie nevii, akkor 700 lakost szaml4-

! Tadeusz Kantor: Haldlszinhdz. Bp., — Szeged, 1994. 225. Kirély Nina és Palfi Agnes for-

ditasa.

83



16 falucskaban. Wielopole torténelme
a 11. szazadig, Merész Boleszlav ko-
raig nyulik vissza. Sajatossaga, hogy
mar 1641-t8l kezdtek ide betelepiil-
ni zsid6k, akik hamarosan zsinagégat
is épitettek. ,, Wielopole Skrzyriskie

— a f6utca egyik oldalan a katolikus
templom, a plébania, a keresztény te-
metd, a masikon a zsinagdga, a zsi-
dé temetd meg a zsidok keskeny sika-

Wielopole fétere 1910-ben, a kép bal oldalan alul: torainak sora hizédott. A két oldal
Stanistaw Berger, Helena és Marian Kantor békés szimbidzisban élt egymassal”™
(forréas: culturehub.co) . . .
— emlékezik egyik nyilatkozatdban
Kantor. A katolikus plébania volt a gyerekszob4ja, ahol kordbban anyja is gye-
rekeskedett 6zvegy édesanyjaval, mikor annak féltestvére, a wielopolei plébanos
(késbb esperes) befogadta Sket. A helyhez illéen a gyerekeket, Tadeuszt és névé-
rét mélyen vallasos, katolikus szellemben nevelték, de 8k a purimot, a pészichot,
a jom kipurt és a hanukét épp olyan természetességgel egyiitt tartottik pajtasaik-
kal, mint a katolikus szentek tinnepeit. (Ez a kettds hatis késébb gyakran visszatér
Kantor mtveinek jelképrendszerében.)

Apjat csak fényképrdl ismeri. Marian Kantor az elsd vilaghaboru kitorésekor
bevonul katonanak, a Pilsudski-légiéban’® harcol. A habord utdn nem tér visz-
sza Wielopoléba, Szilézidba koltozik, Gj csaladot alapit. Részt vesz a sziléziai felke-
lésekben?, kereszténydemokrata politikus, lapszerkesztd. A német megszallas alatt
az ellenéll4si mozgalomban harcol.

A nagybécsi halala utin, 1921-ben Helena Kantor a gyerekekkel elhagy-
ja a parokiat és a szomszédos vajdasigba, Bem sziil¢varosiba, Tarnéwba kolto-
zik. Tadeusz itt kezdi meg tanulményait a tanitoképzé gyakorlé elemi iskolajéban.
1925-t8] gimnaziumi tanuld. Még érettségi elStt baratsagot kot Julian Smietana
plébanossal, aki megkéri, hogy készitsen néhany szentképet a plébaniatemplom
szdmdara. Ez az elsd komoly megbizatis az egyre eltdkéltebben festének késziils ifja
életében.

2 Idézi a 2013 novemberében Tadeusy Kantor és Wielopole Skrzynskie cimmel a miivész

egykori mttermében, a Sienna utca 7/5-ben megrendezett krakkoi emlékkiallitas kata-
l6gusa.
3 Jozef Pitsudzki (1867-1935) lengyel marsall. 1892-t8l a Szocialista Pért jobbszarnyanak
egyik vezéralakja, majd vezet&je. Légidja 1914—16-ban Németorszag oldaldn részt vesz
az Oroszorszag elleni hadjaratokban. 1918-ban fontos szerepet jatszik Lengyelorszag
fiiggetlenné valasaban. 1918 és 1922 kozott a Masodik Lengyel Koztarsasag elsd dllam-
f6je és a hadsereg féparancsnoka. 1923-ban visszavonul, majd 1926-tdl halal4ig had-
igyminiszter, 1926—28-ban és 1930-ban egyidejtileg miniszterelndk.
A versailles-i békeszerz&dés értelmében a népszdvetségi tanacs felosztotta Szilézi-
at Csehszlovakia és Lengyelorszag kozott. Ennek hatdsara harom felkelés tort ki:
1919-ben, 1920 augusztusaban és 1921 m4juséban.
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1934 szeptemberében felveszik a krakkoi Képzdmiivészeti Akadémidra,
Wihadystaw Jarocki’® fest8 osztalydba. Az elsd harom tanévet — sajat vallomasa sze-
rint — ,ellustult kozdmbosségben” élte le®. A két utolsé évben azonban Karol
Frycz’ novendékeként (j vilag tarul fel elStte. ,,Alig négyen voltunk tanitvanyok
— frja. — Azt csindlhattunk, amihez éppen kedviink volt, festhettiink véaszonra, pa-
pirra, falra, tervezhettiink, vagy csindlhattunk maketteket. Karol Frycz id6nként
beesett hozzank, és ilyenkor rendszerint egzotikus utazasairdl, életérdl mesélt. Ga-
lans stilusa és hibatlan humorérzéke zsenialitast kolesonzott neki. Ez id8 téjt készi-
tettem valamit a sajét feleldsségemre.” O hivia fel a figyelmét Wyspiariski sokira-
nya tevékenységére.

Még f8iskolas, amikor sor keriil elsé szinhazi produkciéjara. A Képzémiivésze-
ti Akadémia didkklubjaban egyetlen alkalommal eljatsszak Maeterlinck Tintagiles
haldla cimi babjatékat. A huszonhdrom éves fiatalember darabvalasztésa a teljes
életm ismeretében megdtbbentd. A kiilonds darab-
ban — legal4bbis csirdjaban — minden benne van, amit
Kantor ki akar majd fejezni szinh4zaban. Még az is,
ami a maga teljességében csak palyaja utolsé szaka-
szara lesz jellemzd. Benne van a dramaisag tagadésa,
a sors kifejezése, amely majd csak a halalban nyer vég-
s6 értelmet. A halal, mint mozgatderd, csontvizakra
emlékeztetd marionettfigurdkban 6lt testet. A nagy-
mérett figurdk mozgatdi lathatok. A babu, a proba-
baba, a ,mancken” a legfontosabb alkotéeleme lesz

Kantor szinhazanak, annak ellenére, hogy életmiivé-

NI Fryderyk Pautsch: Karol Frycz,
nek egyetlen elemzdje sem tekinti babszinhdznak azt, payszteﬂ’ karton, 1902, V

ami legfontosabb produkciéiban megjelenik. Hogy magantulajdon (forras: pinako-

teka.zascianek.pl)

1938-ban mégis a Nobel-dijas belga kolts egyik bab-
jatékat allitja szinpadra, azt egy kovetkezetesen el-
tokélt pélya elsd dllomasdnak kell tekinteniink. Meglepd, ahogy kommentalja az
eseményt: ,... mit lehet kezdeni Maeterlinck kis dramacskdinak NAGY TITKAI-
VAL, melyektd] nem valt meg, avagy WYSPIANSKI tr vardzsaval, a WAWEL-
LEL, a BRONOWICEI HAZIKOVAL, vagy Kafka padlasanak egyre névekvé fé-
lelmével? [...] A belsd kétségek és konfliktusok pedig hamarosan szdrnytiséges

5 Whadystaw Jarocki (1879-1965) festd, grafikus, 1921 és 1939 kozott a krakkoi Képzs-
miivészeti Akadémia tanira. A tajképfestészet irdnti vonzalma mellett szimos mive a
hucul népszokasokat és pasztorfaragasokat orokiti meg.

¢ In: Haldlszinhdg, 23. Baba Krisztina forditasa.

Karol Frycz (1877-1963) diszlettervezd, rendezd, szinigazgatd, a 20. szazadi lengyel

szinpadi képzémiivészet kiemelkedd alakja. 1905-ben a Zold Léggdmbnél kezdte pa-

lygjat. O tervezte Wyspiafiski temetésekor a véros feldiszitését. 1913-t6l a Teatr Polski
munkatérsa. Hosszabb iddt toltott Afrikdban és a Tavol-Keleten. 1935-t8] a krakkoi

Stowacki Szinh4z igazgatéja. Szamos jelentds rendezés is fiz6dik a nevéhez.

8 Uo. 23.
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valaszt nyertek, ATALAKULTAK. Mert mindig igy van ez, és igy is kell lennie.”
Mint aki huszonhdrom évesen el6re megtervezte egész szinhazi életitjat.

Az eldadasbol csak Kantor tervei maradtak fenn. Otven évvel késdbb egy r6-
mai lapnak adott interjiban megismétli 1938-as frdsanak gondolatait elsd szinha-
zi kisérletérdl: ,Amikor 1937—38-ban szinpadra 4llitottam a Tintagiles haldldt, el-
kotelezett hive voltam az absztrakt miivészetnek, Malevicsnek, Mondriannak,
Kleenek, Gropius, Moholy-Nagy és Schlemmer tiszta formdinak. Konstruktivista
lettem, de megprébéltam elhelyezni magamban Maeterlinck kis draméinak titkait,
a kiatkozott szimbolizmust, Kafka nyugtalansagat. Azon toprengtem, mit keresek
én a kriptak kozott, ahol a lengyel kirdlyok pihennek, vagy a szeméttel teli udva-
ron, ahol Bruno Schulz!® kéltészete nyugszik.”!!

A német megszallas alatt szobafestésbdl tartja fenn magat. 1939-ben zarévizs-
gat tesz Frycznél, majd Wielopole kérnyékén bujkal. Itt szerez tudomast arrdl,
hogy apjat antifasiszta tevékenysége miatt Auschwitzba hurcoltdk. Hamarosan
a halalhire is eljut hozza. Kézben 1940-ben Krakkdéban illegilis mtivészcsopor-
tot szervez festd- és iré-barataival. A tarsasdg néhany honap utan szinhézz4 ala-
kul. A Fiiggetlen Szinh4z (Teatr Niezaleiny) prébai jorészt késébbi elss felesége,
Ewa Jurkiewicz'? lak4san folynak. Ugyanitt kertil sor az elsd zartkord eléadésra,
Jean Cocteau Orfeusy cimt draméjanak bemutatdjara 1942-ben.” Az egyfelvona-
sos tragédia is az életrdl és a halalrél sz6l, mint a koltd altal késébb készitett két
filmvéltozat'* és mint a Tintagiles haldla, meg Kantor valamennyi mtve. A mtivész
harca a démonokkal, az &énimadattal és lekiizdhetetlen vagya a halhatatlansag-
ra — ezek mar Cocteau 1927-ben megfogalmazott, folyton vissza-visszatérs gondo-
latai, amelyek a habort és a fenyegetettség idején kiilonds aktualitassal kelhettek
életre a megszallt Krakkdban.

A kovetkezd évben Slowacki Balladyndjat jatsszak. A cimszerepld nem jelenik
meg a szinen, egy guillotine-ra emlékeztetd meghatarozatlan plasztikai elem abrazolja.

% Tadeusz Kantor: Marionett Szinhdz. In: Haldlszinhdz, 127. Kalman Judit fordit4sa.

Bruno Schulz (1892-1942) a lengyel préza abszurd vonulatdnak kiemelkedd képvise-

18je. Mindossze kétkotetnyi elbeszélése maradt rank, a Fahajas boltok (Sklepy cynamo-

nowe, 1934) és a Szanatérium a homokdrdhoz (Sanatorium pod klepsydra, 1937). Mtvei

sok vonatozdsban Kafkéra utalnak, akinek elsé lengyel forditéja volt. A német meg-

szall4s idején gettdba zartak, és egy gestapds a nyilt utcan agyonlétte.

Orszdgomat egy kis szeretetért. Rita Salo interjija az Il Messaggero di Roma 1987. jinius

19-i szamaban.

Ewa Jurkiewicz (Krakowska, 1922-2011) fest6mtivész. A német megszallas idején a

Kunstgewerbeschuléban kezdi festsi tanulmanyait, majd a habort utdn a krakkéi Kép-

z8miivészeti Akadémian folytatja. A Teatr Niezalezny és a Cricot 2 4llandé kdzremd-

kodsje. 1945-ben Kantor felesége lesz. 1946-ban lanyuk sziiletik. 2009-ben forrasérté-

ki konyve jelenik meg Vdzlatok emlékezetbdl (Szkice z pamigci) cimmel a habora alatti

id6krdl és Kantor szinhazardl.

Egyes forrasok szerint Cocteau miivének bemutatdja késdbb, 1944-ben volt.

4 Orfeusz (Orphée, 1949), Orfeusz végrendelete (Le testament d’Orphée, 1960). Irta és
rendezte: Jean Cocteau (1889-1963).
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A hangja hangszérén at szol. A tobbi sze-
repld is hasonléan merész transzformacids
elvek szerint ttnik fel a radikélisan extra-
vagans eléadasban. A lakéasszinhéz sziikos
lehetSségeibdl most is erényt formél a ren-
dez6: elkeriil minden szinpadiassagot, hi-
szen nincs is szinpad. Az események a né-
28k koriil zajlanak. A ruhék, a targyak és a
mozgisok hatarozzak meg az el6adas stilu-
sat. Nem ,szegény” szinh4z abban az érte-
lemben, ahogy majd Grotowski hasznélja a
fogalmat, inkabb Biatoszewski el6hirncke.
Csak Kantornél nem a szd, a hangzok sora
teremti meg a sziirrealista valosagot, ha-

B e j ) Juliusz Stowacki: Balladyna, Figgetlen Szinhaz
nem a targyak kiilonossége. Az objet trouvé  (Teatr Niezalezny), Krakko, 1943,

r: Tadeusz Kantor, prébakép, balra a rendezé
(foto: Witold Witalinski,
korai szinhézi munkait legerSteljesebben forras: encyklopediateatru.pl)

Marcel Duchamp?® ihlette.

A Fiiggetlen Szinhédz harmadik és egyben utolsé premierje Wyspiariski Odiisz-
szeusz visszatérése'® cim(i dramajanak szabad feldolgozasa. Wyspianiski persziflal-
ja a tréjai mondakdr ismert epizddjat. Nala Odiisszeusz a bolyongésaiba belefaradt
gyilkos, aki hazatérése utan Ithakdban sem talal feloldozast btineire. Az Gjabb gyil-
kossagok eldl végiil ngyilkossagba menekiil. A fejtetdre allitott torténetet Kantor
tovabb aktualizalja: az antik hés a korszak katondjaként a nemrég véget ért habo-
rabol tér haza. A nézét hol Kantor Auschwitzban elpusztult apjéra, hol Pitsudski-
ra, hol pedig egy Wehrmacht-tisztre emlékeztetheti. ,Kishittiség lenne Ulysses'”
hatalmas tragédiajat kartonoszlopok és rongyokkal imitalt tenger kozott eljatszani
— irja Kantor a prébanapléjaban. — A szinészeket egyszerti csomagokon, létrdkon
és székeken szandékozom elhelyezni, a kells pillanatokban megfosztva 8ket a jel-
mezektdl, lemondva esztétikai értékekrdl. Be akarom vezetni a véletlenszeriiséget,

és a ready made bizarr koltészete. Kantor

st a rendetlenséget, hogy a visszatérés maximélisan konkrét legyen. Ulysses vissza-
tér a szinpadra, és ott teremti meg a maga szamara Ithaka illizigjat.”'®

A habort utin el6szor a krakkéi Stary Teatr festdmiihelyének vezetdje lesz. Meg-
ismeri a ,hivatésos” szinhdz mindennapijait, és hamarosan sor kertil els tervezései-

Marcel Duchamp (1887-1968) francia fests, a dada mozgalom egyik megteremtd-

je. 1913-ban New Yorkban nagy felttinést keltett A lépcsén lemend akt cimii képével,
amely a kubista alapformékra egyszerisitett mozgé test kiilonbozs fazisait brazolja egy
idben. Gydrilag késziilt hasznalati targyaival, objet trouvéival és ready made-jeivel a

”_n

miivészethez fliz6d6 hagyomanyos elképzeléseket ginyolta ki.
16 Powr6t Odysa (1907)
Kantor hol a gordg Odiisszeusz, hol a latin Ulysses névvaltozatot hasznalja feljegyzései-
ben.
In: Haldlszinhdz, 135. Kiraly Nina és Heltai Gyongyi forditasa.
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re is Krakko szinhazaiban (Czyzewski'
A faun, Natkowska®: A hazatérés nap-
ja, Karczewska®!: Eles tekintetek, Wirs-
ki?%: A tdbornok wvisszatérése). A darabok
tobbsége egyeldre rutinfeladat. Mun-
ka kdzben meg lehet tanulni, hogyan
jonnek létre a hagyomanyos készinhi-
zi el6adasok, hogyan késziilnek a disz-
letek az asztalos- és festémiihelyekben,

hogyan valdsul meg egy-egy jelmezterv

Stanistaw Wyspianski: OdUsszeusz visszatérése, az anyagbeszerzék, szabdk, varrénsk
Stary Teatr Studioja, 1945, tervezd, rendezé: . o1, e
Tadeusz Kantor (forras: encyklopediateatru.pl) kozremiikodésével. A kiilonssebb fan-

tazidt nem igényld helyszinek és ruhak
utan azonban hamar lehetdsége lesz felhivni magara a figyelmet. Mar 1945/46-ban igé-
retes feladatok jelzik Kantor tervezéi fejlédésének elsd allomasat: Szaniawski Két szin-
hdz cim( vigjatéka, amely egyike a habort uténi lengyel szinhaz (j fejezetét jelz6 m-
veknek, a valésagot szembesiti a tudatalatti szimbolumok vildganak koltSiségével. Az
elsé felvonas 1939 szeptembere elétt jatszodik, amelyben egy hagyoményos szinhaz
igazgatéja hallani sem akar a modernista térekvésekrdl, a latomasos-metaforikus mii-
vészetrdl. A masodik felvonas a ,,szinhdz a szinhazban” elvei alapjan valéjaban két egy-
felvonasos, a haborta utén jatsz6dé harmadik felvonésban pedig az j igazgat6 a hdbora
tragikus élményei hatasira mar elszakad a valésagot utanzo tradicioktél. Az dsbemuta-
tot Irena Grywiriska® rendezi, a diszleteket és jelmezeket Kantor tervezi.

Palyaja szempontjabdl ezt az eseményt sem érdemes persze talértékelni. Annyit
azért megjegyezhetiink, hogy a hagyoményos és a modern szinhaz ellentmondésait
okosan és biztos szakértelemmel fricskazgaté komédia orszdgos esemény a béke
elsd évében, és szamos tapasztalatot hoz az expresszionista deformaci6 lehet8ségét
bétran kiaknazé mivész szamara. Ugyanez mondhat6 el a Cid feljitasarol, ame-
lyet a Stary (] igazgatdja, Jerzy Bujaniski** rendez. Kantor szinpadképe és fennma-
radt hat jelmezterve egyfajta hiivos tdvolsagtartést fejez ki, ami tokéletesen megfe-
lel a fordit6-atdolgozd Wyspianiski szellemének.

Fontosabb azonban, hogy a szinh4dz mellett mikdd stadidban feltjithatja az
Odiisszeusz visszatérését, a Rotunddban pedig megrendezheti és megtervezheti Jo-

¥ Tytus Czyzewski (1885-1945) koltd, fests, dramaird. Rajztanarként kezdte palyajat,
majd kiilonbdz8 irodalmi és képzdmiivészeti folydiratok munkatérsa.

0 Zofia Natkowska (1884-1954) koltd, regény- és dramaird. 1906-ban jelentkezett Asz-
szonyok (Kobiety) cimii regényével. A két habord kozott idészakban irja A hatdr (Gra-
nica) cimi mdvét. 1945 utan tobb dramajat jatszottak.

1 Wanda Karczewska (1913-1995) kolts, novellista, mitforditd, dramafrd, szinhazi kritikus.

22 Juliusz Wirski (1893-1960) kolts, dramaird

B Irena Grywiriska (1905-1969) szinésznd, rendezd, szinhazigazgato.

2 Jerzy Ronald Bujariski (1904-1986) szinész, rendezd, 1945 utan a Stary Teatr elsd igaz-
gatdja. Doktori disszertacidjat Wyspianskirdl frta.
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zef Czechowicz?® A méltatlan és a méltok?® cimi groteszk misztériumét az iré emlé-
kére késziil¢ mtsorban.

1946-ban a frissen kinevezett igazgatd, Leon Schiller L6dzba hivja a Lengyel
Hadsereg Szinhazahoz. Kapcsolatuk révid élettinek bizonyul. Kantor, aki a har-
mincas években rajongé didkként nézte a kival6 rendez6 elGadasait, a Julius Cae-
sart, A vihart, az Osoket és masokat, radébben, hogy kamaszkori eszményképe fel-
adta hajdani modernista elveit. Craig, Wyspiariski és az expresszionizmus egykori
hive belestippedt a naturalista szinhaz elavult eszkoztaraba. Kenyértorésre még-
sem keriil sor, és ez annak koszonhetd, hogy Kantor féléves dszténdijat kap Pa-
rizsba. [gy néhany hoénap utan végleg megszakad kapcsolata a t6dzi szinhazzal és
Schillerrel. A palyakezds évekbdl Karol Frycz akadémiai miikddésén kiviil csak
Andrzej Pronaszko hatdsa marad meghatarozo a szamaéra.

Pronaszko az 1945/46-0s szezonban a Stary Teatr m{ivészeti vezetSje és a sti-
di6 irdnyit6ja. Kantor boldogan vallalja a tovabbtanulast a kival6 és magas szin-
vonalon miikédd szellemi mithelyben. Mestere befolydsa még a késébbi években
is nyilvanval6 a sajat egyéniségét keres Kantor tervezdi munkaiban (Calderon:
A zalameai biré, 1951, Henri Becque?’: A hollék, 1952, Lesage: Turcaret, Musset:
A szerelem nem jdték?®, 1953).

A parizsi 6sztondij kiilonleges élményeket hoz. ElSszor jar kiilfoldon és mind-
jart a mivészetek févarosaban. Folyamatosan rajzol, fest, vazlatokat készit és jegy-
zetel. Az Odéon és a Boulevard Saint-Michel kézelében lakik, falja az élménye-
ket. Nemcsak a Louvre csodait, de a Jeu de Paume impresszionistdit, a bal part
galéridit, a jobb parton pedig Denise Renét?, a Maeght Galériat® és a tobbieket is
folyamatosan latogatja. Aztan talal egy kiilonlegességet, amelynek hataséara kiad-
ja a jelszot Gnmaga szdmdra: besziintetni a galéridk latogatasat! Felfedezi ugyanis a
Palais des Découvertes-et, amelyrdl tirddakat zeng Gtinaplojaban. Mi a Palais des
Découvertes! ,Hirtelen felhalmozdsa mindannak, amit a SZEM — ez az impresz-
szionistak altal annyira dics6itett emberi szerv, mely kivételes jogot kdvetelt ma-
ganak a festészetben, s altalaban a vilig megismerésében — képtelen volt meglAt-
ni.”’! Ebben a természettudomanyi mizeumban egy 4j vilag tarul ki a szeme el6tt,
amely a tovabbiakban déntd hatissal lesz festészetére: a sejtek, gének, molekulak,
szerkezetek infernéja. Ugy érzi, mintha szemétkupacokat latna. A mikroszképban

5 Jézef Czechowicz (1903-1939) kolts, miforditd, az un. ,masodik lengyel avantgard”

képviseldje. Falusi tanito volt, de egészségi okokbdl abba kellett hagynia a tanitast. Ez-
utan szerkesztéségekben dolgozott. Egy bombatdmadas alkalméval vesztette életét
Lublinban.

Niegodzien i godni, 1933.

2 Henry Frangois Becque (1837-1899): Les corbeaux (1892)

B On ne badine pas avec 'amour (1834)

2 Denise René (1913-2012) az op artra és a kinetikus mtivészetekre szakosodott galéridja
Aimé Maeght (1906-1981) feleségével, Marguerite-tel alapitott egyik galéridja a Rue
du Bac 42-ben.

Haldlszinhdz, 32. Kiraly Nina és Heltai Gyongyi fordit4sa.

26

30

31

89



rejtézkdds univerzumtdl mar csak egy 1épés az egész festdi és szinhazi vilagképét

tGjrafogalmazé emballage-ig, az elrejtés, a becsomagolés korszakaig. ,,A csomagolas
miivelete a megdrzés, az izolalds, a tilélés, a tovabbadas nagyon is emberi sziikség-

letét és szenvedélyét, az ismeretlen titok {zét rejti magaban — irja. — Ennek a mind
bonyolultabb cereménidnak minden esélye megvan, hogy érdek nélkiili, mi tdbb,

gyakran rogeszmés folyamatta valjék.

Ocska taskak, spargaval 4tkotozott csomagok, boritékok, szatyrok, hatizsé-
kok — a targyak hierarchifjanak e kezdettdl fogva szemétdombra itélt legmélyebb
»bugyrai« megsemmisiilésiik kiiszobén, utolsé6 felvillanasként kinyilvanitjak auto-

ném targyi létiiket. Ennek semmi kdze a pop arthoz, amely szdméra a csomagolas

.
Tadeusz Kantor,

Katowice, 1955 (forras:
dziennikzachodni.pl)

csak iparosi megszallottsag és balvanyteremtés volt.”?

A parizsi élmények feldolgozasanak nem kedvez
az otthon egyre inkdbb megvaltozé légkér, a szocialis-
ta realizmus fokoz6do térhéditasa. Barataival 1948-ban
még megszervezi a Modern Mivészek krakkai kiallita-
sat, amelyen metaforikus képeibSl mutat be néhanyat.
Ugyanez év Gszén kinevezik a krakkoi Képzdmiivésze-
ti Akadémia tanarava, de egy évvel késébb elbocsijtjak.
Ezutén egészen 1955-ig nem éllit ki, a nyilvdnosséag elStt
csak szinh4zi terveivel szerepel. Ezek koziil figyelmet ér-
demel az opolei szinh4z szdméra, Krystyna Skuszanka?’
rendezéséhez készitett tervezi munkaja Shakespeare
Szeget szeggeljéhez, amely kénnyedségével, puritan cél-
szerliségével mar Kantor sajat arculatdnak kialakula-
sat jelzi. Ez még olyan kényszer-feladatokra is elmond-
hat6, mint Trenyov Ljubov Jarovajdja, amelyet a poznani

szinhdz meghivéasara készit; a legkevésbé sem koveti az iré naturalizmusba fulladé

dramaisagat, inkabb a torténet monumentlis erejét probalja hangstlyozni a jaték-
térben (1954). Nazim Hikmet** Legenda a szerelemrél cimii szinmtive Kantor terve-
zésében (1955) nem a keleti mesevildg kozhelyeit ragadja meg, hanem a modern
festészet jatékos stilizalasat kinalja a rendezének. Roman Brandstaetter®® Koper-

nikusza a krakkéi Teatr Poezjiben szintén puritan jatékterével érdemel figyelmet.
Tobbi kdszinhazi terveit is a visszafogottsig, a puritdnsig és a metafora ereje jel-

3t Haldlszinhdz, 60. Kalman Judit forditésa.

33

Krystyna Skuszanka (1924-2011) Leon Schiller tanitvanya, az 6tvenes évektdl a len-

gyel szinhaz kiemelkedd alakja. El8bb az opolei, majd a Nowa Huta-i Népszinh4z igaz-
gatdja férjével, Jerzy Krasowskival (1925-2008). Igazgattik a varséi (1963—64) és a
wroctawi Teatr Polskit (1965-1972). 1990-ig a Nemzeti Szinh4zat vezették.

3% Nazim Hikmet (1901-1963). Az 6tvenes években Kelet-Eurépa szinh4zai elSszeretet-
tel tizték mdsorra a hazdjaban huszonét évi bortdnre {télt és a Szovjetunidba emigralt
szabadsagharcos térok {r6 darabjait.

3 Roman Brandstaetter (1908-1987) kolts, dramaird, Shakespeare-fordit6. Tobbnyire
torténelmi és vallasos tém4ja darabokat frt.
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lemzi (Szent Johanna, Hamlet, 1956,
Anouilh: Antigoné, 1957). A sorbdl
kiemelkedik Lorca A csoddlatos var-
gdnéja, amelynek nemcsak a disz-
let- és jelmeztervezdje, de a rende-
z8je is. Wojciech Krakowski*® ezt
irja az el6adasrél: ,,A csupasz szin-
pad csak nagyon j6 rendezSknek és
nagyon j6 szinészeknek valé. [...]
Megdobbentd, hogy amikor a terve-
z8 egyben j6 rendezd is, és sajat ren-

Jean Anouilh: Antigoné, Stary Teatr, Krakko, 1957,
dezéséhez tervez diszletet, mennyire  tervezd: Tadeusz Kantor (forras: cyfrowemuzeum stary.pl)

képes takarékoskodni a jatéktérrel.
Példaként hozhatjuk fel a stalinogrédi®*’ szinhaz A csoddlatos vargdnéjat. A rende-
z8, Tadeusz Kantor mindossze néhany asztalt, széket és 1épcsdt biztositott a sziné-

szeinek. Ennyi elég volt a tervezének és a rendezének a szinpadi tér dbrazolasihoz,
a szinészeknek pedig az atmoszféra megteremtéséhez.”*

»A csoddlatos vargdné a koltdi metafora szinhaza volt — emlékezik egy masik
szemtan, Zenobiusz Strzelecki. — Harom zsalugater utalt Spanyolorszagra, a Varga
porodlyének fantasztikus alakja meg a fehér keszty(je pedig arrdl drulkodott, hogy itt
sz6 sincs munkardl, amitdl koszos lesz az ember keze. Itt a kdzonségesség és a fanti-
zia csap Ossze egymassal a koltészet sikjan. Lorcanak is ez volt a szandéka.”’

Ko6zben 1955-ben barataival és csaladtagjaival létrehozza és kiteljesiti sajat kor-
szakos jelent8ségi szinhazat, amelynek megalapozasat még a német megszallas alatt
kezdte el. Ez most mar igazi szinh4z. Egyenes folytatdsa a Balladyndnak és az Odiisz-
szeusz visszatérésének, de még a Tintagiles haldldnak és az Orfeusznak is. Allandé he-
lyiségiik még mindig nincs, nem is jatszanak rendszeresen, csak amikor elkésziilnek
egy-egy el6adéssal. De van éllandé tarsulatuk és van neviik. Persze hagyomanyos ér-
telemben nem hivatésos szinh4z. Akkoriban gy mondtak: fél-hivatdsos. Ma inké4bb
alternativnak mondanank, ha nem hangzana anakronisztikusan.

Ugy hiviék, hogy Cricot 2. Az elnevezés a cirkusz sz6 anagramméja: azt je-
lenti: ez cirkusz. Lengyeliil: to cirk. De utalds ez a harmincas évek azonos nevi
avantgard krakkoi szinhézara is,* melynek tagjai koziil tobben részt vesznek a

% Wojciech Krakowski (1927-1991) diszlet- és jelmeztervezd, szakiro.

37 Katowice neve 1953 és 1956 kozott.

38 Wojciech Krakowski: O aktualnych problemach scenografii (A diszlettervezés idGszer(

problémairdl). Teatr, 1956. 15-16. szam.

Zenobiusz Strzelecki: Polska plastyka teatralna (A lengyel szinpadi képzémtivészet), 1.

506.

% A Cricot 1933-t6l 1938-ig mtikodostt Krakkdban, majd 1938—39-ben Varséban. Ve-
zetGje Jozef Jarema (1900-1974) fest8miivész volt. Az avantgard véllalkozds misoran
szerepelt tobbek kozt a Pathelin mester, Witkiewicz Tintahal és Wyspianiski Felszabadu-
lds cimd mive.

39
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Cricot 2 el6adédsaiban. A térsulat alapit6 tagjai kozott van Kazimierz Mikulski*!
és Maria Jarema*.

Két évtizeden at szinte kizarolag Witkiewicz miiveit jatsszak. Programadé bemu-
tatéjuk a Tintahal®, amely mar a Cricot mtsoran is szerepelt, és amely politikai cse-
lekedetnek is tekinthetd, hiszen ekkor, 1956-ban keriil a habord utan el8szor ko-
z0nség elé a Tiszta Forma profétajanak mive. A Tiszta Forma a szinhdzban* cimd

" . esszéjében az {ré olyan szinhazat kivetel, amelyet
' nem szennyez be semmiféle tartalom. Ha ezt nem
is sikeriil tokéletesen megvaldsitania darabjaiban,
azért Artaud-val és Alfred Jarryval rokon elméle-
tét érvényesiteni tudja. Kantor darabvalasztasaban
nyilvan az is kozrejatszott, hogy olyan el6adassal ki-
vant bemutatkozni, amely Jézef Jarema mdsoran is
szerepelt. De azért is lehetett legaldbb ennyire fon-
tos a szimara ez az egyfelvondsos, mert valamifé-
le kiindulépontja Witkiewicz vildglatasanak. Siker-
telen muivészek, boldogtalan asszonyok vegetalnak
itt, hogy aztan alig megvaltozott alakban késéb-
bi miiveiben visszatérjenek. A rendezd korantsem

n 2

pepecsel a szerz$ altal megirt helyzetekkel, inkabb

S. . Witkiewicz: Tintahal, Cricot2,
1956, tervezte, rendezte: Tadeusz L, . .
Kantor, a Swiat folydirat cimlapja »a dramaval parhuzamos akcidkat” hoz létre; tSb-

(forras: mariaciesielska.blogspot.be)

bek kozott megjelenik az elsé ,emballage” is egy
gézbe bepdlyalt szinész miimiaszer alakjiban.

A kovetkezd bemutaté Mikulski Stiidié cimd pantomimje és Cirkusz cimi sziir-
realista etidsorozata 1957-ben. Ezutéan négy év sziinet kovetkezik, majd elkezdsdik a
Cricot 2 masodik korszaka, az ,informel szinh4z”, amelynek elsd stacidja Witkiewicz
Egy kis udvarhdzban®cim szinm(ivének premierje (1961). Az informel szinhaz az in-
formel festészet* elveire épiil. O maga fgy jellemzi az eldadas kozéppontjdban 4ll6

# Kazimierz Mikulski (1918-1998) fest6, grafikus, tervezd, a lengyel sziirrealista festészet
meghatarozo alakja. 1948-t6l 1979-ig a krakkdéi Groteska Béb- és Maszkszinhaz képzd-
miivészeti vezetSje. (A szinhz alapité igazgatdja a harmadik Jarema, Wiadystaw /1896-
1971/, az els6 Cricot tarsulatdnak oszlopos tagja.) Kantor kozeli baratja, mar a megszallas
alatt késziilt eldadsaiban is kdzremikodott. Mikulskinak készénhetem, hogy a hetvenes
évek kozepén személyesen megismerhettem Kantort és jelen lehettem néhany prébajan.

#  Maria Jarema (1908-1958) szobrész, festd, tervezd, Jézef és Wiadystaw Jarema hdaga,

a 20. sz4zadi lengyel képzémiivészet kiemelkedd alakja. Szinészi munkajan kiviil terve-
z8ként is részt vett a Cricot és a Cricot 2 el6adésainak létrehozaséban.

B Mgtwa, 1922

#  Cyysta Forma w teatrze, 1923

B W matym dworku, 1922-1925

% A 2. vilaghabort utan kialakult mozgalom, az amerikai action painting francia megfe-
lelSje, amely szakit a mtivészi alkotds formateremtd elvével, a be nem fejezett, nyitott
mii elméletét hirdeti, formava nem alakult anyagot, faktdrat mutat be, kizarva a miibdl
minden prekoncepciét és jelentést.
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képsort: ,Osszepréselt szinészek / a szekrény
sziik, abszurd terében, / 8sszevegyitve, Sssze-
keverve a holt targyakkal, / (zsdkok, tomérdek
zsak) / megnyomoritott egyéniséggel és mélto-
saggal tehetetleniil 16gnak / mint ruhdk a foga-
son, azonosulnak a stlyos zsakokkal.”¥

Ag 6riilt és az apdca®® el6adasa (1963) a
harmadik allomés, a ,zéré-szinhdz” elsé gya-
korlati megfogalmazdsa. A darabban zaj-
16 események valamennyi dsszefliggését nul-
lara redukalta. Ezzel azt kivanta bizonyitani,
hogy a miivészet nem ,felfelé”, a plusz tarto-
méany irdnyaba tart. Kantor minimélisra csok-
kentette a szereplk mozgasat és érzelmei-
nek kinyilvanitasit. A jatékteret egy abszurd

megsemmisitd szerkezet (egymdsra halmozott
osszecsukhat6 székek csoportja) egyre jobban Emberek vallfan. Tadeusz Kantor

dsszezsugoritotta. A szinészek megprébaltak tanulmanyrajza a ,Kis udvarhazban” cimdi
P . L. el6adashoz, papir, tus, akvarell, 1961,
ellenallni a felsébb hatalomnak, de végiil a Nemzeti Mzeum, Wroctaw (foto:

gépezet legy(ﬁzte Sket. A (teljességgel) auto- A. Podstawka, forras: wydarzenia.o.pl)

ném miivészi tevékenység (a szinhdzra gondolok) nem az élet szab4lyai és nor-
mai alapjan jon létre, és mar csak ez okbdl sem magyarizhaté az élet kategoridival,
azok pozitiv vagy negativ értékitéleteivel” — irja a zérd-szinhazrdl. — A »névekedés«
eszméje, amely a kezdeteknél az ember tragikus expanzidja, az emberi dimenzidk és
az emberi sors tillépésének heroikus igyekezete volt, az id6 mulasaval amolyan be-
mutatéva valt. [...] Az ellenkezd iranyba: »lefelé«, a normal életmdd / »alatti« te-
riiletek felé valé iranyulds — [...] ez az ILLUZIO SZETHULLASANAK folyama-
ta, és az egyetlen lehetdség arra, hogy a VALOSAGGAL érintkezziink.””

A Vizityiik™® el6adasat (1967) Kantor negyedik korszaknak, a ,torténések szin-
hézdnak” nevezi, amely az akkor divatba jott happening megfelelsje. Ocskapiacon
dsszeszedett kacatokbdl késziilt ,kinzégép” 4ll a tér kdzepén. A szinészek egy ré-
sze az ,0rok vandor” kellékeit cipeli, a néz8k kozt elvegyiilve jonnek-mennek, egy
igazi pincér igazi kavét szolgal fel. Itt jelennek meg el6szor a szerepldk bab-hason-
masai, a mandkenek, amelyek a késébbi produkciokban egyre fontosabb szerepet
toltenek be. Ezeket Kantor a ,legalacsonyabb rend( realitds” megtestesitésének,
késdbb ,,a halél tizenetének” és a szinész modelljének nevezi.

A Szdzszorszépek és piperkécok® (1973) a Cricot 2 6tddik korszaka, a ,lehetet-

z_N

len szinhaz”, amely egy kabatokkal, keménykalapokkal, rohamsisakokkal és zs4-

47 Haldlszinhdz, 142.

8 Wariat i zakonnica, 1923

¥ Haldlszinhdz, 146. Fejér Irén forditésa.
3 Kurka wodna, 1921

St Nadobnisie i koczkodany, 1922.
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kokba bijtatott kdpenyekkel zstfolt
ruhatdrban jatszodik.

1975-ben mutatjik be Kantor élet-
mivének legtobbet emlegetett, leg-
BVE 2 . . sikeresebb és talan legjelentésebb re-

EJE; #‘% -if::;?;";%'ﬁ N E mekmiivét, a Halott osztdlyt. Ezzel

e = A kezdetét veszi a szinhaz utolsé, hato-

' dik korszaka, amelynek 6t darabja a
miivész dnéletrajza és dnvallomésa. De
addig még létrejon néhany olyan eld-
ad4s is, amely nem a Cricot 2 program-
jahoz kapcsolodik. Ilyen 1966-ban az
Egy kis udvarhdzban mésodik véltozata,
amelyet Baden-Badenben rendez meg

Tadeusz Kantor: Szazszorszépek és piperk6cok A SZEkTéTl}’ cimmel. 1968-ban Taldlko-
a ruhatdrban, filctoll, akril, papir, 1972, zds az orrszarviwal cimmel happeninget
Kortars Képzémdvészeti MUzeum, Radom . . .

(fotd: Marek Gardulski, forras: szufi.pl) mutat be a nurnbergl Kunsthalléban.

1968-ban Krakkéban keriil sor egy mé-

sik happeningre az akkor tiz éve elhunyt Maria Jarema emlékére. 1972-ben egy fran-
cia egyiittessel, a Théatre 71-gyel megrendezi Witkiewicz Suszterek® cim( darabjat.

Kozben kiallit Stockholmban (1958), a périzsi Legendre Galéridban, a diissel-
dorfi Kunsthalléban, részt vesz A huszadik szdvad mitvészete cimi kiallitason Char-
leroix-ban és a kasseli Documenta 2 vilagkiéllitason (1959). Kiéllitasa nyilik New
Yorkban, Géteborgban. Részt vesz a XXX. Velencei Bienndlén (1960), kiallit Krak-
kéban (1963), Ziirichben, Lausanne-ban, Bochumban (1964). Szerepel a New
York-i D’Arcy Galéria lengyel festészeti seregszemléjén és a baden-badeni Kunst-
halle L’Art et Thédtre cimi killitasan. Happeninget készit Krakkéban Vidlasz-
tévonal>® cimmel (1965), Emballages cimen kiallitasa nyilik P4rizsban, Baselben
(1966), részt vesz a Sao Paold-i nemzetkdzi biennalén (1967), a niirnbergi Prinzip-
Collage cim(i kiallitason és szimpdziumon (1968), kiallit a varséi Foksal Galéria-
ban. Részt vesz a Galeries Pilotes lausanne-i és parizsi nemzetkozi kidllitdsan és a
Happening und Fluxus kolni vilagkiallitasan. Kiallit a krakkoéi Krzysztofory Galéria-
ban (1970) és a varséi Foksan Galéridban (1971). Ugyanitt Gjabb kiallitasa van
Minden egy hajszdlon fiigg cimmel (1973). Krakkéban és Varséban bemutatjak Em-
ber-rezervdtum cimi kiéllitasat. Lédzban, majd Stockholmban nagy retrospektiv
kiallitasra keriil sor Emballage-ok cimmel (1975). Osléban és Londonban (1976),
majd Amsterdamban, Niirnbergben, Erlagenben, Nancyban, az irdni Shirazban,
Belgradban, részt vesz a kasseli Documenta 6 vilagkiéllitason, a dublini Ross nem-
zetkdzi seregszemlén (1977), a mannheimi Lengyel miiwészet kiallitason, és kiallit a
rémai Palazzo dell’Esposizionéban (1978).

1 Szewcy, 1931-34.
> Linia podziatu
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1969-ben van a Cricot 2 elsé kiilfoldi turnéja. Réméaban, Modendban, Bo-
lognaban jatsszdk a Vizityrkot. 1971-ben részt vesznek a nancy-i Vilagszinha-
zi Fesztivalon. 1972-ben meghivast kapnak az edinburghi Mivészeti Fesztivalra.
1974-ben Périzsba, Réméaba, Nancyba, Shirazba, majd Essenbe utaznak. 1976-ban
Edinburghban, Cardiffban és Londonban, 1977-ben Amszterdamban, Niirnberg-
ben, Erlangenben, Nancyban, Shirazban, a belgradi BITEF-en, 1978-ban Firenzé-
ben, Mildndban, majd az ausztriliai Adelaide-ben és Sydneyben, késébb Ziirich-
ben és Genovéban, Caracasban, Berlinben, Stuttgartban, Mexiké tdbb varosaban,
Milanéban és Stockholmban jatsszak A halott osztdlyt.

Az dtvenes évek végétdl Gj tagokkal egésziil ki a tarsulat: Maria Stangrette
Zbigniew Gostomskival®, Roman Siwulakkal®®, a Janicki ikerparral®? és masokkal.

A , Halalszinh4az”-nak nevezett utolsé alkotéi korszak nem abban kiilénbo-
zik az eléz8ektdl, hogy a halél van az el¢addsok koézéppontjiban, hiszen ez a ko-
rdbbi mivekre épp dgy jellemzs. Az 1975-ben kezd8d4 szakasznak nem csupan

154’

formai jellemzdje, hogy ettdl kezdve Kantor személyesen is részt vesz minden
produkcioban. Fekete 6ltonyben, fehér ingben, sallal a nyakéban irdnyitja a ja-
tékot. Egy gesztussal, egy pillant4ssal. Sok rendezd titkos vagya, hogy karmes-
terként vezényelhesse az altala létrehozott jatékot. Hogy ne kelljen elszakadni
Gjsziilott gyermekétdl. Az dltalanos szinhazi gyakorlat a premier utdn csak meg-
beszéléseket, legjobb esetben javitoprobakat tesz lehetdvé, hogy a rendezd to-
vabb alakithassa a ,kész” produkciét. Kantor megvaldsitotta ezt a vagyat. Meg-
tehette, mert szinhiza 6ntdrvényt és sok masban is kiilénbézik minden egyéb
tedtralis formAci6tol. De hogy ez nem puszta kiildnckddés, vagy formai Stlet, az
akkor igazolédik be, ha egyik-masik el6adasat tobbszor megnézziik. Azt latjuk,
hogy az egyszeri, a megismételhetetlen a Cricot 2 egyik legizgalmasabb csodéja:
minden el6adéds mas, ahogy val6jdban persze soha egyetlen szinhazban sem l4t-
hatjuk kétszer ugyanazt. Az itt és most felerdsitett vardzsa lengi be Kantor utols6
ot szinhazi alkotasat.

A halott osztdly Witkiewicz Agydaganatovicsanak hatdséra jott létre, de a ren-
dezd eztttal a korabbi feldolgozasoknal is szabadabban kezeli kedvenc szerzgjé-
nek anyagat. ,Kantor htitlen lett Witkiewiczhez — jelenti ki Tadeusz Kudlifiski.
— Darabjainak problematikajat és poétikajat a sajat vizidira cserélte. Witkie-

% Maria Stangret (1929) festd, ir6, Kantor mésodik felesége. 1955-t8l a krakkéi Kép-
z8miivészeti Akadémia ndvendéke. 1956-t6] a Grupa Krakowska tagja. 1957-t6l vesz
részt a Cricot 2 el@ad4saiban. 1961-ben hézassagot kot Kantorral, ettdl kezdve Stang-
ret-Kantor néven miikddik. 1962-t8l rendszeresen jelentkezik frasaival is. 1994-ben
alapitvanyt hoz létre férje emlékére. A Tintahal kivételével a szinh4z valamennyi els-
adasiban jatszott.

5 Zbigniew Gostomski (1932) festd, grafikus, 1966-t6l a Cricot 2 szinésze.

¢ Roman Siwulak (1952) festd, grafikus, 1970-t8l a Cricot 2 tagja.

T Lestaw és Waclaw Janicki (1944) szinészek, tobbnyire filmszerepekben jatszottak, ko-
mikus parosokat alakitottak. El8szor a Vdlasztévonal cimt happeningben vettek részt,
majd rendszeresen felléptek a Cricot 2 szdmos el6ad4san.
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wicz abszurditisat az n-edik hatvidnyra emelte, amely ezzel Gj méreteket 51-
tott. A jozan észtdl elszakadva, kdvetkezményeivel és sajat logikajaval eljutott a
csticsra”.’

A halott osztdlyban Kantor egykori osztéalytarsai egyiitt tilnek Witkacy hdsei-
vel a kopott, régimddi iskolapadokban. Sotét Sltényds vénemberek a sir szélén,
vagy talan mar ,,odaatrol”. Egy takaritond Iép be, nének 6ltdzott férfi, a kezében
soprd és kasza. A haldl angyala. Egy régi Gjsagbdl cikket olvas fel az osztrak trén-
orokos meggyilkolasarol. Egy didk, a legvéznabb, akit annak idején biztos folyton
szekaltak a tobbiek, a habortban elesettek gyaszjelentéseit mutogatja. Aztén ki-
vonulnak, az osztilyterem elnéptelenedik. Amikor visszajonnek, a hatukon gye-
rekkori énjiikre emlékeztets babokat cipelnek. Ok az a bizonyos legalacsonyabb
rendd valosag, amely el nem mil6é emlékként itt van veliik halalukig. Egy pede-
raszta az osztrak himnuszt énekli. A Takaritoné-halél késébb bordélyhaz-tulajdo-
nossa avanzsil, a Pedellus is egyike a legalacsonyabb rendi alakoknak, benne van
a mult egész melankolija.

Az ablak rendkiviili targy, amely elvalasztja az él6ket az ismeretlen vilagtdl, a ha-
l4lesl. Ot all mogotte valaki, egy ndalak, egy fria, aki folyton kozdlni akar valamit.
A vécés bacsi, ahogy régen, most is maganyosan trénol az iskolai vizeldében. Szét-
tett labakkal, orden4ré médon iicsdrdg, és vitazik Istenével. A biciklis bacsi kép-
telen megvalni gyerekkora szanalmas, vacak jatékatol. Elindul vilaggs, de a vilag
mar csak egy tanterem. Es mér nem is & iil a biciklin, hanem egy keresztre feszitett,
halott kisgyerek. Egy titokzatos, holdkéros prostitualt bolyong a padok kozt, visz-
szataszité mozdulatokkal mutogatja a bajait. A bukott santa didk gyaszjelentése-
ket kézbesit, almaban a padhoz van kotdzve és a nyelvtan leckét memorizalja. Egy
nd mechanikus bolcsét tologat; a bolesd olyan, mint egy koporsd, két fagolyd zoérog-
csattog benne. Kiilonos, bédult dlomban lebeg az egész furcsa panoptikum. Mar
nem tudjuk, a babuk élnek-e és az emberek a halottak, vagy forditva. Ebben a halal-
tancban minden magyarazat lehetséges és minden magyarazat folosleges.

A bemutatéra a krakkéi Krzyszto-
fory Galéridban keriil sor. (Ez az utol-
s6 produkci6, amelynek a vilagpremier-
je Lengyelorszagban van.) Ut4na angliai
turnéra indulnak, majd fellépnek vele
Amszterdamban, Niirnbergben, Er-
langenben, a nancy-i Vilagszinhaz Fesz-
tivalon, a shirazi Miivészeti Vilagfeszti-
vélon, a belgradi BITEF-en a fesztival
nagydijaval tiintetik ki. Tobb vilagkorii-
li turnén vesznek részt az amerikai fold-

részen és Ausztralidban. Eurépa szdmos

A halott osztaly, 1975, Krzysztofory Galéria L, .
(foto: Maciej Sochor, forras: archiwum.wiz.pl) nagyvarosaban vendégszerepelnek.

58 Tadeusz Kudliniski: Vademecum teatromana (Egy manidkus szinh4zi kalauza), 305.
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A Wielopole, Wielopole bemutatéja Firen-
zében volt 1980-ban, néhany hénappal a Hol

van a tavalyi h6* cimd happening rémai pre- 'IEL"F"LE

mierje utdn. A varos meghivisara itt tartot-
tak a probikat is. Ez még szomoriibb, még WIEI.UPULE
megrenditSbb és még groteszkebb eladas, T. KANTOR

mint az el6z8. Ezek mar nem csupén egyetlen
ember emlékei; egy nemzet szenvedéstdrténe-
tének szaggatott vizidi peregnek le a szemiink
elétt. Az apa el8szor fényképként, késébb va-
legényként, frontkatonaként, majd hési ha-

lottként jelenik meg. Itt is minden a vissz4ja- TEATR

ra fordul, mint A halott osztdlyban, csak most cn‘cu‘li

a/z igazi ’\X/,wlc.)pol.e, e.gyko,rl. felh/otlen keresz/— , e T
tény-zsid6 szimbidzisa valik hatborzongat6va.

Az eskiivén halott a menyasszony, s a szertar- A Wielopole, Wielopole olaszorszagi

Gsbemutatodjanak plakatja
(forras: sklep.cricoteka.pl)

tast nem a plébanos, hanem egy pincér vég-
zi, ,ikdzben a pap tdncra perdil. A rabbi ve-
zényli a naci pribékeket. Mikdzben a zenekar
néman jatszik, felhangzik egy zsid6 bolcsédal,
amit a gazkamréba indul6 foglyok énekeltek
Auschwitzban. A mezitldbas Mosond szenve-
délyes operasriaként folytatja, kézben csatla-
kozik a haldlmenethez, és atvaltozik angyal-
14. A szinpadi forgatagban katondk ugralnak
fel a vonatra. Egy fényképész hatalmas, kere-
kes allvanyon gordiils, harmonikds fotoma-
sinaval idilli csoportképet készit réluk. Da-
guerre szerkenty(je hirtelen gépfegyverré
alakul 4t, és sortiizet zadit rajuk. A menyasz-
szony bab-hasonmasaval katonik labd4znak.
A zardjelenetben frakkos urak a Rékéczi-in-

dulé dallamara gyaszfatylat boritanak a tarsu-
latra. Ebben a nevetségesen iinnepélyes szer- A . fot6-géppuska” az eléadasban
tartisban a nyolcvanas évek ﬁrenzei’ rémai, (fotd: R. Martinis, forras: culturaitalia.it)
périzsi, londoni, madridi, New York-i, var-

s6i, gdaniski és krakkoéi nézéje egyszerre érzékelte a negyven évvel korabbi fasisz-
ta megszallas 1égkorét és az dtvenes évek kegyetlen koncepcids pereinek atmosz-
férdjat, a kommunista diktatdra latszat-humanumat és minden sotét szandékot

leplezni akaré hazugsagait.

59

Ou sont les Neiges d’ Antan? A lengyel valtozatot (Gdzie sq niegdysiejsze sniegi?) 1984
méjusdban mutattak be a varséi Klub Studenckiban.
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Kozben Gjabb turnék varnak rajuk. Szeptemberben a périzsi Pompidou Koz-
pontban, majd Barceloniban, Madridban, Genfben, Caglariban, Los Angelesben,
Gorodgorszagban és Izraelben jatsszak A halott osztdlyt és a Wielopole, Wielopolét.

A Vesszenek a miivészek! cime Kantor elmondésa szerint tgy keletkezett, hogy Pa-
rizsban egy galériatulajdonos hidba kérte a szomszédok engedélyét az tizlete megnyi-
tasahoz. Amikor azzal prébalta megnyerni Sket, hogy itt hires miivészek fognak kial-
litani, az egyik diihos laké felkialtott: ,Vesszenek a mtivészek!” Ebbdl sziiletett a cim,
majd az dtlet, hogy a krakkéi Maria-templom fSoltaranak alkotéja, Wit Stwosz® is je-
lenjen meg az elGadasban. Az & torténetében egy szog szerepel, amellyel a niirnbergiek
biintetésiil atsztrtak az okirat-hamisitassal vadolt éreg mester arcat. A torténet bizarr-
sagat fokozza, hogy a Cricot 2 el6adésat egy niirnbergi mecénis is timogatta.

Az el6adas kozepe tdjan tehat Wit Stwosz is felttinik. ,De egyaltalan nem 4ll
szandékunkban elmesélni élete torténetét — mondja egyik kommentarjaban Kan-
tor. — Vegyiik tgy, hogy Wit Stwosz »megtalaltatott«, mint egy »personnage trou-
vé«. / A talalt szonak itt mélyebb értelme van, mint els pillantésra tiinik. / A »ta-
lalt« targy a népi hiedelmekben s az &si kultirdkban a HALOTTAK vilagaval,

a »masik oldallal« érintkezik. / Megmagyarazhatatlan, céltalan, érdeknélkiili, /
szinte tiszta MUALKOTAS! / Esetiinkben Wit Stwosz személye nem volt el6re
betervezve, multbdl valé elhivésa egyaltalan nem fligg dssze élete vagy életmd-
vének nagyséaga iranti kiilonosebb érdeklédésiinkkel. / Magdtdl jelenik meg. Senki se
hivta. / Mondhatni: Wit Stwosz a TULVILAGROL jon.”!

Kantor eztttal nemcsak rendezd-karmestere az el6adasnak, de alteregéja ka-
tonakdpenyes kamaszként is felttinik a [6-csontvazon ,belovagol6” Pitsudski kisé-
retében, az el6adés végén pedig mint
haldokl6 aggasty4n 4gyban fekszik.
Fontos szerepe van a jatékban a tiik-
rozésnek, a megforditottsagnak, amely
Kantor magyarézata szerint a koltészet
titkos torvényeit képes feltarni. Ezt fe-
jezik ki a Janicki-testvérek, akik koziil
az egyik mindig elszenvedi, a masik pe-
dig a kiviilall6 szemszdgébdl kommen-
talja az eseményeket. A két szinész bo-
héctréfakat ad eld, a cirkusz haldlosan
komoly és rettentéen mulatsagos vila-

Vesszenek a muivészek! 1985, a Pitsudski gat csempészve bele a fajdalmas szitud-
bevonulasa jelenet (forras: culturehub.co) cidkba. A halal ezittal fekete fehér-

% Veit Stoss (lengyelesen Wit Stwosz, 1438 vagy 1445-1533) német szobrasz, festd, réz-

metsz8. 1477-ben Krakkdba koltozott, ahol a Maria-templom féoltaranak elkészitésére
kapott megbizist. A kelet-kdzép-eurdpai késd gotikus szobraszat kiemelkeds mestere.
Krakkoban tébb mas remekmtive is megtalalhaté. 1496-t6l Niirnbergben élt. 1503-ban
okirat-hamisitasi tigybe keveredett, amiért el kellett menekiilnie a varosbdl.

0 Haldlszinhdz, 204. Kiraly Nina és Heltai Gyoéngyi forditésa.
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nemdit viseld, csdbité szépasszony, aki
fekete zaszlot lenget a forradalom és
az anarchia diadalmas vezéreként. Az
semlékezet kliséiként” pedig kinzo-
szerszamok, sirkeresztek, ,,bio-objektu-
mokka” egyesiil$ félelmetes masinak
veszik koriil a szereplSket.

Az el6adast 1985-ben Niirnberg-
ben mutattik be, majd Mildndban, az
Avignoni Fesztivalon, a périzsi Oszi
Fesztivalon és New Yorkban jatszot-
tak. Csak a kovetkezd évben keriilt o

L. L. . Soha nem térek ide vissza, 1988, jelenetkép
sor a varséi és a krakkoi premierre. az elGadasbol (forras: e teatr pl)

A masik darab eredeti lengyel cime,
az Ide se jovik tobbé® is a véletlen mitive.
Valamelyik krakkéi hivatalnok megsér-
tette Kantort, mire & dithdsen kifakadt:
»lde se jovok tobbé!” Egy tjsagirond
meghallotta, és ezt mondta ra: milyen
j6 darabcim lenne! A hely, ahova tobbé
nem jon Kantor, az imadott Krakko lett
volna. Nem tartotta be dithds fogadko-
zését, de darabcimnek j6 lett. Es mar

nem csupan Krakkéra vonatkozott, de
dnmagira, a sajat helyzetére, és mind-

arra, amirdl az el6adas szdl.

Kantor monolégjéval kezdddik. Az esk(véi jelenet az el6adasbdl, Kantor mannekin-

Elsadssainak megszokott, 4llandd bi- Jéve[, Varso, 1990 (fotd: Aleksander Jatosinski,
forras: news.cricoteca.pl)

torai — egymasra rakott 6cska asztalok,

hokedlik, samlik — kozote il a félhomalyban, és hangszérdkon 4t halljuk a gondo-

latait: ,Mindjart belépek / a lepukkant és gyands / kocsméba. /Sokat iiltem itt / éj-

szakakon 4t. / Almatlanul. / Eljéttem a taldlkozéra, nem tudom, emberekkel, vagy

nézéimmel...”® Aztdn azon morfondiroz, hogy az emberbdl néha démoni erdk

tornek fel. Ilyenkor érkezik el a nagy miivek megalkotdsanak pillanata.

A szinészek szétrakjak az egymdésra pakolt asztalokat, és elkezdddik a torténet,
amibe az alkoté (Kantor, a Demiurgosz) mintha véletleniil cséppenne bele. Egy fe-
kete 14da van néla (hegedtitok? gyerekkoporsé?), és szembetalalkozik a korabbi els-
adasok szerepl@ivel. A tarsulat tagjai ujjonganak, szitkozddnak, kiilonféle indulatok
tornek ki beldlik: ,Jaj, itt van! Megjott végre! Nahat!” Hangszérobdl halljuk Kan-
tor (régebbi?) instrukcidit, majd részleteket olvas fel az Odiisszeusz visszatérésébsl.

2 Nigdy jug tu nie powréce, 1988

& https:www.youtube.com/watch?v=NjjFEP1PhDA
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Emlék-mozaikokbdl 4ll 8ssze az utolsé eladas, a Kantor 75. sziiletésnapjara ké-
szitett Ma van a sziletésnapom® is. Minden eddiginél szomordbb és megrenditébb
visszaemlékezés ez a régi meg az (ij habort borzalmaira, a ,boldog” békeidSkre, az
1917-es orosz forradalomra, a fasiszta megszéllasra, a zsid6iildozésre. A jaték a Kép-
zelet Szegény Szobéjdban kezdddik. Az dgyon a Szerzd drnyéka alszik, a f6ldon embe-
ri emballage-ok hevernek. Ures képkeretek kizott, az egyikben a Szerzé énarcképe,
a mdsikban Velasquez Infansndje lathat6. Most is minden megszélalas hol patosszal
teli, hol cirkuszian harsany. Az ajtén bejonnek a halottak, koztiik a Szegény lany,
mint egy nagyon régi emlék. Ot kéveti az Apa, az Anya, a Muzsikus bacsi és Smie-
tana, a wielopolei pap. A Szolgélélany hosszt deszkét hoz, ebbdl lesz az asztal. Eletre
kel a régi csaladi fénykép, valaki tésztot mond, majd a Pap prédikal. Az Ujsagarustol
megtudjuk, milyen évet frunk. A halott osztdlybol ismert Pedellus 4gytt hoz. Felcsen-
diil a Gott erhalte. Fényképezés, al-
talanos boldogsag.

A folytatdsban halott em-
ber-emballage-ok hevernek a csa-
tatéren. Egy arnyék meg a Szolgi-
16lany frontkérhézi 4poléva alakul
at. A Szerz6 részleteket olvas fel
Emballage-kialtvanyabol. Megjele-
nik Klein-Jehova doktorné. Ellen-
6rzi, vannak-e még harcképes em-
berek a rongyos aldozatok kozott.
Aztan a wielopolei Vizhordéval
tancot lejt egy zsid6 dallamra. Az

Ma van a szlletésnapom, 1991, a Mejerhold kinzatasa
jelenet a befejezetlen, rekonstruélt eladasbol
(foto: Francois Canard, forrés: encyklopediateatru.pl) vezeti be az (ij teremtés pillanatait.

Az élet legy6zi a hallt.

A Képzelet Szegény Szobijaban varatlanul megjelenik Maria Jarema mint az
absztrakt miivészet forradalmi biztosa. Jelszavakat kiabal az avantgard mozgalom
manifesztumabol. Kantor felolvassa hozza frt levelét: ,frok neked / az utolsé olda-
lakon. / Tiszteletbeli hely. / Mert meg van forditva minden. [...] Nyugodtak lehe-
tiink! / Biiszke vagyok és meghatédott, hogy VELED / tettem egy jokora utat...”®

Jarema titokzatos poggyaszabdl el6jon a félmeztelen Jonasz Stern®. Jaremdaval
egyiitt bebtjnak a b&réndbe.

Velasquez Infansndje Gjbol meglatogatja a Szerzét. A csalad a Szegény lannyal
egylitt asztalhoz iil. A tdbbiek részleteket kiabalnak kordbbi szerepeikbdl. Beto-

emballage-ok cirkuszi kérmenete

¢ Dzis sq moje urodziny

8 Haldlszinhdz, 244. Kiraly Nina forditésa

% Jonasz Stern (1904—1988) festd, grafikus, diszlet- és jelmeztervezd, a Cricot munkatér-
sa, a Grupa Krakowska alapitéja. A néaci megszallok kivégzése eldl egy hullahegy alatt
bdjt meg, majd Budapestre szokott, ahol a habort végéig magyar ismerdsei bijtattak.

1945-ben visszatért Lengyelorszagba.

100



dul a cséeselék, majd a Hatalom Szervei, tankok, agytk, géppisztolyok, rendérok,
parttitkarok, gyilkosok erdszakot kévetnek el a szoba lakdin.

Az Arnyék és a Szolgélélany rendet csinél. Egy sarokban harom NKVD-s la-
pul. Maria Jarema és Jonasz Stern bekiséri az dldozatot. A hangsz6robol Mejerhold
levelének szovegét halljuk oroszul, amelyet a kivégzése elStti napon irt Molotov-
nak, a Szovjetuni6 Legfelsé Tan4csa elndkének: ,Engem itt véresre vertek, en-
gem, a hatvanhat éves, id8s embert, hasra fektettek a padléra, gumibottal iitteék
a talpamat meg a hdtamat, aztan foliiltettek egy székre, és a labamat, a térdemet
piifolték eszeveszetten. PAr nap utdn, mikor az iitések helye foldagadt, a véralafu-
tasos sebeket verték gumibottal... [...] Amikor a priccsre fektettek, és elaludtam,
azt hittem, egy 6ra malva folytatjdk a tizennyolc 6réja tarté kinvallatést. Felébred-
tem a sajat jajgatdsomra meg arra, hogy rangatédzom a fekhelyemen, mint egy laz-

t6l felheviilt haldoklé...”®
tancot jarnak. A Cricot 2 tarsulata tiszteleg a meggyilkolt Mejerhold emléke el6tt.

Az Arnyék és a Szolgalslany rendet csinal. Sirasok jonnek sirkeresztekkel. Egy
vadallat ketrece gordiil be. Egy ember van benne. A hibort és a terror rémséget,
a vérengzd diktatorok arnyai cirkuszi kellékekkel keverednek.

A szomor valGség tirta az eredeti forgatokdnyvet. Szemtanik allitjak, hogy
rohandsban, néha eszelSs tempdban zajlottak a prébak. Kantor sietett. Nem pe-
pecselt az apré részletek kidolgozasaval, mint azelétt. De az 1991 januérjaban
megtartott bemutatét nem érhette meg. 1990. december 8-4n meghalt. A parizsi
premieren iires volt a rendezd-mdagus-karmester széke. Amikor hangfelvételrdl be-
jatszottak az instrukcidit, az egyik fiatal szinész atvette a szerepét.

A legenda szerint a premier egyik néz8je az el6adés végén virdgot tett az tire-
sen maradt székre.

7 https:/www.youtube.com/watch?v=a-9j7naG 11

Géza Balogh: Avantgarde Theatre in Eastern Europe

Tadeusz Kantor and Cricot 2

In his introduction the author uses the following words to appreciate Tadeusz Kantor’s
oeuvre: “He represents a summary of what Mickiewicz, Stowacki, Krasiriski, Wyspiafiski
and Leon Schiller dreamed of and created, and he was the first one among Poles to enter
international public consciousness as a full citizen of the world theatre.” The essay follows a
chronological order of those stations in Kantor’s biography which had a decisive influence
on his artistic development. A concise summary is provided of the six periods of his directing
career, which began by the foundation of Cricot 2 (“avantgarde theatre”: 1955; “informal
theatre”: 1961; “zero theatre”: 1963; “happening theatre”: 1967; “impossible theatre”:
1972; “theatre of death”: 1975). There is a suggestive description in the study of the most
significant works which lifted Tadeusz Kantor among one of the most outstanding stage
directors and linguistically innovative theatre-makers in the 20th century (The Dead Class,
1975; Wielopole, Wielopole, 1980; Today Is My Birthday, 1990).
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fogalomtar

VEGH ATTILA

Arc a maszk alatt

A kultartorténet az dlarcnak harom f& tipusat ismeri: a szinhézi, a rituélis és a ha-
lotti maszkot. A maszk eltiinteti az arcvonasokat, elrejt mindent, ami egyedi, és
az ember szavait, tetteit a tdli, transzcendens felé irdnyitja. A gordg dramak sziné-
szeinek maszkja a ritudlis maszkbol szarmazik, de kapcsolatot tart a halotti maszk-
kal is. A gorog szinjatszasban az alarc ritudlis ereje az id6 muldsaval egyre csokken.
Azi. e. V. szazadi Hell4szban mar inkabb csak a miivészi eszkdztar része, még ak-
kor is, ha Athénban a szinjatszas mindvégig a Dioniiszosz-kultusz 6rokése marad.
A velencei karnevélon hasznalt tetszet3s alarcok vagy a buséjarason ma hasznalt
maszkok — a népi alakoskodasnak e népi kultirat talélt, muzedlis rekvizitumai —
mogdtt mi mar nem érzékeliink semmiféle magikus jelenlétet. Egyszeri latvanyos-
sag az egész.

A drama sziiletése koriil a mai napig nagy
vitak ddlnak. Vannak, akik a kardalokbél § il
szarmaztatjik, masok a héskultusz mondai-
bol, megint masok a népi jatékokbol vagy a
halottsiraté dalok hagyomanyabdl. A legal-

-

talanosabb vélekedés szerint a gérdg drama

a kardalbél, a dithiiramboszbdl, azaz a Dionii-
szosz-ritusokbdl sziiletett. A legkorabbi iddk-
ben a kar (khorosz) éneket és tAncot mutatott
be. Ez fejlédott tovabb a kultuszban: a Dionii-
szidn a kar dics6itS énekeket adott eld. Ebbd]
alakult ki a tragédia. Theszpisz volt az, aki (az
i. e. VL. sz4zadban) a dioniiszikus kardalokhoz

Y

elbeszélést illesztett, amit a karvezetd a karbdl

P

kilépve mondott el. Késsbb a neki felelgetd R _
Szophoklész marvany reliefje a hellenizmus

szinész szinre 1épte teremti meg a dialogikus korabol (forras: wikiwand.com)
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dramai szituaci6 lehet8ségét. (E szerepet eredetileg maga a koltd viszi; Szophok-
1ész az elsd, aki ezt megtagadja, megteremtve a lehetdségét annak, hogy a verseny-
ben gydztes kolts nevével egyiitt a szinész nevét is emlegesse az utdkor.)

Aiszkhiilosz, korai tragédiit kivéve, melyek — példaul a Perzsdk — még kifeje-
zetten a kar szdvegére épiilnek, mar két szinészt szerepeltet. Ez megadja a lehetd-
séget arra, hogy a dramai dial6gus megsziilessen. (Annak ellenére, hogy erre mar
Theszpisz elStt is megvolt a lehet8ség, hiszen az ekkoriban fellépd egyetlen szinész
a karvezetdvel, a koriiphaiosszal nyugodt 1élekkel dialogizalhatott.) A dramai md-
veket Aiszkhiilosztdl kezdve a dialégusok uraljak. (Szophoklész, Aiszkhiilosz ta-
nitvanya néveli majd haromra az egyszerre jelenlév§ szinészek szamat, még na-
gyobb teret adva a jatéknak. Ezzel egyiitt a kar tagjainak 1étszamat is 12-18l 15-re
emeli, ami lehet&vé teszi, hogy a kar a thiimelén 74741 felallasban foglaljon he-
lyet. A koriiphaiosz negyedik szinészként miikodhetett.)

Ennek a leszarmazési véltozatnak £6 forrasa Arisztotelész. O frja a Poétikdban,
hogy a tragédia a Dioniiszoszt dics6itd dithiiramboszok karvezetSinek tevékeny-
ségébdl alakult ki. Az improvizativ szatirjatékok idével iinnepélyes, magasztos szi-
nezetet dltdttek, s a Dioniiszosz szenvedéseit, halalat és feltAmadésat megjelenitd,
a természet korforgasdnak hodolé kultikus jellegiiket elveszitve egyfajta mamor-
talanitott tinneppé finomodtak. A Dioniiszidn hasznélatos maszkok ugyan meg-
maradtak, de az el6ad4ds mar nem k&tédott Dioniiszoszhoz, csak a tetralégidk
utols6 darabjaiban, a szatirjatékokban maradt nyoma az orgiasztikus, elemi ereji
pajzansagnak.

Arisztotelésszel egyetértve e szatirjatékokat nevezhetjitk meg a drama 8sei-
ként. A Dioniiszosz-kultusz Athénban elveszti orgiasztikus jellegét, és az oltarhoz
jarulé bakkhikus menet tinnepévé lesz. Ekkor teremtédik meg szerinte a drama le-
het8sége: az egymastdl fiiggetlen dithiiramboszok lassan tragédiava allnak ossze.

Am ezzel az evolicios elmélettel elszor is az a baj, hogy a fejlédés folyamata
nem mutathaté ki. A tragédia Ggy pattan el6 a semmibdl, mint Zeusz fejébdl Pal-
lasz Athéné: teljes fegyverzetben. Amikor Theszpisz el6adja az elsé tragédiat, Di-
oniiszosz mar nincs sehol. Helyét a mitoldgia félistenei és hérdszai foglaltak el. Az
eldadas levalt Dioniiszoszrél; ahogy a korabeli csalédott néz8k mondtik: uden
prosz ton Dioniiszon — semmi, ami Dioniiszoszrdl (sz6lna). A tragédia készen 4ll.
Mir csak tokéletesiteni kell. Ez tigyben Theszpisz teszi meg az elsd fontos 1épést
— nem tudni, mihez képest —, amikor hiipokritészt, szinészt alkalmaz, hogy kozte és
a karvezetd kozott parbeszéd johessen létre.

Péterfy Jend egy tanulméanyaban azt irja, hogy csak a keresztény misztériumok-
bdl elvont nézet, miszerint a drdma Dioniiszosz isteni tetteinek és haldlanak mi-
mésziszébdl keletkezett volna. ,,Dioniiszosz tinneplésében csak a phalloszhordo-
z6k folvonuldsa, tdnca, tréfdja tartozik most megfigyelésiink korébe, innen pedig
a komédia szdrmazhatott, nem a tragédia” A komédia és a tragédia, mondja Pé-
terfy, csak logikailag rokon, de a logika nem élet. Dioniiszosz szenvedése és haléla
egyébként is orphikus termék, teszi hozz4, tehat a Peisztisztratidak kora elstt nem
is létezhetett. A tragédia és a Dioniiszidk kapcsolata nyilvanvald, de ez a kapcso-
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lat Péterfy szerint nem a leszarmazas for-
majat olti.

A kovetkezs probléma az, hogy a szatir-
jaték szerepldinek Athénban nem kecske-,
hanem l6farkuk volt. Athénban a f8szatir
Pan eredetileg nem tartozik Dioniiszosz kor-
nyezetéhez. Péterfy azt irja, hogy a szatirok
Athénban Arién el6tt egyébként is ismeret-
lenek voltak. Itt Szilénoszok alkottdk Dio-
niiszosz elragadtatott kiséretét (thiliaszat).
Ezek alakulnak késdébb kecskebakks, és a
tragosz nevet kapjék. Daluk a tragddia. Szatir brazolasa Korzikén talalt vorés

Arién az elsd, aki dithiiramboszait tro- alakos tanyéron, Alalia, i. e. 450 kordl

. Lz (forras: peripluscd.wordpress.com)
posz tragikoszban irja. Igy, ekkor kapcso-
lodik ssze Pan eszméje Dioniiszoszéval.
A Peloponnészosz feldl ez a hatés a Peiszisztratidak idején éri el Athént, s amikor
Peiszisztratosz megalapitja a Nagy-Dioniisziat, akkor a szatirtdnc és -ének mér az
finnep részét képezi. lgy keriil be a dér elem a tragédiaba, teszi hozza Péterfy. A dér
dialektus a gorog tragédidkban mindvégig jelen van: a kardal minden esetben dor
nyelven szélal meg. A dér az attikainal keményebb, erételjesebb hangzasd. Talan
ez is hozzdjarult ahhoz, hogy hasznalata a kardal nyelvében megmaradt, hiszen a

kar az athéni tragédiaban 4ltalaban a kozdsség, a poliszhoz tartozas, a torvény sza-
vat zengi, kollektiv néz8pontbdl lattatva a cselekményt, és megakadalyozva, hogy a
darab tdlsagosan beleragadjon a szereplSk ,,partikularis” kinjaiba. Az emberek ak-
koriban a kdzosség szavat a rend, a sors kemény, zord hangjanak hallhattak.

A tragédia sziiletésére nézve érdekes adalékkal szolgil a Hadrianus koraban
miikodd gorog szofista, Dzénobiosz: ,A karok kezdetben Dionysos tiszteletére
szoktak volt dithyrambost énekelni, de a koltsk késébb eltavolodtak ettdl a szo-
kastol és Aiasok meg kentaurosok irasara adtak a fejiiket. Ezért a néz8k gtinyol6d-
va mondogattik: »Semmi kdze Dionysoshoz! « E miatt késébb jonak lattik szati-
rok szinre vitelét, hogy ne keltsék azt a latszatot, mintha valéban megfeledkeztek
volna az istenr8l.” (ford.: Borzsak 1.)

A draméban Dioniiszoszt nélkiildzni kénytelen kozonség kollektiv feljajdula-
sa mindenesetre 4rulkodo jel. Valami valakinek akkor hidnyzik, ha eredetileg ott
volt. Dioniiszosz nem-ottléte valdszintileg eredendd ottlétének ,,deficiens médus-
za”. Az isten hidnyként van jelen. Megint csak gy t(inik, hogy a drama elvalaszt-
hatatlan a Niiszia erdejében lakozé istentdl. Kezdetben 16n Dioniiszosz, aki az
individuumot 6nmagabdl kiszakitva visszavezeti az eredendd egységhez, és az indi-
vidu4ci6 fajdalmat reprodukilva feloldja egy magasabb gydnyodrben, ,az egységes
1ét, illetve az egyetemes akarat tilarad6 gazdagsdganak részeseivé téve benniin-
ket”. Dioniiszosz tehat hordozé alapja a tragédianak, & az egyetlen tragikus sze-
repld, ,minden szerepl$ csak Dioniiszosz maszkja”. Az individuum szenvedései az
eredendd 1ét gyonydrében meriilnek al4; ahhoz azonban, hogy a tragikum mocca-
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natlan gyonyorébdl drama, azaz cselekvés szarmazhasson, Apollénra van sziikség.
A tragikus kar dioniiszoszi énekének el&terében zajlik az apolléni drdma: a karon
mint a szereplSk egyéni szenvedéseinek héttérfalan csapddik ki a torténet. A hat-
térben mozdulatlanul 4ll6 kar elStt az élet dramajat mimeld szinészek a véltozas
vilagat képezik le, melynek hatterében ott a moccanatlan, parmenidészi lét.

Ez a 1ét zenél. Nem. Ez a 1ét zene. A kardal zenéjébdl id6rél-idére kivalik a szi-
nészek logosza, de a kapcsolatot a karral sosem vesziti el, hogy végiil teljesen visz-
szaolvadjon szubsztratumaba. A fenyegetd-magnetikus lét 8szenéjébe valé beolva-
das szép példaja lehetett Nietzsche szdmdra — aki feljegyzései szerint a létet sokszor
atélte viharban és villamlasban — Aiszkhiilosz Leldncolt Prométheuszanak zarojele-
nete, melyben a hés villimtdl stjtva — a szikldval egyiitt, melyhez hozzalancoltak —
a mélybe zuhan.

A tragédia sziiletésében Dioniiszosz mint affirmativ erd egészen Euripidészig
tartja magat. ,,Euripidész eljoveteléig a tragikus hds tovabbra is mindvégig Dio-
niiszosz maradt (...), a gordg szinpad hirneves alakjai, Prométheusz, Oidipusz stb.
mindannyian csak az eredeti hés, Dioniiszosz mas-m4s maszkjai.” Euripidész md-
veiben ,,a kdzonség feltolakszik a szinpadra”, dioniiszoszi és apolloni finom egyen-
stlya felbillen, az 8selv elillan. Amig még jelen van, addig Nietzsche a szinpa-

di maszk mogé bujtatott arcként lattatja. ,Az ekként megjelend isten most Ggy
beszél, Ggy cselekszik, mintha tévelygd, igyekvd, szenvedd individuum volna.”
Ahogy Dioniiszoszt ifjikordban szétszaggattak a titdnok, Ggy tépi szét az indivi-

s b T i R o) | e Al D

Tukor és maszk, a VIII. szamu fresko a misztériumok hazabol,
Pompei, i. e. 40 (fotd: Wolfgang Rieger, forras: en.wikipedia.org)
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dudcid az embert. Maszkot tol elé, de a maszk mogott ott az igazi arc, mely érzi a
szétdarabolt lényeg minden kinjat.

Aiszkhiilosz tragédidjaban a lelancolt Prométheuszt, miel$tt megjelennének a
keselytik, hogy a méjat tépjék, meglatogatia Okeanosz. Prométheusz csodalkozik:
»Mi ez megint? Hat eljottél hozzdm te is,

hogy szenvedéseim taniija légy? Hogyan
merted hulldmaid s a kével énmagdt
beboltozé barlangot hagyni el, s a vas
sziildanyjdt, e foldet latogatni? Hogy
balsorsomat ldsd és egyiitt szenvedj velem?
Hat nézd e ldtvdnyt: azt, ki Zeusz bardtja volt
s egykor hatalmdért egyiitt kiizdott vele, Héraklész, Prométeusz és a sas korai hellén
miatta mily kinok kézott vergé’dik itt.” vazaképen (forras: hpsyche.blogspot.com)

Mire Okeanosz {gy felel:
,Ldtom, Prométheusz, és tandcsra kész vagyok,
javad keresve, bar fortélyos vagy te is.
Ismerd meg tenmagad s vdltoztass elveden,
mert vdltozott ag ur az istenek foloet.”

Ne gondoljuk, hogy a delphoi Apollén-
templom parancsanak (,Ismerd meg ten-
magad!”) sz6 szerinti megismétlése pusz-

: Diontiszosz és Thiaosz attikai feketealakos
tén a fO}‘dfté, TrenCSéHYI Waldapfel Imre Va’zaképen’ i e. 52575001 Louvre, Parizs
miive. Okeanosz az eredeti szdvegben azt (forras: commons.wikimedia.org)

mondja: gigndszke szauton kai metharmo-
szai tropusg nusz, ismerd meg magad, és valtoztasd meg 1j szok4saidat. A delphoi
parancs Apolléntdl, az oliimposzi istenek vildgébol érkezik. Okeanosz e pérbe-
szédben azért idézi, hogy Prométheuszt, a dioniiszoszi lényt megzabolazza. Aisz-
khiilosznal ugyanis Prométheusz titinként szerepel. Amikor Zeusz, vagyis az
oliimposzi, ,fényes” erd megkiizdott apjaval, Kronosszal, és a neki ellenszegii-
16 titdnokat, a ,,s0tét” erd katonait a Tartaroszba vetette, akkor — Nietzsché-
vel szélva — Apollén gydzott Dioniiszosz f6lott. Az istenek Gj ura Zeusz lett, aki
azonban gyézelmét Prométheusznak koszonhette. Amikor tehat Zeusz blinéért,
hogy ellopta a tiizet, lelancolja 8t, nemcsak kegyetlenségérél, de halatlansagardl
is tantbizonysagot tesz. Zeusz halatlansaga megfeleltethetd annak a folyamat-
nak, amit Nietzsche igy irt le: az apolloni vildg elfedi a dioniiszoszit, a tragédia-
bol kivész a mélység, az apolldni tragédia a titani elvet csak megszeliditve, lelan-
coltan viselheti el.

Hosszt monolégban sorolja el Prométheusz, mi jot tett az emberekkel, egészen
a konkluazidig:

» Tudd meg tehdt, egy ropke sz6 mindent kimond:

ember minden tuddsa éntélem vald.”
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Mire a Karvezetd:
»Ne nézd mérték felett az emberek javdt,
torédj sajdt bajoddal, igy remélhetem,
hogy majd bilincseid lehullanak s megint
alabbvalé magandl Zeusndl sem leszel.”

A szenvedd Prométheusz btine, hogy mértéken feliil szerette az embert, s hogy nem
fogadta meg a mésik hires delphoi imperativuszt: méden agan, semmit se talzottan.
Elébb Okeanosz, majd a Karvezets probalja jobb bel4tésra birni. A Karvezetd egye-
nesen arra szolitja fel, hogy sajat, individulis bajaval t6rédjon, mert akkor talal majd
vissza a zeuszi magaslatokba. Hogy a zeuszi, oliimposzi, apolléni vildg az individudcié
szféraja, azt mar lactuk. Dioniiszosz ezzel szemben a f6ld és az ég titani egységének iste-
ne. Ez az egység a titdnok leverése utdn a multé. Nem szabad beszélni réla, nem szabad
megmutatni. Prométheusz az individualizaciotdl mentes, Ssi vildg szdszolbja. Le kell
hét lancolni. A sz6sz616 arcat maszk mogé kell rejteni. A maszk: lelancolt arc.

Ez mindenesetre elég j6l hangzik, de van-e értelme? Mit lancol le az arcon,
mit tart féken a lélekben a maszk? Mi az, aminek nem szabad el8jonnie ahhoz,
hogy a Dioniiszosz-misztériumok, majd a tragédidk nézdi elragadtatva érezzék
magukat?

Ez az elragadtatottsag az, amit Nietzsche dramai 8sjelenségnek mond: ,,...dio-
niiszoszi mamorukban tomegek érzik Ggy, hogy ilyen szellemsereg nyiizsgi koriil
Sket, amellyel meghitt azonossagban élnek (...) egész sereg ember érzi elvarazsolt-
nak magat. Epp ezért a dithiiramboszt lényegileg kell megkiilonbdztetniink min-
den maés kardaltdl. A sziizek, akik babéraggal a keziikben iinnepi menetben Apol-
l6n templomahoz vonulnak, s kézben kérmeneti éneket énekelnek, maradnak,
akik voltak, és megdrzik rendes, polgari neviiket; a dithiirambikus kar 4tvalto-
zottak kérusa, akik polgari maltjukat, tarsadalmi helyzetiiket tokéletesen elfelej-
tették: atvaltoztak isteniik idén és minden tarsadalmi szféran kiviil esd szolgaiva.
(...) Ebben az elvarazsoltsagban a dioniiszoszi megszéllott szatirnak latja magat,
szatirként pedig meglatja az istent...”

Az istent a megszillott nem valahol kiviil, az ,,objektiv val6sagban” l4tja meg,
hanem sokkal mélyebben: beliil, 5nmagaban. Az Ilidszban Akhilleusz Agamem-
nénnal verekszik, és a vita hevében neki akar rontani ellenfelének. Am amikor
kirdntana kardjat, ott terem Athéné, és hatulrdl lefogja 6t. Ennek a jelenetnek
gorog értelme, hogy Akhilleuszban gy$zott a jézan megfontolds. Ahol jézansag
van, ott Athéné van jelen. Akhilleusz, amikor leengedte kardjat, folismerte maga-
ban Athéné jelenlétét.

A gorogok érzelmeiben és tetteiben istenek élnek. Amikor az emberi Iélek a tb-
biek felé megnyilvanul, az istenek eléallnak. Elgallnak, mert a mitikus értelmezé-
si keret megidézi Sket. Az emberi kapcsolattartasnak — hogy azt ne mondjam: a tar-
sadalom fenntartdsanak — legfontosabb eszkdze az arc. Az arcrdl leolvashatd, mi van
beliil. Az arc olyan tartély, amely kiegyenliti a kiilsé és belsé nyomaskiilénbséget, és
az isteneket az emberek vildgdba dtszeliditi.
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A szinpadi alarc ezt az dtvezetést, ezt a meg-
szeliditést akadalyozza meg. Nem engedi, hogy az
istenek jelenléte az emberi mimika form4jat 6lt-
se. A szinpadon lathaté emberi mozgasforma a
kar tdnca. A tanc az emberi mozgéas ritualis 4lar-
ca. Nem engedi, hogy az istenek jelenléte a hét-
koznapi ember mozgasforméjat dltse. Ugyanilyen
viszonyban van a szinpadon énekelt dal a beszéd-
del. Az alarcos szinész tehat valéban maga az is-
ten, maga Dioniiszosz. Az isten megpillantésa ejti
amulatba és elragadtatdsba a néz8ket. A maszkot
viseld szinészek szavai abbdl a 1élekmélybdl tor-
nek eld, amelynek Dioniiszosz az ura.

Az 6kori gorogok vilagaban nem létezett
a mai értelemben vett személy. Ok nem érez-
ték gy, hogy belsd, lelki életiikrsl naplot kelle-

Gyermek szatir szinhazi maszkkal,

ne vezetniiik, és hézi pszicholégusuk sem volt. marvany, 67 cm, romai birodalomn,
Nem tartottik fontosnak sem az frast (v. ¢. Pla- 1.5z 1.szdzad, a New York-i

. . B j Sotheby’s aukcios haz arverésén
tén Phaidrosza), sem a személyes életet, sem (forrés: gcottraux.wordpress.com)

bensdjiik marcangolésat. (Erdekes, hogy sokan

éppen ezt kérik szdimon. Péterfy Jend példaul Szophoklésy cim(i tanulmanyiban
igy ir: ,,...De ebbdl lathaté egyszersmind Aiszkhiilosznak mint dramairénak egy-
oldaltséga is. A biin és btinhédés kapcsolata érdekli elsésorban; kevésbé mar az
emberi szenvedélyek mint olyanok, a jellemek kiilénboz8 vagy ellentétes volta,
a lelki 4rnyalatok, egyaltaldban az emberi boldogsig vagy boldogtalansig.”) Az
ember egy kdzdsség része, és csakis mint ilyen egyediilallo. A hérészok és a kivé-
teles képesség sztratégoszok azért atlagon feliiliek, hogy ezzel a kdzdsséget szol-
galjak, s Szokratész is azért vonul félre idénként, és mélyiil el magaban, hogy
személyes tudasit a dialégusba csepegtesse. Aki csak dSnmagara néz, az idiétész,
magénember, akit a kozosség kivet magabol. Orok példaja Narkisszosz.

A legteljesebb életti ember a gérogdk szamdra az, aki a legteljesebben 4térzi,
hogy a poliszhoz tartozik, és aki a legpontosabban betartja a kozosségi élet szaba-
lyait. Ma nagyokat csodalkozunk az aszebeidért, istentelenségért elitélt Szokraté-
szen, aki — holott tanitvanyai el6készitették szokéséhez az utat — inkabb marad a
siralomhdzban, és kiissza a biirokpoharat, mert bar sajat megitélése szerint artat-
lan, mégis gy érzi, a polisz rendje mindenek folotti.

Amikor az individuum megsziiletik, a persona nevet kapja. A persona a go-

g proszépon (= arc, maszk) latin megfeleldje. Kezdetben szinhézi maszkot és jogi
szerepet jelent. Késdbb a sz6 () értelmet nyer, és a kdzépkor elejére mér, ahogy
Boéthius mondja, ,,az ésszerti természet individudlis szubsztanciajat” jeloli. A per-
sona jelentésmaédosulsa, irja Aron Gurevics Az individuum a kézépkorban cimii
konyvében, az embercsoportok transzformacidival és a csoportokat alkoté em-

ber megvaltozott vilagképével 4ll kapcsolatban. A persona j fogalma volt az egyik
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rése az Isten fogalménal rendszerint megtorpand kozépkori lélektannak, amelyen
keresztiil a személyiség mélyebb megértése felé megtdrténhetett az attdrés.

Arrdl persze nincs sz6, hogy az dkori vagy kozépkori persona mogott a mai ér-
telemben vett személyiség bijt volna meg, amelyet ki kellett volna szabaditani Is-
ten karmaibdl. Gurevics igy ir: ,,A persona fogalméanak sok évszizados fejlédése
sordn bekovetkezett valtozasok bizonysigul szolgilhatnak arra, milyen nagymér-
téki kulturélis dtalakuldsoknak kellett végbemenni, mielStt az eurdpai ember a
személyiség lényegét kifejezd tartalommal toltotte volna meg ezt a fogalmat.” Ugy
ttinik, az 6korban nem létezett a mai értelemben vett személyiségtudat, mond-
ja Gurevics. A sors olyan személytelen erd volt, amelynek az egyén tokéletesen
aldvetette magat. A személytelen, individualis jellemvonasokat nélkiilz8 ember
orok, idealizalt ragyogasa barmelyik antik szobron megpillanthato.

Ko6nyvében Gurevics elemzi azt a folyamatot, amelynek soran feltdmad a szemé-
lyiség. Azzal parhuzamosan, ahogy az individuum a polisz rendjében betsltott atomi
1étébdl kivonul, és megismeri egyéni belsd terét — tehat ahogy az uralkodé emberér-
telmezés a tudatos, sajatos tulajdonsagokkal és 5nall6 akarattal rendelkezd lényt te-
remti meg —, bekdvetkezik az a nyelvi atértelmezdés, melynek soran a kezdetben
maszkot jelentd persona egyre félreérthetetlenebbiil személyiséget jelent.

Egy kifelé és egy befelé htiz6 mozgést figyelhetiink meg. Az ember 1ényege ki-
vonul a kozosségbdl, félrehtizédik és dnmaga lesz. A maszk megjel6lésére haszna-
latos sz6 pedig beljebb hizédik, és méar nem az arc véddrétegét jelenti, hanem az
épp most megsziiletett legbensébb 1ényeget. A kdzosségbdl kivald individuum rog-
ton mint persona jelenik meg. A sorsbél, poliszbdl kilépd ember faarca visszafor-
dul, a hatrahagyottak felé. Mintha Orpheusz fordulna vissza tavolodén, megkér-
gesedett arccal nyugtazva, hogy a tobbiek mar nem kovethetik &t.

Attila Végh: Face Behind the Mask

In the current entry, the permanent author of the Glossary approaches the origin of Greek
drama from the disintegration of ancient unity represented by Dionysus and the process of
individualisation, the result of which is the birth of the persona, the personality breaking
with the community. The phases of this development are examined from and made tangible

by the changing functions of the mask. It is emphasised, in the
footsteps of Nietzsche, that the only inherently tragic character
in Greek tragedy is Dionysus, and everyone else is merely
Dionysus’ mask. Prometheus is also an advocate of the ancient
world which is free from individualisation, that is why he must
hide his face behind the mask. However, the stage mask of the
dithyrambic chorus in the tragedy prevents that “the presence
of the gods should take on the form of human mimicry”; and the
actor wearing a mask is, in fact, god himself, Dionysus. When
the persona, which originally meant face and mask, comes to
denote the concept of personality unmistakably, the mask is
going to be an expression of the individual awaking to itself.

Koponya-harfa, Kézép-Afrika, 19. sz.
(forrés: images.metmuseum.org) 109



félmult

,Belsdé mozgatderdnk
a kisérletezés, a keresés
és a jaték volt”

Pinczés Istvan rendez6t Ungvari Judit kérdezi

Pinczés Istvan: Soha nem késziiltem szinhazi palyara. Tanar akartam lenni, na-
gyon erds tanar-személyiségek vettek koriil és hatottak ram mar a kozépiskolaban is.
Séarospatakon t8bb szimpatikus és nagy formatumu pedagdgus befolyasolta az ,,éb-
redésemet” a vilagra, édesapam is tandrembernek késziilt, végiil nem az lett. Mar
Séarospatakon bekapcsolédtam a didkszinjatszisba, verseket mondtam. Amikor be-
fejez8dott a mutalasom, egészen j6 hangom lett, és ezt felfedezték a kozépiskolaban.
Specidlis angol tagozatos osztalyba jartam, ott is viszonylag sokszor kellett szerepel-
nem, de mint versmondd is sokszor indultam kiilénboz8 versenyeken. Szinész vi-
szont nem akartam lenni, nem tartottam ezt komoly dolognak akkoriban. Ugy gon-
doltam, hogy a tandr, aki gyerekeket nevel, az szebb és hasznosabb foglalkozas a
tarsadalomban, mint a szérakoztatés. Taldn mésodikos lehettem a gimnaziumban,
amikor Satoraljatjhelyen lattuk Szakonyi Karoly Addshiba cim( mtvét a Miskol-

ci Nemzeti Szinh4z el¢ad4saban. Ez mar kicsit megfogott, elgondolkoztatott, fSleg

a realista torténet és a ,,csodatévd” kontrasztja miatt, de emlékszem egy még korab-
bi debreceni élményemre is. Valamilyen ,,termelési drama” ment éppen, nem sokat
fogtam fol az egészbdl, de az megmaradt, hogy volt ott egy ember, aki éppen olyan
volt, mint egy valésagos tizemvezets. A tobbiekrdl tudtam, hogy szinészek, akik egy
szerepet jatszanak, hamisan is csengett sokszor, ahogy a széveget mondték, de réla
azt gondoltam, & biztosan nem szinész, mert neki elhittem, amit jatszott. Csak jo-
val késébb tudtam meg, hogy 6 volt Latinovits Zoltan. Még arra is emlékszem ebbdl
az id6szakbdl, hogy eldadas elStt megnézhettiik a szinhézat, felmentiink a szinpadra
is, és meglepSdtem, milyen kicsinek tinik a nézétér onnan. Nem is gondoltam ak-
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kor még, hogy egyszer ide kotédik majd a sorsom... Ezek voltak tehat az elsd szinha-
zi élményeim, nem taldlkoztam tdl sok profi eladassal. Sarospatakon didkszinjatszd
voltam, felléptem példaul Gorgey alakitéjaként Illyés Gyula Fdklyaldngjanak egy-
felvonasos valtozataban, a Ttz és viz cim(i darabban, és részt vettem més, tébbnyi-
re torténelmi témaja didk-produkcidkban is. Megesapott ugyan annak a szele, hogy
milyen érdekes mas bérébe bijni, de nem volt ez erds, meg sem fordult a fejemben a
szinh4zi palya. Azutin Debrecenbe keriiltem egyetemre, és bekapcsolddva az egye-
temi szinjatszasba mar komolyabban kezdett foglalkoztatni a szinhéz. Szerkesztet-
tiink irodalmi msorokat, és teljes el6adésok is létrejdttek ebben az idészakban. An-
gol szakosként jartam Londonban, ahol sikeriilt harom szinhazi eladast latnom.

A Huir és a Jesus Christ Superstar mel-
lett a legnagyobb élményem Marcel Mar-
ceau 6nallo estje volt. Annyira megfo-
gott a pantomim stilizalt koltSisége, hogy
amint hazaértem Debrecenbe, mindjart
megszerveztem egy tanfolyamot. Regds
Pali bacsi jart hozzank hetente kétszer,
kemény, 6téras foglalkozasokon, harom
éven keresztiil ismerkedtiink a pantomim
alapjaival. Kdzben végig arra késziiltem,
hogy tanir leszek, az angol nyelv, a ma-
gyar nyelv és irodalom egyarant nagyon
érdekelt, azt gondoltam, kozépiskolaban
vagy az egyetemen fogok majd tanitani.
Ungvari Judit: Mikor vdltozott a helyzet?
Hogyan fordult komolyabbra a szinhdzi ér-
deklédésed?

P. I.: Tal4n azzal kezdddott, hogy Marcel Marceau (1923-2007)
"77-ben, még mielstt a diplomdmat meg- ~ (forras: knownpeople.net)
kaptam, elindultunk a Ki mit tud?-on a
Mimosz nevet visel6 pantomim-egyiit-

tesemmel. Baldzs Bélanak A kénnyii em-
ber cimii babjatékat tettiik at ,,él6be”,
és megcsillogtattuk a pantomim-tuda-
sunkat, amivel sikeriilt megnyerni a ka-
tegériankat. Maig emlékszem, hogy

a Moszkvédban vésarolt gorkorcsolyam-
mal léptem fel, mivel nalunk ilyet még
nem lehetett kapni. Aztan, ahogy elvé-

. L . Pinczés Istvan 1977-ben a Ki Mit Tud?
geztiik az egyetemet, szétszéledt a tar- dontsjében (forras: youtube.com)

sasdg. A Mimosz egyébként a Fénix
egyiittesbdl nétt ki, amelyben akkoriban a gyakorlottabb, iddsebb garda dominalt,
péld4ul Kun Janos, aki késébb el6adémiivészként nagyon szép anyagokat vitt ko-
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zonség elé. Nagyon ambicidzus
csapat volt ez. Regds Janost eze-
ken a hasibokon nem kell bemu-
tatnom, hihetetleniil sok értékes
produkciéhoz volt kéze késsbb a
Szkénében. De veliink dolgozott
Vinké J6zsef, Maté Péter, és Sere-
gi Zoltan is, aki aztan szintén pro-
fi szinhazhoz szegddott, és ma a
Békéscsabai Jékai Szinhaz igaz-
gatdja; Kulesar Istvan, aki aztan

Balazs Béla: A kénny(i ember, kdzépen Pinczés Istvan, - dramaturgként mikodott elsdsor-
Mimosz Egyuttes, 1977 (forras: youtube.com) ban. Ebben az egyiittesben vittiik
szinre példaul a Sachsenhauseni emlékmii cim(i mozgasszinhazat, Pilinszky verseire
és Schadr Erzsébet szobraira komponalva. A Fénixszel a 70-es évek id3szakdban
megfordultunk az egyetemi szinjatszé fesztivalokon, igy lathattuk a tébbi egyete-
mi szinpad munkait is. Nagy hatéssal voltak ram Paal Istvan produkciéi a szegedi
egyetemistdkkal, megnéztem a legendéssa valt Kémives Kelement, ami a Grotows-
ki-féle ,szegény szinh4z” alapjan késziilt, és a Petdfi-rockot, amelyben volt osztaly-
tarsaim is szerepeltek. Ekkor ismertem meg Arkosi Arpédot, Acs Janost. Nagysze-
rd volt ez a racsodalkozas Grotowski vildgara, arra, hogy milyen magikus hatast
tud kivéltani ez a ,szegény szinhdzas” megkozelités a stididszinhaz zart terében,

s hogy a kozonséghez kozvetlen kozel milyen elementérisan hat a szinész jelenléte.

U. ]J.: Ex az iddszak valéban nagyon sok izgalmas szinhdzi alkotét dobott felszinre
ag egyetemi kozegekbdl. Ex megerdsitett téged abban, hogy érdemes szinhdzzal foglal-
kozni? Ez a lendiilet répitett dt téged a ,kdszinhdzi” létbe?

P. I: En akkoriban még elég kevés készinhézi produkcidt lattam. Még mindig
nem gondoltam életpéalyaként a szinhézra, azt hittem, legfeljebb majd mkedvels-
ként, hobbibdl foglalkozom vele. Mégis sodrodtam
efelé a palya felé, azt lehet mondani. Ma mar tu-
dom, hogy igazabol akkor mar ez érdekelt. Az em-
litett Sachsenhauseni emlékmii cimii elad4sunkon
nagyon sokat dolgoztunk, de az akkori egyetemi
vezet3ség nem nézte j szemmel, mert ugye egy ka-
tolikus kolts versei szerepeltek benne. Emiatt nem
javasoltik a fesztivalon val6 részvételt, és akkor ki-
taldltuk, hogy el6adjuk az egészet néman, a lengyel
Krzysztof Penderecki avantgard zenéjére, nagy si-
kertink volt vele. Ezt Kun Janos rendezte, de kva-
zi-koreografusként nagyon sok otlettel jarultam
hozz4 én is az eléadéshoz, jatszottam is benne. Er-
dekes médon egyetemistaként kevésszer latogat-
Jerzy Grotowski (1933-1999) tunk el a Csokonai Szinh4zba, nem a mi vilagunk
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volt. Két el6adasra azért élményszer(ien
emlékszem: a Hamletre (1976, r: Sandor
Janos) Cserhalmi Gyorggyel és a Szeget
szeggel (1976, r: Sandor Janos) el6adasa-
ra. A Hamletben akkor raad4sul nagyon
jo szerepldgarda miikodott, tobbek kozott
Pécsi Ildiko, Reviczky Gabor is jatszott
benne. Izgalmas el6adas volt. A diplo-
maszerzés utan egy évet tanftottam ko-
zépiskolaban, de kézben a debreceni or-
vosi egyetem és az akkori Kossuth Lajos
Tudomanyegyetem irodalmi szinpadat
is vezettem, s6t, a KISZOV szinpadtdl
is kaptam felkérést. Az irodalmi szinpa-

” 2

dokat mindsitd egyik megyei versenyen

Rencz Antal, a Csokonai Szinhaz akkori Y\g;gafessapmeg (;?Z Jg/ﬁgz{eat’ C%Z';ggibsggjhaz'
igazgat6 férendezéje megkérdezte tSlem, Cserhalmi Gyérgy (foté: Balogh P. LaszI6)

hol tanultam rendezni, s elarulta, hogy lat

bennem fantazidt. Mondtam, hogy tanitok, hobbibdl vezetek szinpadot, és tervem
szerint késdbb az angol tanszéken folytatndm a palyafutdsomat. Akkortajt iiresedett
meg egy rendez@asszisztensi allas a szinhdzban, és mivel a kozépiskolai tanitdsban
nem éreztem igazan j6l magam, Ggy gondoltam, ez egy j6 lehetéség. Legalabb meg-
tanulom, mi kell a rendezéshez, hogyan instrudljam a szinészeket, és igy tovabb. De
kozben tovabbra sem tettem le arrdl, hogy egyszer majd az angol tanszékre keriilok.

U. J.: Aztdn mégis ott maradtdl a ,,hivatdsos” szinhdz vildgdban. S a szinhdztudo-
mdnyban is profi lettél: 2009-ben doktori cimet szerextél a szinmiivészetin.

P. I.: A rendezd szakkal is megprobalkoztam, még mielStt asszisztensnek sze-
gédtem volna a Csokonai Szinh4zhoz, de a harmadik rost4n kihullottam. A Cso-
konaiba keriilvén éppen igazgatévaltas volt, Bényei J6-
zsefet valtotta Gali L4szl6!. Férendezének pedig Lengyel
Gyorgy jott, aki Szabé Magda Régimadi tirténetée (1979)
vitte szinre el@szor, és mellé keriiltem asszisztensnek.
Rogton emlitette, hogy latott a felvételin, sajnélja, hogy
nem keriiltem be, de mi lenne, ha a most indulé szinh4z-
elméleti osztalyaba jelentkeznék. Ez posztgradudlis kép-
zés volt, gy jol jott, hogy mar van egy diplomam, ra-
adasul angolul is tudtam szakirodalmat olvasni. Ez elég
kiegyensulyozott helyzetnek bizonyult: az elméletet a f6-

) ) ] Lengyel Gyorgy rendezd,
iskol4n tanultam, a gyakorlatot pedig ugyancsak Len- szinhazigazgat6

I Bényei Jézsef (1934-) 1976-t6] 1979-ig volt a Csokonai Szinh4z igazgatéja. Az 8t valtd
Gali LaszIl6 (1943-) 1979-t61 1986-ig toltdtte be az igazgaté-férendezdi posztot. Len-
gyel Gyorgy (1936-) 1979 és 1981 kozott ugyanitt miivészeti vezetd volt.

113



gyel Gyorgy mellett, a szinh4zban. Nagyon j6l éreztem magam, ez volt az iskoldm
Lengyel és Gali mellett. Eletem elsé onalls ,nagyszinhazi” rendezését is itt kap-
tam, 1981-ben Kroetz Felsd-Ausztria és A fészek cim(i egyfelvondsosait dolgoztuk
Ossze egységes darabba a Csokonai Horvath Arpéd Stadidszinhazaban. Egy év-
vel kordbban pedig Kazincbarcikan az ifj. Horvéth Istvan orszdgos amatdr szin-
h4zi fesztivalon — ahol kiilféldi csoportok is részt vettek — Csehov Lednykérésé-
vel szerepeltiink az 1979-ben 4ltalam alapitott Debreceni Szinjatszé Stadival,

és ennek révén jutottunk el New Yorkba, ami egy 4j fejezetet nyitott az életem-
ben. Ez az intézmény? szinészképzéssel is foglalkozott: Csikos Sandor a verselem-
zést vitte, volt tdnc- és énekkurzus, én elsésorban a mozgas oktatasaval foglalkoz-
tam. Olyan szinészek keriiltek ki ebbdl a miihelybdl, mint Eszenyi Enikd, Csuja
Imre, Szarvas Jozsef, a késbbi években Bertok Lajos, Varga Miria, Illyés Robert,
vagy a Csokonai Szinh4dzban ma4ig jatsz6 Garay Nagy Tamads, és sokan masok val-
tak szinésszé ezek koziil a fiatalok koziil. Amikor Rencz Antal elkeriilt Debrecen-
bdl, dtvettem a stdié vezetését, és igyekeztem t&bb produkciot 1étrehozni. Szive-
sen emlékszem vissza példaul Materlinck A vakok cim{i darabjara, ebben tiint fol
példaul az eldbb emlitett Varga Marika, még kozépiskolasként. Emlithetem Ber-
tok Lajost is, aki szintén kozépiskolasként bukkant fel Sartre Zdrt tdrgyaldsaban,
és igy sziiletett meg Csehov Lednykérése is, ami emlékezetem szerint masodik di-
jas lett a kazincbarcikai fesztivalon. Az amerikai vendégszereplésen talalkoztunk
a japan tojamai szinh4zzal, és innen indult el egy ma mar harmincnégy évre visz-
szatekint$ kapcsolat. Ennek készénhetden tébbszor rendeztem Japanban, hatott
is rAm ez a szinhazkultdra, Ggyhogy Magyarorszagon is rendeztem késébb japin
darabokat: Az édes méreg (1997) cimmel 6t kjégent a Horvath Arpad Stadidszin-
h4zban, japian mesejatékot a Vojtina babszinhazban. Ez inspirdlta A sors gyerme-
kei (1994) cimii izgalmas produkciémat, amelyben hat ¢kori gérdg drama alapjan
szerkesztett szdvegre a kabuki kifejez8eszkozeit alkalmazé el6adast hoztunk létre.
Ebben egy Amerikaban €18 japan mester dolgozott egyiitt veliink, két honapig ta-
nitotta a szinészeknek a kabuki mozgéasrendszerét. Ez azért is érdekes volt, mert &
nagyon pontosan tudta, hogyan kell nem 4zsiai testalkatt embereket oktatni erre
a mozgasformara. Szdmomra azért fontos ez, mert kicsit ,megfertézott” a japan
szinhdz, az a fajta stilizaci, ami abban megnyilvanul, az a mégond, ahogyan is
ott eldadasokat hoznak létre. Forditva is mikodott a kapcsolat, hiszen rendeztem
is ott, elsésorban magyar darabot (Orkény Tétékjat, Szép Erndt, Fiist Milant). Ez
nem tul egyszer( feladat, ugyanis a japanok szinhazi kultdrija teljesen mas, mint
amit itt megszoktunk. A magyar szinészeknek sokkal kénnyebb volt elfogadhaté
szinten megtanitani a kabuki és kjégen mozgaselemeit, mint a japAnoknak meg-
magyarazni mondjuk az 6rkényi groteszk jatékmaodjat.

A Kélesey Ferenc Onismereti-Tehetséggondozé Stadié 1978-ban jott létre Rencz An-
tal (1942-) vezetésével, aki 1975-t8l 1979-ig a Csokonai Szinh4z rendezdje volt. Ez a
kozvetlen el6zménye az egy évvel késdbb 6néllé amatdr szinhazként létrejovd Debre-
ceni Szinjatszé Stididnak.
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U. J.: Induldsodkor ag irodalommal is szoros volt a kapcsolatod, forditottdl is. Ext ax
ambiciédat teljesen elsoporte a szinhdz?

P. I.: Azt lehet mondani, igen, elstporte. Pedig annak idején kortars angol
versforditasaim jelentek meg antolégidkban, nyertem a Nagyvilag novellafordito
pélyazatan. Verstannal is komolyan foglalkoztam, szakdolgozatom is ebben a té-
makdrben sziiletett az angol tanszéken Abadi Nagy Zoltan tandr Gr irdnyitasaval.’
Deme Zoltan* bardtomtdl sokat tanultam, aki Szuromi Lajos tanar Grtdl® sajati-
totta el a verstani ismereteket. Az idémértékes, a hangsilyos és a szimultin verse-
1éssel egyarant behatdan foglalkoztam, elsésorban az angol és amerikai 20. sz4zadi
versek formahii 4tiiltetése érdekelt. Az angolban hangsilymérték van, nem a ro-
vid és hosszt szotagok adjak a ritmikat, a tartalomhoz valé hiiség mellett nagyon
érdekelt ennek a ritmikanak a megszélaltatasa magyarul. Egy keveset foglalkoz-
tam Arany Janos balladdival, illetve Ady Endre angolra forditasdval. Nagyon iz-
galmas kutatisok és stddiumok voltak ezek, de a szinhaz valahogy elséporte Sket.
Elvétve most is forditgatok, a Twist Olivérrdl sz616 musical dalszovegeit 2000-ben
bemutatott kecskeméti el6addsomhoz magam készitettem, és a sepsiszentgyorgyi
Diploma utdn cimi musical Simon and Garfunkel, Beatles, Rolling Stones, Doors
dalszdvegeit is én forditottam le 2007-ben énekelhetd nyelvre — ez a hobbim ma is
megvan. DLA disszertdciém melléktermékeként leforditottam Beckett sajit angol
szovegvaltozata alapjan a Godot-ra vdrva cim(i 8s-abszurdot. A magyar szinhazak a
franciabol késziilt magyar forditast hasznaltak eddig; pedig a két mi szdveganyaga
és stilusa jelentds mértékben kiilonbozik! Mostanaban John Lennon szévicces no-
vellaszertiségeinek forditasaval szérakoztatom magamat, hobbi gyanant.

U. J.: Emlitetted kordbban a
Grotowski-élményt. Tébbszor is
rendeztél palyafutdsod alatt lengyel
darabokat, igy példaul elsék kozitt
vitted szinre Gombrowicy Operett-
jét Magyarorszdgon. Milyen volt a
kapcsolatod a 70-es, 80-as években
eurépai viszonylatban meghatdrozé
lengyel szinhdzzal?

P. I.: Szerencsére Debrecen-
nek testvérvarosa volt Lublin, igy
tobbszor is volt alkalmam kijutni

Lengyelorszagba, talalkozni ezzel a

F. Dosztojevszkij: Ordégok, Stary Teatr, Krakké 1972,
) o tervezte és rendezte: Andrzej Wajda
gérd, nagyon 1zgalmas szinhézi vi- (forras: cyfrowemuzeum.stary.pl)

nagyon expressziv, nagyon avant-

> Ab4di Nagy Zoltan (1940-) amerikanista, a Debreceni Egyetem angol tanszékének

professzora.
% Deme Zoltan (1949-) filmrendezd, irodalomtdrténész.
Szuromi Lajos 1936-2010, a Debreceni Egyetem irodalomtérténésze, a verstan neves
szakembere.
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laggal. Egyik lefontosabb szinhazi élményem maig az az Ordigok, amit a krakkoi
Stary Teatr el6addsaban ldttam, Andrzej Wajda 1971-ben késziilt rendezésében.
Ugyanigy volt alkalmam latni Henryk Tomaszewski pantomim-egyiittesét, amely
aztan Debrecenben is vendégszerepelt a kerekasztal lovagjairdl sz616 el6adas-
sal. Ezek hatdsara kezdtem el Rézewicz, Mrozek, Gombrowicz miveit olvasgat-
ni. A Csokonai Szinh4zban szerencsére tobb rendezd, tervezd is megfordult a mar
emlitett lublini kapcsolatnak koszénhet@en. Példaul Stanistaw Tymnek A hajé
cimi produkcidjat lengyel rendezd 4llitotta szinpadra a Csokonai Szinh4zban. Ké-
s6bb lazult ez az intenziv kotddés a lengyel szinhdzhoz a tedtrumban. De ezek az
élmények vezettek el a Mrozek- és Gombrovicz-rendezésekhez (1996 — Gombro-
wicz: Operett; 2001 — Mrozek: Ozvegyek).

U. J.: Mdr az elsé rendezésed is stiidiéban valésult meg, és késébb is meghatdrozé-
nak bizonyultak a pdlyddon a stiidiészinhdzi méretekben megualésulé eléaddsaid.

P. I.: Az els§ darab, a mar emlitett Fels6-Ausztria egy kiilonos, hiperrealis-
ta nyelven irédott, igazi kihivas volt ennek megfelels kozeget teremteni. Olyany-
nyira realista volt, hogy a fordité (Oravecz Imre) is suk-siikolve tiltette at. Utdlag
végiggondolva a munkaimat harom szempont szerint lehet taln csoportba sorol-
ni, ezek koziil az egyik mindenképpen ennek a hiperrealizmusnak a megjelenése
a szinpadon. Ez a nagyon ,életkdzeli” mindség, a mindenfajta teatralités kertilése,
a lélektani realizmussal megkozelitett szinészi jaték nyilvanult meg az olyan ren-
dezéseimben, mint példaul Schwajda Segitsége 1986-bdl, Spird Csirkefeje 1989-bsl
(Bertok Lajos els6 nagy szerepe). 1990-ben jott Garaczi Imogdja, amelynek a disz-
lete egy lerobbant falusi presszo volt, bar ott azzal a furcsasaggal, hogy Garaczi-
nak a posztmodern dramaturgigja és polifon nyelvezete méar tobb volt, mint doku-
mentarizmus: a szereplSk egy érdekes vegyiilék-nyelven beszéltek, ami egyszerre
volt emelkedett és alpari. Ebbe a vonulatba sorolom még a Szigorian ellenérzitt vo-
natokat 1999-bél, Havel Audiencidjanak ,6nbestgds” torténetét 1989-bél, a vit-
riolosan szatirikus Mesterkurzust 1990-b8l (Sztalin kommunista zenét ir Prokof-
jevvel és Sosztakoviccsal), amik egyébként kifejezetten bator véllalasok voltak a
rendszervaltas kornyé-
kén, nem sokkal azutan,
hogy az utolsé eurdpai
diktatort a szomszédos
Roménidban kivégezték.
Ilyen volt Hamvai Kor-
nél Mdrton partjelzd fa-
zik (1999) cim( darabja
is az onkéntes bestgorol.
A legmarkénsabb, nem-
zetkozi sikereket is hozd

produkcidja az ilyen tipu-
st eléadasaimnak Hay J4-

Hay Janos: Gézagyerek, Csokonai Szinhéz, 2001, r: Pinczés Istvan )
(fot6: Mathé Andras) nos A Gézagyerek (2001)
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cimi ,jistendramaja” volt. Rendezése-
im masik csoportja viszont teljesen el-
rugaszkodik a hagyoményos értelemben
vett realizmustdl, mind nyelvi vonatko-
zasban, mind rendezési megoldasaiban,
végletekig elvont, stilizalt vildgot te-
remt. Ennek legeklatansabb péld4ja ta-
lan Borbély Szilard /kamera.man/ cimd,
stilizalt mozgasy, koltSien elvont nyel-
ven megszolalé tiikorjatéka volt, ame-
lyet 1999-ben rendeztem. De ide tar-
toznak formailag az olyan japan ihletést
rendezések is, amelyekrdl mar beszél-
tem, mint A sors gyermekei. A harmadik
vonulat pedig a — mondjuk igy — vegyes
esztétikai mindségekbdl kikevert irodal-
mi alapanyagokbdl jon 1étre, a groteszk,
az abszurd, a szatira, a tragikomikum vi-

laga ez — Orkény, Jarry, Diirrenmatt, Borbély Szilard: kamera.man (tiikérjaték), Csoko-
Nesck, Gombrowics, Hbel vy TS o A st 53
lirizélt-stilizalt vilaga darabok: Parti

Nagy ,huszerettje”, Darvasi Laszl6 ,,szorongd komédiai” és igy tovabb. Jut eszem-
be, van egy negyedik csoport is: rendeztem vagy htisz musicalt és rockoperat is (La
Mancha, Koldusopera, Godspell, Chicago, Oliver, Légy j6 mindhaldlig, Sztdrcsindldk,
Kidlts a szeretetért, Laura, Diploma utdn stb.), de a zenés rendezés egy masik beszél-
getés targya lehetne.

U. J.: A rendszervdltdssal szabadabbd, nyitottabbd vdlt szinhdzi terepnek készinhe-
téen a 90-es években — Dobdk Livia dramaturggal kézosen — olyan stiididszinhdzi soro-
zatot inditottatok el a debreceni tedtrumban, amely trék, kéltdk egész sordt avatta drd-
maszerzdvé. Miért érextetek erre késztetést? Mennyire volt ez termékeny a szinhdzi
alkotémunka szempontjabél?

P. I.: Nagyon sok kortars darabot mutattunk be ebben az id8szakban sorozat-
szertien a stadidszinhdzban; a DESZKA-n ,megemlékezett” magyar dsbemuta-
tok mellett majdnem ugyanennyi kiilfsldit is. Mar emlitettem Havel Audiencidjat
vagy Pownel Mesterkurzusat, de angol, ir, kanadai, norvég darabokat is, gyakran az
érintett orszagbdl meghivott vendégrendezd, -tervezd kdzremiikodésével. A ma-
gyar darabok rendkiviil sokféle {roi-esztétikai vildgot képviseltek, lehetdséget adva
sokféle szinhazi el6adési forma megteremtésére. Péld4aul Darvasi Laszlénak négy
Ssbemutatdja is volt Debrecenben, mindegyiket az emelkedett liraisag hatotta 4,
mégis més jellegti, formajd, tartalmu eldadas lett a Sziv Erné estéje (1995), a Vigs-
gdlat a rézsdk tigyében (1993), a Bolond Helga vagy az Argentina. Garaczi Laszlo
Imogdja (1990) klasszikusan ,egy tér — egy id6 — egy cselekmény” el6adas volt, de
a Fesd feketére! (1995) cimii darabjat péld4ul sajatos dramaturgidval, a szimultian
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dialégusokat az egyidejiileg zajlé
szinpadi torténésekkel egybe kom-
ponalva vittiik szinre, Ggy, hogy a
néz8k végig alltak és jarkaltak a
jatéktérben a parhuzamosan zaj-
16 jelenetek helyszinei kozott. Par-
ti Nagy huszerettjében, az Ibusdr-
ban (1992) a varéteremben iiltek
a néz8k, és karnyujtésra tdliik ele-
venedett meg a hamiskés operett-
vildg. A Mdrton partjelz6® focipé-

ly4djanak minden sarka dj helyszint

Darvasi Laszl0: Vizsgalat a rozsék tgyeében, Csokonai jelentett a f8hés Koti Arpéd sajat
Szinhaz Horvath Arpad Studioszinhédz, Debrecen, 1993, . ’ . h j

. Pinczés Istvan, a fiu szerepében: Bertok Lajos ketrecébe zdrva élt besdgott fele-
(fotd: Méathé Andras) ségével. A Gézagyerek (2001) ren-

geteg helyszinét nyilo-csuk6dd, véltoztathatd nagysagi képkivagasok segitségével
teremtettiik meg, s ezek a formai eszkozok a kiting szinészi alakitasokkal egye-
temben mindig mas-m4s el6adésvilagot teremtettek. Nagyon izgalmas idészak volt
ez, amikor dsszeért az alkotdk, illetve a kodzonség ,kisszinhazi” formak iranti igé-
nye. Ugy gondoltuk Dobsk Liviaval, hogy érdeklik az embereket a kis térben 1ét-
rehozott, kisérletez8sebb”, elevenbe vigd problematikajd produkciok. Ehhez tér-
sult az alkoték (rendezdk, szinészek, tervezdk) belss igénye is, hogy itt a lehetdség
e kortérs darabokban a szinészi jatékot megtjitani, masfajta eszkodztarat elShiv-

ni ebben az addig nem szokvényos térben, hiszen a stddidszinhaz nézékozeli ja-
tékterében élni kellett a szerepet, a nagyszinpadi jatékmodor hamisnak bizonyult
és leleplezddott. Nekem mint rendezének nagyon sokat lehetett jatszani a sziné-
szi munkéba ,beleszélva” is, de a térrel is, mindenféle Gj megoldast kitallni. Belss
mozgatderdnk a kisérletezés, a ke-
resés és a jaték volt. 1987-ben kez-
daédott tizenhat éves férendezdi
id6szakom alatt tizenkilenc magyar
darabot mutattunk be, koziilik ti-
zenhat dsbemutaté volt. Ez nagyon
nagy teljesitmény a szinh4z veze-
tésége és kozvetlen munkatarsaim
részérdl is, gy gondolom. Komoly
szakmai-kritikai figyelem irdnyult
ekkor rank. Kezdetben még vélet-
lenszer(ien, aztdn mar tudatosan

Hamvai Kornél: Mérton partjelzé fazik, Csokonai , ,
Szinhaz Horvath Arpad Studiészinhaz, Debrecen, 1998, véllalva a rendszeresseget mutat-
r: Pinczés Istvan (fotd: Méathé Andras) tuk be a mtiveket ebben a sorozat-

¢ Hamvai Kornél: Mdrton partjelzd fazik; bemutatd: 1998.
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ban. Szerzévé, dramairéva avattuk
Garaczi Laszlot, Darvasi Laszlot,
Parti Nagy Lajost, Borbély Szilar-
dot, Hay Janost, jatszottunk Né-
meth Akost, Karpathy Pétert,
a magyarokon kiviil ment a stadi-
6ban Havel, David Pownel, He-
len Edmundson, Mrozek, és a ,fél-
klasszikus” Brecht és Beckett is,
hogy csak néhény szerzét emlitsek.
U. J.: Ha mar Beckett sz6ba ke-
riilt, hadd kérdezzem meg: miért ép-

pen ebbdl a témdbdl sziiletett mega Parti Nagy Lajos: /busdr (huszerett), Csokonai Szinhaz
doktori értekezésed? Horvath Arpad Studidszinhaz, Debrecen, 1992,

Lo r: Pinczés Istvan (fot6: Mathé Andras)
P. I.: Az egyetemen rogtén az

elsé évben talalkoztam ezzel a mii-
vel kotelezd olvasmanyként. A cél nyilvan a beszélt modern angol nyelv gyakorla-
sa volt. Ekkor ébredtem r4 arra, hogy — miutan Beckett francidul irta meg a dara-
bot eredetileg, és innen forditottdk magyarra — mennyire nem egyezik a franciabol
forditott szoveg és a késébbi letisztultabb angol valtozat, amit maga a szerzd fordi-
tott angolra. Mar akkor tgy érzékeltem, hogy ez egytttal komoly atdolgozast is je-
lentett. Amikor jéval késébb a Csokonai Szinhdzban megsztint a stiatuszom, Gjra
eszembe jutott ez a probléma, és elkezdtem vele foglalkozni. Szisztematikusan vé-
gigvettem az Gj szdvegrészeket, feltdrtam, hogy milyen Gj mindségeket hoz az an-
gol valtozat, mennyiben érlelte tovabb Beckett ezt a muvet, és ezekbdl 4llt dssze
aztan a doktori dolgozatom. Erdekes kérdés, miért forditasnak veszi a szerzd, hi-
szen szinte (ij darabnak is tekinthetd, a szovegnek Gigy harminc sz4zaléka teljesen
Gj. Sok mindent hozzairt, van, amit kihdzott beléle, sét olyan is, amit Atirt. Sok-
kal elvontabb, 4ltaldnosabb ez a véltozat, tdbb benne az abszurd elem. Rengete-
get kellett kutatni egy-egy széfordulat, utalds utan, tele van az angol széveg bibliai
utalasokkal, sokkal inkébb, mint ahogy az a francidbdl forditott szévegben tiikrd-
z8dik. A disszertaciom mellékleteként leforditottam e muvet én is, és akkor meg
is jelent ez a szoveg a Nagyvilag hasibjain. Amikor lehetségem adddott, meg is
rendeztem a Csokonaiban, bar ez még egy ,hibrid” véltozat volt, nem teljesen az
gltalam leforditott szoveg alapjan dolgoztunk. Erdekesség, hogy kotetben éppen
az angol—francia jogvita miatt nem tudtuk kiadni, a francia jogtulajdonos ugyanis
azt allitja, hogy az angol verzié nem 6nallé md, hanem forditas. Itthon is az volt az
Eurépa Kiadé 4llaspontja, hogy nem érdemes djraforditani. Felolvasészinh4zban
viszont elhangzott tobb helyen is az én véltozatom.

U. ].: Beszéltiink az imént a harom dltalad kéwvetett iranyvonalrél. Visszatekintve
hogy ldtod, melyik volt a legizgalmasabb?

P. I.: Taldn a Hay-el6adasok rendezdi vonalat kévetném tovabbra is, ha len-
ne 4 lehetéségem, hogy folytassam a kisérletezést. En azonban nem tartozom azok
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kozé a rendezSk kozé, akiket egyetlen téma érdekel, és azt probéljak korbejarni min-
den el6adasukban. Ilyen volt Paal Istvan példaul, aki folyamatosan a hatalom és

az ember viszonyat boncolgatta. Nlam viszont valahogy tgy alakult, hogy a mun-
kaim mindig Gjabb és tjabb szinhazi nyelv kiprobalasat tették lehetdvé. A Géza-
gyerek sikere a POSZT-on, Lengyelorszdgban és Németorszagban taldn azt igazolja,
hogy az itthoni és a kiilféldi néz&kben is sikeriilt valamit eltalalnunk. A rendszer-
valtas utan még egy évtizedig érdekesnek bizonyultak ezek az Gj dramaturgidjd, szo-
katlan szinh4zi térben létrejovd, koltdi, vagy éppen a posztmodern zlésvilaghdl tap-
lalkoz6 produkcidk. A kilencvenes években ez a fajta mtthelymunka egy szerencsés
konstellaciénak volt kdszénhetd az {rdk, szinészek, tervezdk kozott; hasonld szandék
mozgatott minket, és voltak dsztondijak, tAmogatisok, amiket becsatornizhattunk.
De azutéan jottek a magyar szinhazi életben masfajta muhelyek, sokkal radikalisab-
ban gondolkodé alkotdk, illetve kozdsségek: a Krétakdr, a Szputnyik, Pintér Bél4ék,
a Forte, a Maladype, és még sok mas fliggetlen csapat. Mi igy vagy tigy mindig az iro-
dalmi alapanyagbdl indultunk ki, de azéta létjogosultségot nyertek olyan szinhazi
beszédmaodok is, amelyekben az improvizativ formak, a mozgas, a kollektiv szovegek,
a szovegmontéizsok domindlnak. Vidnyanszky Attila is j6 példa arra az alkotasi fo-
lyamatra, amelyben nem a szovegszertien megirt darab interpretacidja a fontos, ha-
nem egyfajta polifon hangzis, amelyben a szoveg sokszor csupdn apropé és a zene is
nagyon hangstlyos elem. Szamos példat lehetne még felhozni mas modszerekre is: az
improvizacids szinhézat vagy az olyan torekvéseket, ahol a valésag ,irja” a szovege-
ket, mint az idei DESZKA Fesztivalon is j6 néhany el6adas esetében.

"Our Inner Drives Were Experimentation, Quest and Play”

Judit Ungvari Interviews Director Istvan Pinczés

The directing career of Istvan Pinczés (b. 1953) began at Csokonai Szinh4z (Csokonai
Theatre), Debrecen. Having graduated from the Faculty of Arts in Hungarian and English,
he joined this institution as assistant director in 1978, became its director (1983-1987),
senior director (1987-1991), then managing director (1991-1993), and was its leading
director between 1997 and 2002. At a
professional accompanying event to this year’s
DESZKA Festival, he recalled the “golden age”
of contemporary Hungarian dramas from the
regime change to the beginning of the 2000s
together with two authors, Laszl6 Darvasi
and Laszl6 Garaczi as well as dramaturge
Livia Dobak at Csokonai Szinhaz, Debrecen,
on 22" March. The panel discussion was a
precursor to this interview, which gives an
outline, starting from the years related to the
amateur student theatre movement, of this

experimentally-minded director’s impressive

A zalaegerszegi Griff Babszinhaz oeuvre and very broad genre repertoire.
igazgatojaként 2013-ban
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