TEATRUL ESTE

AL ZILELOR

IN CARE SE FACE.
INTERVIU CU REGIZOAREA
S| PROFESOARA UNIVERSITARA
SANDA MANU

DANA
VOICU
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Sanda Manu, remarcabil om de teatru, si-a impartit energia creatoare si cunoasterea aplicatd,
de-a lungul intregii cariere, intre sceni si catedra. A iubit deopotriva actorii si pe cei ce-si doreau si devind
actori. Pe langi spectacolele regizate, cele mai multe dintre ele comedii, Sanda Manu a avut un rol formator
esential. A contribuit decisiv la articularea traseului profesional al unor actori si actrite care au marcat
momente importante n teatrul romanesc: Vlad Ivanov, Tamara Cretulescu, George Mihiitd, Oana Pellea,
Mihai Constantin, Dorina Lazir, Mircea Diaconu, Dorina Chiriac, Richard Bovnoczki, Adriana Moca,
Simona Maicinescu, Ana loana Macaria, Andi Vasluianu si alii.

Sanda Manu s-a niscut in anul 1933, a fost fiica marelui actor Ion Manu, fiind botezati
Alexandra-Ioana. A absolvit cursurile Facultitii de Regie a Institutului de Artd Teatrali si Cinematografici
din Bucuresti in anul 1955. A lucrat intreaga viatd ca regizor de teatru si televiziune, fiind deopotriva
cunoscuti §i apreciatd pentru activitatea sa academici — a fost profesor universitar al Facultitii de Teatru,
Catedra de Arta actorului din cadrul IATC, ATF astizi UNATC. A predat, de asemenea, la Facultatea
de Teatru a Universititii ,Spiru Haret”. fn Romania, a regizat peste 120 de spectacole de teatru si de
televiziune, fiind totodat4 invitatd s& monteze in teatre din Germania si SUA. Spectacolele regizate de Sanda
Manu au fost prezente in turnee in Belgrad, Moscova, Varsovia, Riga, Berlin. A fost invitatd si ind cursuri
in Suedia, SUA si Cuba.

Pe langd multe alte premii pentru regie, in 1992 i-a fost acordat Premuul de Excelentid al UNITER,
iar in 2008 Premiul UNITER pentru intreaga activitate. UNATC a celebrat intreaga sa activitate, acordandu-i
titlul de Doctor Honoris Cauva.

Sanda Manu este respectatd de sutele de studente s1 studen;i cirora le-a marcat carierele, pentru

profesionalism, rigoare academici si ddruire exemplari.

Dana Voicu: Cum vd raportati dumneavoastrd la momentele pe care le traim in
prezent?

Sanda Manu: N-as fi vrut sa fiu copil de scoala... tanar... mi se pare ca
e foarte greu de trait...

D.V.: Da, e

S.M.: E asa... o zbatere, nu e o revolta, nu exista un conflict clar din
care sa poata sa ramana ceva. O mizerie... Asa cred eu si se poate intampla sa
fie complet fals, pentru ca eu nu ies afara, nu port masca din cauza asta, nu am
contact cu lumea de afara... Nu stiu, ce vrei cu conversatia asta a noastra?

5 Cred cd matematica m-a invatat sa-mi pastrez un echilibru
si la bine, si la rau, sa nu ma sperii niciodatda grav. Am
descoperit ca cele mai grave dezechilibre sunt la mine,

acolo-s greselile.”

D.V.: Vieau sd vorbim despre teatru. Ce e teatrul pentru dumneavoastrda?

S.M..: Teatrul a fost un noroc imens. Trebuia sa ma fac inginer, imi placea
matematica si eram buna la matematica si asa... brusc... mi-am dat seama ca
sunt lenesa. De fapt, nu ca sunt lenesa, m-am intrebat odata: ,,.Bun, eu ma duc la
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Politehnica si intru, nu e aia problema, imi place matematica, dar ce fac dupa?”
O colegd, care imi era si prietena, mi-a spus la un moment dat: ,,Pai, ai sa stai
intr-un birou si ai sa faci planuri.” Si eu m-am gandit ca nu-mi place, si asa,
dintr-o intamplare, am ajuns sa fac ceea ce-am facut si multumesc intamplarii.
Matematica m-a urmarit intotdeauna, mi-a dat ca un fel de axa de viata — e ciudat
ce spun — cum sa merg drept, de exemplu, cum sa nu merg inutil, cum sa fac pasii
ca sa ma duca bine.

D.V.: Din punctul A in punctul B. ..

S.M.: Nu din punctul A in punctul B, pas cu pas. Si cred ca matematica
m-a Invatat sa-mi pastrez un echilibru si la bine, sila rau, sa nu ma sperii niciodata
grav. Am descoperit ca cele mai grave dezechilibre sunt la mine, acolo-s greselile.

D.V.: Cum adica?

S.M..: La rau, lupti — lupti atent. La bine, te desfasori euforic. Tot
echilibru, vezi? Am invatat sa stiu si pana unde Imi intind aripile si pe ce coridor
s-o iau. Pare ca-1 prudentd, probabil. Nu sunt o viteaza, dar nici o lasa, din fericire,
viata nu m-a pus chiar in situatii extreme. (pauzd)

Teatrul, uite-asa l-am facut. Prietena mea, dupa ce i-am spus ca dau la
Politehnica, m-a intrebat: ,,Dar tu, de fapt, ce vrei?” $i atunci i-am zis: ,,Pai, vreau
teatru, vreau sa ma fac actrita.” Ea zice: ,,Pai, fa-te actritd!” $i eu zic: ,,Nu pot!” —
tatil meu, fiind actor!, nu voia deloc. Da’ nici n-aveam niciun fel de talent, eram
o tocilara.

D.V.: Ce inseamna talent la un actor?

S.M.: Pai, n-am zis niciodata o poezie, nu m-a pus nimeni §i nici n-am vrut.
Oi fi citit aga, in public, niste poezii la scoala, sa zicem. Pai, teatru insemna. .. Sunt
fata de actor, stiu, sunt dusa la teatru, chiar daca nu foarte mult. Tata s-a imbolnavit
rau de tot, era sa moara cand a auzit ca eu vreau sa dau la teatru. Era foarte grav.
In perioada aia, mergeam mereu cu mama in céte-o biserici in care nu intrasem
niciodatd, ca era pe moarte. Dar s-a facut bine, si-am dat la teatru, si-am cazut. Am
amutit dupa ce-am cazut, am facut un soc, nu mai iegseau sunete din gat.

D.V.: Dar vd aducetr aminte de examen, adicd ce s-a intdmplat acolo?

S.M.: Da, da. M-am dus la examen cu Dusmancele de Cogbuc, pe vremea
ala, noli nu puteam sa venim decat cu lucruri progresiste. Si-atunci lucrurile
bune... — Eminescu, nu prea era ce trebuie. Cosbuc era asa... mai popular, mai

1 Jon Manu a fost actor de teatru si film, unul dintre marii actori comici romani (n. 1891 la Botosgani
-d. 1968, Bucuresti). A ficut parte din trupa Teatrului National din Iasi si apoi a Teatrului National din
Bucuresti. Era autor de scenete, proze satirice, versuri, cuplete, piese radiofonice si epigrame. A jucat in
numeroase filme, printre care Picalid y( Tdndali (1925), Monologul lui Péicali (1931), Ziua cumpdtdrid (1942),
D-ale carnavalului (1958), O poveste ca-n basme (1959), Darclée (1961), Payi spre lund (1963), Corigenta domnului
profesor (1966).
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»vartos”. Ma rog, ca subiect. Si atunci Dusmancele era ce trebuie.

M-am dus intr-o rochie scrobita pe care mama mi-a calcat-o mult. Mama
muncea mult In perioada aia, ca eram saraci tare si nu aveam nicio femeie in casa
care sa ne ajute — in fine. Si mi-a spus: ,,5a nu cumva sa te asezi inainte sa intri, ca
ti-am calcat-o!” Si m-am dus, si tot In picioare, asa, m-am lipit de toti peretii pana
mi-a venit randul, ca sa nu fac cute la o rochie scrobita. Si am cazut, si m-am dus
acasa. Tata m-astepta cu o sampanie, dar eu am intrat pe usa si am facut niste
semne... ca am facut o pareza nervoasa, nu-mi ieseau sunetele din gat. Si atunci
au chemat doctori, dupa vreo 3 zile mi-a trecut.

N-am putut sa scot sunete de suparare. Sigur, am plans. De fapt ar trebui
sa-fi spun: ,,Si-am mai plans, si-am mai plans, m-am dus, am mancat si am mai
plans si pe urma, cand sa ma culc, plangeam, si dimineata, cand ma sculam,
plangeam.” Asa ar trebui sa-ti spun c-a fost. Tata, care nu voia deloc sa fac teatru,
a zis: ,,5-a ticnit fatal” Si a venit un coleg de-al lui la el si 1-a intrebat: ,,Fiica-ta a
citit vreo piesa, doua, stie ceva?” Si tata a zis: ,,Dal” — ,,Pentru ca s-a deschis acum
o noua facultate de regie si daca fiica-ta a citit vreo piesa-doua, poate sa dea la
regie”. S tata zice: ,,Da, de citit, a citit.” S1 m-a trimis si am intrat la regie si pana
la urma n-am mai vrut sa plec de-acolo. Ma gandeam ca poate-o sa trec la actorie,
da’ n-am mai vrut sa trec la nicio actorie. Si-am ramas la regie. Sigur ca atunci
cand am auzit cuvantul regie, nici nu stiam ce ¢ aia, desi eram fata de actor. Eu
nu stiam ca exista un domn care ii aranjeaza pe actori, adica il invata pe tata ce sa
faca. Nu stiam nimic, decat liceul meu bine facut, cu matematica multa. Si-atunci
m-am dus. Sfantul Dumnezeu a facut ca m-am indragostit de aceasta meserie,
adica nu eram constienta ca m-am indragostit, dar asta-i adevarul, pentru ca acea
clasa era minunata. Am fost un om foarte norocos: de cate ori voiam o prostie,
m-ajuta, iImi dadea una peste nas si ma trimitea acolo unde era bine. Si-am facut
meseria asta si mi-a placut. Oamenii ziceau c-am avut noroc. Ma felicitau: ,,Ce
noroc ai avut!” Ma st suparam. Da, e adevarat c-am avut noroc, da’ am si muncit.

D.V.: Si profesoard cum ati devenit?

S.M..: Profesoara am devenit pentru ca...

D.V.: Asta era in plan?

S.M.: Nu, Doamne fereste, in niciun plan nu era. Dar am fost silitoare.
Sigur, am avut si norocul de a avea un profesor foarte bun, pe George Dem.
Loghin? si niste colegi extraordinari. Si-am ficut cinci ani de regie, si-a inceput
sa-mi placa foarte tare, si-a inceput sa fie bine. Da, eu am invatat si-am avut noroc

2 George Dem. Loghin, profesor de actorie si Rector al IATC ,1.L. Caragiale” in perioada 1970-1972.
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pentru ca au fost in clasa acesti oameni. Era Dimiu®, Moisescu®, era Penciulescu’® si
era Pintilie®, astia erau stelele. Dimiu a murit foarte tanar. Bietul profesor incerca
sa tie piept acestor baietl extraordinari.

D.V.: S cum ati ramas la catedra? Profesorul v-a propus sd-i fii asistenta?

S.M.: Nu, scoala m-a oprit, pentru ca, desi eram cu ei in clasa, ei nu
invatau la toate materiile. Si-atunci media mea era cea mai mare. Si pe vremea
aceea, cel cu media cea mai mare era oprit la catedra.

D.V.: Sd predea, normal.

ssLucrul cu actorii — asta a fost prima mea legdaturd cu
meseria. Pe urmd a venit conceptul de regie,
care a incununat totul.”

S.M.: Da, i iaragi am avut un noroc. Am fost trimisa la clasa de actorie
a lui Fintesteanu’, care era foarte bun profesor de actorie, ceea ce unui regizor i
foloseste mult. Ei, si-am stat la el i a inceput sa-mi placa si pe urma am si inceput sa
pun la teatru: niste matinee de duminica, cu niste piese clasice, asa pentru tineret.
Si, mai departe, la un moment dat, un noroc foarte mare. Prima mea piesa a fost o
piesa cu soldati si cu Ecaterina Teodoroiu, pentru cd era la Teatrul Armatei®. Niste
actori foarte buni. Odata cu mine a absolvit si un baiat foarte talentat la actorie, il
chema George Constantin’, pe care l-am luat in piesa asta. Dupa care, nu stiu cum,
mi-au dat sa fac Pygmalion, care... nu mai era o piesa cu militari. Eram viteaza,
adicd ma bagam unde era greu. Nu stiu cum sa spun — nu era ambitie.

D.V.: Poate era inconstienta.

S.M..: Poate sa fie...

D.V.: Poate nu va dideati seama cd e greu.

S.M.: Imi plicea cand era greu. La Pygmalion stiam foarte bine despre ce

3 Mihai Dimiu (1932-1984), regizor de teatru si profesor la IATC ,I.L. Caragiale”.
4 Valeriu Motsescu (1932-2016), regizor de teatru, scenograf si profesor la UNATC ,I.L. Caragiale”.

5 Radu Penciulescu (1930-2019), regizor de teatru, director artistic al Teatrului Mic (1965-1969), profesor
de regie (IATC, Dramatic Institute din Stockholm, State Acting School din Malmo).

6 Lucian Pintiie (1933-2018), regizor de teatru, film si operd. Montarea sa cu Revizorul la Teatrul ,L.S.
Bulandra” din 1974 si filmele sale (Recondstituirea, 1968, si De ce trag clopotele, Mitici?, 1981) au fost interzise
de cenzura comunisti. Intre 1975 si 1990 emigreazi si monteazi teatru si opers in Franta si SUA. Dupi
1990 revine in Romania si realizeazi sase lung metraje, printre care cele mai cunoscute sunt Balanta (1992)

si O vard de neuitat (1994).
7 lon Fintesteanu (1899-1984), mare actor de teatru si film, profesor de actorie la IATC ,1.L. Caragiale”.
8 Actualmente Teatrul ,C.I. Nottara”.

9 George Constantin (1933-1994), mare actor de teatru, film, radio si televiziune.
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e vorba, social vorbind. Un profesor de vorbire cu o tanara domnisoara, asta era
piesa Pygmalion. Stiam lumea foarte bine. Lumea era foarte impartita, adica daca
mi se cerea sa fac o piesa cu colhoz, n-as fi stiut s-o fac, dar asta stiam s-o fac, si
piesele astea erau mai rare. George Constantin a jucat in piesd. Pygmalion a fost
momentul lansarii noastre — si-a mea, si-a lui. Dupa aceea, am inceput sa caut, sa
fac, sa gresesc si sa fac in continuare.

Apoi, am lucrat la Teatrul Notlara, unde am stat vreo opt ani, si apoi mi-am
dat seama ca trebuie sa plec. Adicd nu era bine sa ramai, la inceput de cariera, in
acelasi teatru. Si-am inceput sa montez in mai multe teatre. Imi placea foarte tare
ce faceam, n-a mai existat niciodata regretul ca n-am facut actorie, cred cd m-as fi
plictisit, nu stiu... Si aga eu faceam toate rolurile. Si-o pisica daca intra in scena, eu
stiam cum trebuie sa miorldie pisica aia. Adicd treceam inauntrul meu prin toate.
Si asta m-a facut sa am norocul sa ma iubeasca actorii. Lucrul cu actorii — asta
a fost prima mea legatura cu meseria. Pe urma a venit conceptul de regie, care a
incununat totul.

D.V.: Totusi, care ¢ diferenta, ¢ o diferentd clay; cand lucrati ca regizoare si cdnd erati
profesoara? Cu studentul-actor nu pott sa fact regie, nu?

S.M.: Ba da.

D.V.: Pot sa faci?

S.M.: Da.

D.V.: Adica nu trebue sa-l inveti vreun mecanism sau ceva?

S.M.: Nu, nimic. Te uiti la el, il inveti pe el si-1 ajuti s fie bun.

D.V.: Cam asta face st regizorul de fapt.

S.M.: Da.

D.V.: Dar diferenta dintre actor si student e cd actorul deja stie.

S.M..: Fintesteanu m-a invatat cum se preda actoria. Deci, stiam ce e un
actor. Si lucram cu actori, fiind regizor. Fintesteanu era un om aplicat, era actor
bun, inteligent, cultivat si mi-a placut foarte tare.

» Cariera mea de profesor a fost mai importantda decdt cariera
mea de regizor, desi am montat piese, am luat premaii.”

D.V.: Cum se preda actoria?

S.M.: Cu talent!

D.V.: Da, dar am impresia cd nu e chiar ca matematica.

S.M..: Nu este, nu este. E ceva tehnic, care inseamna miscare,
corporalitate, expresie, talent. S1 dup-aia este vorba despre oameni si despre viata.
De ce-o iubeste omu’ ala? De ce-l iubeste si-l inseala? De ce crede-n Dumnezeu
si face-o crima?
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D.V.: Si dacd studentul are 18 ani si el nu stie raspunsul?

S.M.: Eu stiam despre rol mai mult decat stia el, care era student la
actorie. Si il invatam ce credeam eu, eu care stiam teoretic, sa zicem, mai mult.
Poate si el ar fi trebuit instinctiv sa stie mai mult, dar instinctiv stiam si eu, si
teoretic stia si el, iar toate astea se imbinau. $ine placea. Ce ne placea, de fapt? Ne
placea sa intram in pielea altuia — ca intra si el, si eu. Eu nu ajungeam sa ma vada
cineva in pielea rolului, dar rolul era sufleteste, energetic, in mine. Si am devenit
asistenta, pentru un an-doi, la actorie. Si pe urma, am ramas pentru o viata. Cred
cu adevarat ca intamplarea m-a facut sa fiu un bun profesor. Si-am fost un regizor
de succes, dar placerea cea mai mare era... cand ma-ntalneam cu tanarul de 18
ani care venea in Gara de Nord si intreba ce tramvai sa 1a ca sd ajunga la Institutul
de Teatru si pe urma ajungea mare actor.

D.V.: Practic, ati avut doud servicu.

S.M.: Doua servicii am avut toata viata: la teatru eram regizor, asta era
principalul, si pe urma era partea de profesor. Cariera mea de profesor a fost
mai importanta decat cariera mea de regizor, desi am montat piese, am luat
premii. Dar calitatea mea de profesor a fost mai importanta si pentru ceilalti, si
pentru mine, chiar si omeneste pentru mine a fost mai importanta, relatia asta
omeneasca, putinta de a influenta un om, gandeste-te, un om in perioada cand
este ca o sugativa — 18-23 de ani.

D.V.: Sunteti foarte constiincroasd si practicd totodatd st nu lipseati de la ore ca sd
montati puese.

S.M..: Nu, nu. Practic, am facut doua meserii: repetitii si scoala tot timpul.

D.V.: Foarte obositor!

S.M.: Dimineata, patru zile repetitii. Dupa-amiaza la scoala, patru ore.
Toata viata. Lucrul care-mi placea cel mai tare pe lume era lucrul cu actorii si
obisnuiam sa le schimb stilul de roluri pe care le jucau, si-i scot din personaje rele
s1 negative sau din indragostiti frumosi, zambitori si laptost, iar actorilor le placea
asta, pentru ci uneori le si nimeream bine. In lucrul de regizor, succesul meu a fost
cu actorii, adica reugseam sa deschid cate o portita noua unui actor in dezvoltare.
Si cand ma intalneam cu un actor mare care venea sa-mi multumeasca, asa cum a
fost cu Eugenia Popovici', atunci era satisfactia foarte mare. Toata viata am vorbit
despre oameni si am lucrat despre oament si cu oameni, am facut alti oameni cu
colegii mei. Nu stiu cum sa-ti spun...

D.V.: Infeleg Si studentii se transformau, nu?

S.M.: Se transformau. Munca mea placuta a fost aia cu actorul si cu

10 Eugenia Maria Popovici (1914-1986) mare actritd de teatru, film si radio, profesoard de actorie la IATC
,L.L. Caragiale”.
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studentii. Ee, si cu studentii, saracutii, invatam pe pielea lor, lucram cu ei si
invatam, si-n acelasi timp, invatam de la actori. Asta a fost tot timpul.

D.V.: Dar se-ntdmpla cu studentur, se-ntdmpla clay, sd fie cdte unul cu care sa nu 1asd
nimic?

S.M.: S-a intamplat sa iasa prost.

D.V.: Ce inseamnd ca iese prost?

S.M..: Ii iese prost un rol, ii iese prost un examen...

D.V.: Da’ asta nu inseamnd cd el nu un actor. ..

S.M.: Nu. Dar de foarte multe ori, din rolul ala poate a invatat mai mult
decat dintr-un rol care 1i venea manusa. Pentru ca 1i dadeam actorului si contre-
emploi: unuia , frumos” si ,,sportiv”’ it dadeam chiar si o baba proastd, urata si rea.
Mi-a fost usor cu actorii pentru ca eu facusem regie si-atunci era mai bine. Da, si
facand o meserie care-mi placea, lucram foarte mult. Pe urma m-am maritat cu
un student, care era mai in varsti decat mine, e adevarat, dar student!.

D.V.: Fundcd stdteati numai la scoald st la teatru. ..

S.M.: Si din cand in cand imi mai vedeam si parintii, adica pe tatal meu,
actorul. Da’ nu vorbeam de actorie niciodata acasa, nici cu tata, nici cu Stefan,
nici cand eram noi trei. Vorbeam de teatru asa, in general, dar nu de noi, nu.

D.V.: V-a vazut tata vreun spectacol?

S.M.: Da, sigur.

D.V.: Si ce-a zis?

S.M.: E, m-a mangaiat. El s-a opus foarte tare sa fac teatru. Aveam toate
caracteristicile care-l ficeau sa se opuna. Da, recunosc, eram timida, voisem sa
fiu s1 actrita, bajbaisem eu prin dreapta si prin stanga, dar n-as fi fost buna ca
actrita pentru ca m-as fi plictisit si-as fi stricat toate rolurile. La un moment dat,
era o actrita care facea un rol, bine, si la un moment dat a facut o boala siis-a dat
neaparat pauzd o luna de zile. $i ea plangea, plangea si ma ruga sa nu pun alta
actritd in locul ei. Si-am intrat eu in piesd — m-am plictisit ingrozitor. Imi venea
sa schimb tot timpul.

D.V.: Deci ati jucat mar multe spectacole. ..

S.M.: O luna!

D.V.: Si cdte se jucau intr-o lund?

S.M.: Multe!

D.V.: Pe vremur: asa era.

S.M.: Se jucau doud pe saptamana, Doamne iarta-ma!

D.V.: St v-ati plictisit...

S.M.: Da.

11 Stefan Tapalagid (1933-1994), mare actor de teatru si film.
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D.V.: Dar aplauzele, chestia asta. ..

S.M.: Nu, stiam ca nu-s ale mele.

D.V.: Cum nu?

S.M..: Aplaudau piesa. Nici nu-mi amintesc cum eram la aplauze, eram
hotarata si sa plec. Am fost norocoasa si norocul meu mare, mare, mare a fost asta:
c-am Invatat la toate materiile. Pentru ca eu cred ca darul meu a fost mai mare ca
profesor decat ca regizor.

D.V.: Dar povestiti-mz despre admitere, nu e o rdspundere uriasd sa fi in comisie?

S.M.: Uriasa! Aveam emotii foarte mari!

D.V.: Erau st patru locuri atunct, patru la fete, patru la bdietr.

S.M.: L, au fost momente si cand erau zece, dar era foarte greu, foarte
greu. Ii vedeam de multe ori si veneau si cate 50-70 si noi aveam patru, cinci, sapte
locuri. Tin minte ca se cerea intotdeauna fotografie, ca sa ne aducem aminte. $i
aceste fotografii erau puse pe o masa, in ordine alfabeticd, cum ii aveam si noi, si
deasupra puneau o sticli: ,,Ala, ce-a facut ala?” Si ne duceam la masa aia si ,,Da,
da, tiu minte, dla care a zis poezia cu soricelul, ala care radea in hohote” si agsa mai
departe. ,,Uite asta ce frumoasa, uite ce fotogenica e, da’ nu e buna”. Da’ cand
veneau 70 de persoane pe 10 locuri... Groaznic!

D.V.: Fare mare rdspundere si pare st loterie pdnd la urmd. ..

S.M.: Raspundere, da, da. Am invatat ca exista si norocul personal. A
intrat o data unul, care nu stiu ce a facut si a fost dat afara. $i pe urma s-a mai
intamplat ceva si toti eram indignati de ce facuse el — nu mai tin minte. $1 pe urma
a venit si ne-a zis un monolog... ceva... s1 noi ne-am uitat unul la altul si am zis:
»-Mai, eu 11 pun 10!”. Trebuie sa spun ca era foarte greu pentru mine examenul
de admitere, pentru cd depindea si de ce mancam la pranz, si de cum dormisem
noaptea, si de cum ma murdarisem pe ghete cu noroi — nu stiu cum sa spun. Si
pentru ei, la fel. Foarte greu. Si era cate unul care venea ani la rand asa, chiar si 5
ani si voiam sa-1 bagam si nu puteam. Nu puteam, pentru cd venea altul care era
clar foarte bun, asta nefiind foarte prost. Cand erau locuri multe, era altceva, da’
cand erau putine...

» Teatrul fara energie nu se poate face.”

D.V.: St spectacolul de licentd, mi-aduc amunte cd insemna ceva, nu?

S.M.: Insemna pentru faima lui, cat era la Casandra.

D.V.: St mai tdrziu api ingrat Gala Hop?

S.M.: Da. Ca sa facad absolventii /op in teatru! E fraza asta a mea...
Ganditi-va... Gala este un fel de Aop n teatru. Da, de la mine a venit asta.

D.V.: Se intdmpla dupa 1990.
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S.M..: Dupa, dupa... dupa ce s-a infiintat UNITER-ul.

D.V.: Inainte de '90 studentii aveau repartifii.

S.M.: Aveau repartitie, da, si trebuia sa se duca sa faca trei ani si dupa
aceea aveau voie sa vind in Bucuresti. E, uneori mai cu pile, mai nu-stiu-cum, mai
un maritis, mai ramancau in Bucuresti, dar, de obicei, mergeau in provincie. Si
vreau sa-{i spun ca nu era rau, ca jucau de rupeau.

D.V.: Aveau energie.

S.M.: Energie mare de tot. Bine, teatrul fara energie nu se poate face. Si
Vali Seciu are energie. Nu arata ea. Dar fara asta nu se poate!

D.V.: Tofi studentii dumneavoastrd aveau energie? Sau asta se si educd?

S.M.: Nu, se alege la inceput. il simti. Adica si unul care e obraznic, dar
it spune ceva, iti place, stii? Dar unu’ care miorladie o poezie de Eminescu...

D.V.: Era o vorba, la un moment dat. .. Ca, dacd n-are suficientd energie pentru teatru,
sd_facd film. ..

S.M.: Nu. Pii, zi tu un actor de film fara energie!

D.V.: Da, nu stiu...

S.M.: Toti sunt cu energie. Nu e putin lucru sa scoti energia din tine. Ia
z1 ca asta acum (aratd spre pachetul de tigdri) e un revolver si tu te arunci cu capul in
parchet. Nu trebuie energie pentru asta?

D.V.: Ba da/

S.M.: Pai, daca n-am fi jumatate nebuni, ce, am face meseria asta?! Tu
ai vazut incdlzirile mele cu grupa la inceput? Cand fredoneaza un cantec pe
murmur. ..

D.V.: Am vazut.

S.M.: Studentii fredoneaza... la murmur mic, cu ochii inchisi, miscandu-
se. ,,Tu o cauti pe Marioara! Tu il cauti pe Georgica!” Si merg, merg, merg asa,
umar la umar. Murmurau toti Yellow Submarine, dar trebuia sd recunosti murmurul
lui Costica. Ce bune erau! Ca nu poti sa te gandesti la nimic altceva. ,,Doamne, a
murit mamal!”, dar in secunda asta nu ma gandesc la mama. in;elegi? Deci ti se
cerea o concentrare in momentul dsta, aproape fortata, si asta te facea sa nu te poti
gandi in alta parte. Nici daca vrei sa te duct la Iasi cand termini facultatea, nici
sa te-ntalnesti cu Mita diseara. Un scop mic, simplu, dar atunc. Asta-i exercitiul
meu, eu l-am inventat.'?

D.V.: Intrebare de interviu: cine suntefi?

12 Descrierea exercitiului Murmurul: studentii merg prin spatiu, cu ochii inchisi, murmurand si cautandu-
si partenerul dupa sunet; cand l-au gésit, merg in continuare umar la umar, murmurand pani se formeazi
toate perechile. Punct de concentrare: pe gisirea partenerului. Este un exercitiu de atentie, de ascultare, de
orientare; creeazi un tip specific de concentrare. (n.n.)
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S.M. (rdde): Bine, iti spun. Sunt o femeie batrana, care a avut o viata
norocoasa, a fost de multe ori fericita. Foarte muncitoare... Sunt un om cinstit.
Sunt un om egoist. Sunt un om muncitor, dar numai unde-mi place. Dar trebuie
sa spun ca sunt si orgolioasa, nu e chiar un pacat, dar eu sunt foarte orgolioasa.

D.V.: Asta-i un lucru bun, cd te duce tnainte cdteodatd. ..

S.M..: Nu, nu, orgolioasa in discutiile cu mine. Intotdeauna cand nu am o
bucurie, imi gasesc. De cate ori greseam In vietisoara mea, Dumnezeu nu ma lasa
si ma baga intr-un loc unde era bine pentru mine.

Deci trebuie sd recunosc c-am avut mult noroc sa am parintii pe care i-am
avut, s-0 am pe nemtoaica care m-a crescut, sa-mi dea multa energie si oameni
buni in jur: parinti, nemtoaica mea, barbat bun, greseli care m-au dus la noroace.
Nu am decét de multumit. Sunt lenesa si nu se vede. Imi stiu niste defecte si incerc
sa le ascund, nu prea pot, sunt penibila cand le ascund.

Am incercat toata viata sa nu fac rau cu stiinta si n-am prea facut rau cu
stiintd. Am mai fost si rea, da’ nu grav, adica puteam sa te pisc, nu puteam sa bag
foarfeca-n tine ca tu sa trebuiasca sd te intrerupi din ce faceai si sa te duci la baie sa
te stergi de doua picaturi de sange. Recunosc c-am avut noroc, am intalnit oameni
buni, ca tine. (pauzd)

» Talentul este foarte vizibil si iti scoate caracterul foarte
tare-n evidenta... sau lipsa de caracter. Talentul este un dar cu
doua taisuri.”

D.V.: Dar talentul cum il vedem?

S.M..: Talentul, nu stiu, dar stiu sa-1 vad la altu’. Stiu ca dupa ce ai talent,
trebuie sa muncesti foarte mult. Talentul este foarte vizibil si iti scoate caracterul
foarte tare-n evidenta... sau lipsa de caracter. Talentul este un dar cu doua taisuri.

D.V.: Deci poti sd ai talent si sd n-ai caracter:

S.M..: Da, da’ sa stii ca poti sa faci un tablou frumos si fara sa ai caracter.
Da’ nu numai talentul e important. Munca este foarte importanta. Credinta e foarte
importantd, in ce vrei tu — in Budha, in sticluta asta, in Dumnezeu, In mama, in
tata, in seful armatei. Credinta. Sa poti sa crezi in ceva, ca daca nu crezi chiar in
nimic, e ingrozitor. Esti orfan... orfan. Ca daca crezi tu ca la un moment dat, cel
in care tu crezi te poate ajuta, e juma’ de viata. Indiferent ca tu crezi in scrumiera
asta, in Budha sau in Nirvana. Sa depindem de cineva. Dar in acelasi timp sa fii in
stare ca altcineva sa depinda de tine. Pentru ca multumirea venita de la student...
nimic pe lume nu poate sa fie mai important decat asta.

D.V.: Mai am o intrebare. Acum sunt vremuri grele pentru teatru si sunt mulfi actors,
putine posturi. Credeti cd un om care s-a_fdcut aclor sau regizor si nu poale lrdi din asta, credefi
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¢d dacd are o naturd artisticd, ar trebut si se manifeste si tn alt fel? C.d sunt actori care se apucd
de scris sau sunt actort care se_fac regizori. . .

S.M..: Sigur ca sunt talente care se pierd. Sunt si talente care nu sunt
vazute de nimeni, decat de taranii din nu-stiu-ce sat. Poate sa fie cineva care nici
sd nu stie ca are talent si ca ar putea sa fie mai mare balerind decat Plisetkaia'® si
ea nu stie nicl ce € ala o0 poanta.

D.V.: Si-atunct aia e o viatd wosita?

S.M.: Nu, doar cineva care stie cum e Plisetkaia poate crede ca e o
viatd irosita cand se uita la femeia care merge cu picioarele goale si cu calcaiele
ingrosate in tarand. Era o taranca de la noi de la tara care era asa frumoasa ca
nu se putea... era o taranca cu picioarele goale si mama a luat-o la Bucuresti, a
spalat-o si a Imbracat-o. A luat-o unu’ §i i-a stricat viata, i-a facut trei copii si dupa,
a parisit-o. Doamne, ce-a plans mama! Intr-adevir, era o frumusete speciali,
nu era o frumusete de revista de moda. Calca precum o regind si era la tara in
picioarele goale. Si trupul dla care nu facuse niciun fel de sedinta de tenis. Dar
facuse ce nu face nicio sportiva de-a noastra: mersese cu greutatea pe cap, cu cosul
plin pe cap. (pauzd)

Mi-e dor de-un an intai. Cee epoca fericita am avut noi la facultate!

D.V.: Asae... (pauzd) At avut vreodatd studenti cu care v-agi certat rau?

S.M.: Da.

D.V.: De ce?

S.M.: Nu m-am certat rau, a fost o intriga ingrozitoare, cand am plecat
dintr-o clasd, mi-a facut unu’ o porcarie foarte mare, dar nu vreau sa-mi mai
aduc aminte. Nu era cearta, erau contraziceri mari, adica nu, poate era prea mult
temperament, ca ei erau actori si eu nu eram. Dar asta insemna ca ne costa si pe el,
sl pe mine, §i pana la urma iegea binele de aici. Ca ne impédcam in 10 minute sau
doua zile, asta-1 altceva. Am avut o datd un conflict cu un student si dla a zis ca nu
se lasd pand nu ma omoara. Drept care, pe mine, de la scoala ma conducea cineva
in statia de tramvai de la Kogalniceanu, pana ma urcam. Si pe urma a plecat din
clasa, in semestrul II si mi-a dat un doctor telefon asa, prin aprilie, sa vin la spital. ..
sl era el, voia sa se iImpace cu mine. Si m-am dus la spital. Da, avea o afectiune, da.

s»Mi-ar mai placea un anul I. Anul I e o forma de tubire.”

D.V.: St ce maz faceati cu studentii? Le dadeati de citit st romane sau numaz piese de

13 Maia Mibailovna Plisetkaia (1925-2015) balerin, regizoare de balet, coregrafd si actrita rusa, considerata
printre cele mai bune balerine ale secolului XX.
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teatru?

S.M..: Depinde. Pe unul l-am invatat chiar sa citeasca. Am inceput cu
schite, cu nuvele. Da’ mi-a zis: ,,Acum sunt bine, citesc, dar sunt mai putin fericit.”

D.V.: 4 gjuns actor mare?

S.M..: A ajuns actor, da’ nu stiu. E egoist oare faptul ca imi placea sa vie
la mine dupa un timp si sa ma intrebe cu ochii mari una sau alta? Se uitau la
mine de parca eu as fi stiut toate secretele lumii, iar eu, orgolioasa cum sunt, ma
umflam in pene.

D.V.: Si asta-i periculos, ca se uitd la tine st asteapta de la tine, de parca. ..

S.M..: De parca poti sa-i rezolvi toate problemele si tu, de fapt, nu poti sa-i
rezolvi niciuna. Trebuie sa-1 deschizi o usa st dupa, poate, inca o usa. Atat.

D.V.: Am facut saptamdna trecutd exercifiul cu deplasarea cu paharul plin cu apd,
S»cu nitroglicerind™. Era minunat ce se intdmpla, era o atmosferd de concentrare reald. St dupa
exercijiu, le-am cerut studenfilor sa scrie ce-au gandit, ce-au_fdcut si ce-au vazut la ceilalti. O
Jatd a fdcut urmdtoarea observajie: ,,Nu credeam cd un simplu traversat de scend cu un pahar
poate sa spund atdt de multe despre fiecare.” St scria despre fiecare ce-a vazut.

S.M..: Frumos. Mi-ar mai placea un anul I. Anul I e o forma de iubire. in
anul I 11 punem sa joace toti nebunii si toti complicatii.

D.V.: Da, cluay; ce era pe vremea aia, se fdcea improvizatie, nu?

S.M.: Da, altfel. Faceam dupa exercitiile lui Stanislavski. Dar eu mi-am
inventat o metoda proprie de improvizatie.

D.V.: S dupa aia dramatizari, nu?

S.M..: Da. Dar eu n-as mai face dramatizare. As face pur si simplu
intélnirea. In textul literar, in dramatizare, se descrie ce face personajul: ,,Cand
a intrat, a tresarit si a pus mana pe scaun...” Cu alte cuvinte, textul i-a dat deja
indicatia ce sa faca, ori el trebuie sa inventeze, s imagineze in acea situatie! Noi
am trecut de Stanislavski.

D.V.: Faceati comedie cu e sau musical, in anul I, I11.

S.M..: Da. Mi-aduc aminte... la o repetitie, o studenta trebuia sa se urce pe o
scara, era o scara de vopsitor —,,Vino alergand, urca unu, doi, trei si ramai acolo!” Si ea
incerca st lucra si nu reusea. Pe urma facem bucata. Intra cantand —,, Tu intri alergand
usor asa st ramai pe primul fustei”, ,,Dar de ce a trebuit sa urc pana la ulimul?”, ,,Ca sa
stil sa ramai sigur pe primul”. Pentru ca ea intra si ramanea cu piciorul acolo si celalalt
intins 1n spate si cu mainile asa, in aer, departate. Sigur ca era usor, dar nu era simplu
sa-1 faca in fiecare seara. Da’ ea putea sa faca st trei fusteie de-astea, deci la unul era usor.
Asa 1-am invatat intotdeauna: puneti mult mai mult, sa ai, ca tivul la rochie, ca poate
mai creste fata. Asta am furat tot de la actori.

D.V.: Mai sunt actori care in loc sd repete de mar multe ori, au nevote sd sta sa le explict sau
trebuie sd stea de vorbd, la cafea, ore intreg.
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S.M.: Nu stam la nicio cafea, nu. Fa prost de 1000 de ori ca sa nu mai faci
inca o data.

D.V.: Eu cred cd dumneavoastrd nict n-ate avut timp sd fitv boemd, sa stati la baute
sau ceva, cum se stdtea.

S.M.: Cum ,se statea”, dar nu prea. E adevarat ca nici nu mergeam destul
de des sa-mi vad spectacolele. Si pe urma am inventat toate exercitiile mele, nu
alea care sunt in carti. Erau grele, dar el le faceau cu placere pentru ca stiau ca
nu mai facuse nimeni exercitiul dsta, nu mai era nicio scoala cu exercitiul asta. Si
cartea pe cap. 91 sticla pe cap. Si-mi placea — stii ca fetele vin la scoala in rochite —
cand ii pui pe bdieti in izmene si pe fete in fustele alea negre si le spul ca important
e sa tind o sticla pe cap, nu mai vor sa fie frumosi ca la serbare si cautd o altfel de
frumusete. S1 capata expresie fara sa-si dea seama. Din cand in cand, cand venea
cineva in clasa sd-mi dea o tigara, sa-mi dea ceva, ramanea si se uita. Am vazut
ca statea si se uita la ce faceau studentii. Frumoasa facultate! Frumoasa meserie. ..
si uratd meserie! Da, nu, e o meserie frumoasi si darnica. Iti dai sufletul pe scena
ala ca sa-l atragi pe om, nu ca sa-ti mareasca leafa.

D.V.: Povestiti-mi st de asistentii dvs. acum. ..

S.M..: De asistenti... sa-mi amintesc... l-am avut asistent pe Victor
Moldovan (actorul de comedie), care era simpatic si care era foarte mestesugar,
cu care m-am inteles foarte bine, dar n-a fost o colaborare, a fost o infratire daca
vrel, pentru ca l-am ldsat sa faca cum facea el si eu faceam cum faceam eu si asta
tot le folosea studentilor. Dar nu ma bagam, faceam repertoriul, atat. Si era si mai
in varsta decat mine.

S1 uite cum n-am scris eu niciodata nicio pagina si nu stiu cate piese am
pus. Dar nimic n-am facut, de pe urma mea nu ramane nimic. Nimic, pentru ca
teatrul este al zilelor in care se face, cred eu.

D.V.: Nu-i adevdrat, pentru cd eu, st mulfi alfii, dacd n-am fi lucrat cu dvs., n-aveam
de unde sa stim. St asta ramdne.

S.M.: Dar ce zic eu azi nu o sa fie deloc bun peste patruzeci de ani. Nu
se stie.

D.V.: Eu cred cd faceati exercituile si in functie de grupe. ..

S.M.: Siin functie de grupe, si in functie de ora la care eram eu in viata,
nu stiu cum sa spun, punctul la care eram eu in viata, de fapt. Am facut ce mi-ar
fi placut mie sa fac si atunci inventam exercitiul $i ma uitam la el. Da, n-am dat
niciodata ceva ce n-as fi putut face. Incercam st eu. Pe acasa umblam si eu cu
sticla pe cap. 91 voiam ca exercitiile sa fie mereu noi, noi §i pentru mine, stii?
Pentru mine era bine, Imi exersam continuu inventivitatea necesara ca regizor.
Asa ceva inutil facem: venim, ne schimbam, luam rochite frumoase, ne punem in
niste nadragi, in picioarele goale, in cipici. Si pe urma stau in cap, stau in fund,
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stau In maini, scot limba. Si pe urma ma intreba cate cineva: ce faceti voi acolo
la scoala? Scot limba sd-mi ating nasul... eu nu pot asta, de exemplu. Stii cand
faceau exercitii cu vasele pe cap, era strigatul ala, mergeau, simteau ca o sa cada
sile ziceam ,,al curaj, ai curaj, nu cade”. E o joaca mai adevarata decat adevarul
insugi. S1 erau exercitii pentru mine actrita §i altele pentru mine individa. Alea
pentru mine, individa, erau mai grele.

D.V.: Ati facut teatru antic?

S.M.: Da, dar faceam ceva ce nu era antic, antic... Teatru antic in
adevaratul sens al cuvantului chiar n-am prea facut. Sigur ca Shakespeare
am facut. Antigona are un monolog care este nemaipomenit, dar il faceam la
intelegere, la analiza textului dramatic, nu chiar la vorbire.

D.V.: Dar si Shakespeare tot asa e, de intelegere. ..

S.M.: Tot asa, dar il poti personaliza mai usor. Mai usor si ca limba;.
Limbajul e mai modern, mult mai modern decat la antic. Nu, dar incepeam de la
nivelul studentei si al meu. Cat intelegeam eu si cat intelegea ea... sau el, la alte
roluri. Ma enervam foarte tare cand ajungeam la monoloagele din teatrul antic,
pentru ca vorbeau prost.

»INu cred ca arta va dispirea
st cred ca avem nevoie de educatie sub toate formele.”

D.V.: In ultimii ani, teatrul educafional a luat o mare amploare. Teatrul este o metodd
eficientd de a educa, de a cregte generafii not, nu?

S.M..: Bineinteles. Ce poate fi mai cu folos pentru copii decat sa-1 educt
prin arta? Ei sunt atat de aproape de joc, ei sunt cei de la care actorii ar trebui sa
invete. Pe langa faptul ca-i pune la citit, atunci cand fac teatru copiii invata sa se
puni in locul celuilalt, si gandeasci din mai multe puncte de vedere. Invati si
fie oameni pana la capat, pentru ca teatrul cu asta se ocupd, cu fiinta umana. $i
probabil ca-i ajuta si la comunicare, la expresie corporala, la vorbit. Ma ingrozesc
cand vad la televizor crainici care molfaie cuvintele sau care nu stiu limba
romana. Traim intr-o societate aproape analfabeta si teatrul educational poate
ajuta ca situatia asta sa se schimbe. invé‘;éméntul gimnazial se pare ca a esuat.

D.V.: Comunicarea asta, online, care a_fost atdt de utild in ultima vreme, pe_fondul
pandemiet, credefi ca ajutd tinerele generagii? Sau existd riscul ca el sd fi pierdut multe? Sa nu fi
acumulat experiente de viald, o cunoagstere practicd reald, abilitags de comunicare?

S.M..: Multumesc lui Dumnezeu ca n-am fost nevoitd sa predau online.
Am auzit cd se poate, ca s-a intamplat, dar asta a fost doar o solutie de avarie.
Nimic nu poate inlocui intalnirea fata in fata a unui om cu un alt om.

D.V.: Care credepi cd va fi situatia teatrului, in vremurt de crizd sau de recesiune
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economicd? Are educafia prin teatru mar multe sanse decdt arta?

S.M.: Teatrul va exista atdta vreme cat va exista public. Daca nu vor fi
bani, actorii, probabil, vor reveni la reprezentatii in piete. Daca vor avea public,
repet. Teatrul a renascut si dupa razboi, si dupa recesiune. Iar despre educatia
prin teatru, arta este educatie in orice forma ar fi reprezentata. Nu cred ca arta
va disparea si cred ca avem nevoie de educatie sub toate formele. De aici incepe
totul, de la educatie. Educatia e cea mai importanta.

D.V.: Nu vi se par dificili actoru, rdsfatati?

S.M.: Da, dar si eu ma rasfatam. Eu sunt fata de actor si sotie de actor.
Asta e o meserie s-o faci de placere. La fiecare repetitie la teatru, cand incepi o
piesa, trebuie sa te bine-dispui, chiar daca joci cea mai crunta drama.

D.V.: Acum mai are cineva nevoie de teatru?

S.M..: Pai nu, da’ sa stii ca nici de sampanie n-are nimeni nevoie. Am
nevoie de tort cu ciocolata? Nu, n-am nevoie. Nici de sampanie. Asa si cu teatrul.

Dana Voicu este actritd de teatru si film, scriitoare si lector universitar doctor la Facultatea de
Teatru, sectia Teatru de Animatie din cadrul UNATC ,L.L. Caragiale”. A fost asistenti la clasa prof. univ.
Sanda Manu in perioada 2005-2013 (Universitatea ,Spiru Haret”). A lucrat cu regizori ca Alexandru
Dabija, Alexandru Maftei, Liviu Ciulei, Theodora Herghelegiu, Catinca Dréiginescu. Colaboreazi cu
Teatrul Odeon, Teatrul de Artd Bucuresti si Teatrul Coquette. Predd cursul de Arta Actorului studentilor de
la specializarea Papusi-Marionete si a coordonat spectacolele Poveste furtunoasi dupé 1.L. Caragiale (2017)
st Copil rdi de Mihaela Michailov (2022). Semneazi volumul de proza scurtd 7ot ce nu ve poate spune, apirut

la Editura Casa de Pariuri Literare, 2021.
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Sanda Manu, a remarkable theatre figure, has divided her creative energy and applied knowledge,
throughout her career, between stage and teacl'ling. She loved both actors and those who aspired to become
actors. In addition to the directed performances, most of them comedies, Sanda Manu had a key formative
role. She was decisive to the articulation of the professional path of actors and actresses who marked
important moments in the Romanian theatre: Vlad Ivanov, Tamara Cretulescu, George Mihiitd, Oana
Pellea, Mihai Constantin, Dorina Lazir, Mircea Diaconu, Dorina Chiriac, Richard Bovnoczki, Adriana
Moca, Simona Méicinescu, Ana loana Macaria, Andi Vasluianu and others.

Sanda Manu was born in 1933, was the daughter of the great actor Ion Manu, being baptized
Alexandra-loana. She graduated from the Directing School of the Institute of Theatre and Film (IATC) in
Bucharest in 1955. She worked her entire life as a theatre and television director but was also acknowledged
and appreciated for her academic activity —she was a professor at the Faculty of Theatre, Department of
Acting of the former IATC, ATF, and the nowadays UNATC. She also taught at the Faculty of Theatre of
the “Spiru Haret” University. In Romania, she directed over 120 theatre and television performances and
was invited to stage plays in theatres in Germany and the USA. The performances directed by Sanda Manu
toured Belgrade, Moscow, Warsaw, Riga, Berlin. She was invited to lecture in Sweden, the USA and Cuba.

In addition to many other distinctions for directing, in 1992 she was awarded the UNITER?
Excellence Award, and in 2008 the UNITER Lifetime Achievement Award. UNATC celebrated her entire activity,
awarding her the title of Doctor Honorts Cauva.

Sanda Manu is respected by hundreds of students whose careers she marked, for her

professionalism, academic rigour, and exemplary dedication.

Dana Voicu: How do you relate to the moments we are currently experiencing?

Sanda Manu: I wouldn’t want to be a kid in school... young... I find it
very hard to experience...

D.V.: Yes, it is.

S.M.: It’s sort of a... struggle, it’s not a riot, there’s no clear conflict
from which something can withstand. A mess... That’s how I see it and I may be
completely wrong, because I don’t go outside, I don’t wear a mask because of this,
I don’t have contact with the outside world... I don’t know, where are you heading
with this conversation of ours?

»I think math has taught me to keep a balance for better or
Jor worse, to never be too fearful. I’ve found that the worst
imbalances are inside me, that’s where mistakes come from.”

D.V.: T want to talk about theatre. What is theatre for you?

S.M..: Theatre was a huge stroke of luck. I should have been an engineer, I
liked math and I was good at it but... suddenly... I realized I was lazy. In fact, not that I
was lazy, but I suddenly wondered, “Okay; I go to the Polytechnic, and I get admitted,

2 Romanian Theatre Union
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that’s not the problem, I like math, but what do I do afterward?” A colleague, who was
also my friend, said to me at one point, “Well, you’re going to sit in an office and you’re
going to make plans,” and I thought I wouldn’t like it, and so, as luck would have it,
I ended up doing what I did, and I thank chance for that. Mathematics has always
followed me, it has given me a kind of axis of life—it sounds strange—how to walk
straight, for example, how not to walk unnecessarily, how to take the steps towards the
right path.

D.V.: From point A to pont B...

S.M..: Not from point A to point B, rather one step at a time. I think math has
taught me to keep a balance for better or for worse, to never be too fearful. I've found
that the worst imbalances are inside me, that’s where mistakes come from.

D.V.: What do you mean?

S.M..: When it’s bad you fight—you fight carefully. When things are good, you
unfold euphorically. Still a balance, see? I also learned how far to spread my wings and
which path to follow. It seems cautious, perhaps. I am not brave, nor am I a coward,
fortunately life has not faced me with extreme situations. (pause)

Theatre, this is how I got to it. My friend, after I told her I was applying for the
Polytechnic, asked me, “But what do you really want?” And I said, “Well, I want to do
acting, I want to be an actress.” She replied, “Well, go be an actress!” And I followed,
“I can’t!”—my father, an actor, didn’t agree at all. But I didn’t even have any talent, I
was a nerd.’

D.V.: What is talent to an actor?

S.M..: Well, I never recited a poem, no one asked me, and I didn’t want to. I
may have read, in public, some poems at school, let’s say. Well, theatre meant... I'm an
actor’s daughter; I know, I was taken to theatre plays, even if not very often. My dad
got very sick, he almost died when he heard that I wanted to be an actress. It was very
serious. At that time, I was always going with my mother to churches I didn’t even know
existed, because he was dying. But he got well, and I applied for acting, and I didn’t get
mn. I was dumbfounded after I failed, I went into shock, no more sounds coming out
of my throat.

D.V.: But do you remember the exam, what happened?

S.M..: Yes, yes. I went to the exam with 7 /e Enemies by Cosbuc, at that ime, we
could only show up with progressive things. So the good stuft... Eminescu, wasn't really

3 Ion Manu was a theatre and film actor, one of the great Romanian comedy actors (b. 1891 in Botosani-d.
1968, Bucharest). He was part of the group of the National Theatre in lasi and afterward of the National
Theatre in Bucharest. He was an author of plays, satirical prose, lyrics, couplets, radio songs and epigrams.
He starred in numerous films, including Pdicalid and Téndali (1925), Pacald s Monologue (1931), Day of
Temperance (1942), Carnival Stuff (1958), A Fairytale Story (1959), Darclée (1961), Stepo to the Moon (1963),
The Professory Failed Class (1966).
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the right thing, Cosbuc was... more popular, more “voracious”. As a subject anyway. So
The Enemies was the right text.

I went in a scruffy dress that my mother struggled to iron for me. My
mother worked hard during that time, because we were poor, and we didn’t have
any maids to help us—those were the times. And she said, “Lest you sit down
before you walk in, I've ironed it!”” So I went, and still standing, like that, I leaned
on all the walls until it was my turn, so as not to make creases to a scrufly dress.
And I failed, so I went home. My dad was waiting for me with champagne, but
I walked through the door and made some signs... because I suffered a nervous
paresis, the sounds weren’t coming out of my throat. They called the doctors, after
about 3 days I was well again.

I couldn’t make sounds of annoyance. Sure, I cried. In fact, I should tell
you, “I cried, and I cried, I went, I ate and I cried and then, when I went to bed, 1
cried again, and in the morning, when I got up, I cried some more.” That’s what
I should really tell you. My father, who didn’t want me to go to acting at all, said,
“The girl went mad!” And a colleague of his came up to him and asked him,
“Did your daughter read a play or two, does she know anything?” My father said,
“Yes!”—”Because a new school of directing just opened and if your daughter has
read a play or two, she can go to directing.” My dad answered, “Yes, she read, she
read,” he sent me to directing and I got accepted, and eventually I didn’t want to
leave. I was thinking that maybe I’m going to switch to acting, but I didn’t want
to switch to any acting. And I stayed at directing. Of course, when I heard the
word ‘directing’, I didn’t even know what that was, even though I was an actor’s
daughter. I didn’t know that there was a gentleman who guides the actors, that is,
teaches my father what to do. I knew nothing but my well-attended high school,
with a lot of math. So I went. Holy God made me fell in love with this job—but I
was not aware that I fell in love, that’s the truth—because that class was wonderful.
I was a very lucky individual: whenever I wanted something foolish, God would
help me, knock me over the head and send me to where things were good. I did
this job and I loved it. People were saying I was lucky. They congratulated me,
“How lucky you were!” But sometimes I would get upset. Yes, it’s true that I was
lucky, but I worked for it.

D.V.: And how did you become a teacher?

S.M.: I became a teacher because...

D.V.: Was that in the plan?

S.M.: No, God forbid, it wasn’t in any plan. But I was diligent. Sure, I was
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also lucky enough to have a very good teacher, George Dem. Loghin* , and some
wonderful colleagues. I did five years of directing, I started liking it very much,
and all started to be fine. Yes, I learned, and I was lucky enough these people
were in my class. Dimiu® , Moisescu® , Penciulescu’ and Pintilie® , they were the
stars. Dimiu died very young. The poor teacher was trying to keep up with these
amazing students.

D.V.: And how did you stay in the department? Did the professor propose you as his
assistant?

S.M.: No, the school wanted me, because even though I had wonderful
colleagues in the classroom, they weren’t good in all the subjects. So my average
was the highest, and at that time, the one with the highest average was hired by
the department.

D.V.: 1o teach, of cowrse.

?Working with actors—that was my first connection to the job.
Then came the concept of directing, which was
the cherry on top.”

S.M..: Yes, and again I got lucky. I was sent to Fintesteanu’s” acting class,
who was a very good acting teacher, which for a director is very useful. Well, 1
stayed in his class, I started to like it and then I started to stage plays: some Sunday
matinees, with some classic plays, for the youth. Afterward, at some point, another
stroke of luck. My first play was a play with soldiers and with Ecaterina Teodoroiu,
because it was played at the Army Theatre'’. Some really good actors. Same time

4 George Dem. Loghtn, acting professor and Rector of IATC “I.L. Caragiale” between 1970-
1972.

5 Mihai Dimiu (1932-1984), theatre director and professor at IATC “I.L. Caragiale”.
6 Valeriu Moisescu (1932-2016), theatre director, scenographer and professor at UNATC “I.L. Caragiale”.

7 Radu Penciulescu (1930-2019), theatre director, artistic director of the Small Theatre (1965-
1969), professor of directing (IATC, Dramatic Institute in Stockholm, State Acting School in
Malmo).

8 Luctan Pintilie (1933-2018), theatre, film and opera director. His staging of The Inspector
General at the “L.S. Bulandra” Theatre in 1974 and his films (Zhe Re-enactment, 1968, and Why
Are the Bells Ringing, Miticd?, 1981) were banned by communist censorship. Between 1975
and 1990 he emigrated and staged theatre and opera in France and the USA. After 1990 he

returned to Romania and made six feature films, among which the best known are 7he Oak

(1992) and An Unforgettable Summer (1994).

9 [lon Fintegteanu (1899-1984), great theatre and film actor, professor of acting at IATC “I.L.
Caragiale”.

10 Currently, “C.I. Nottara” Theatre.
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as me, a very talented boy from acting graduated, named George Constantin'!,
whom I picked for this play. And then, I don’t know how, they gave me Pygmalion,
which... was no longer a military themed play. I was brave, meaning I went where
there was hardship. I don’t know how to pin it—it wasn’t ambition.

D.V.: Maybe you were unaware.

S.M.: I might have been...

D.V.: Maybe you didn’t realize it was hard.

S.M.: I liked it when it was hard. For Pygmalion 1 knew very well what it
was all about, socially speaking. A speech professor with a young lady, this was the
Pygmalion play. That world was very familiar to me. The world was very divided,
I mean, if I was asked to do a piece with kolkhoz, I wouldn’t have known how
to do it, but this was what I knew how to do, and these plays were rarer. George
Constantin starred in the play. Pygmalion was our way to stardom—mine, and his.
After that, I started looking, doing, making mistakes, and kept on doing.

Later I worked at the Nottara Theatre, where I stayed for about eight years,
but I realized I had to leave. I mean, it wasn’t smart to stay, at the beginning of
your career, in the same theatre. I started to stage plays in several theatres. I really
liked what I was doing, there was never a regret that I didn’t go for acting, I think
Iwould have been bored, I don’t know... Anyway, I was going through all the roles.
If a cat walked into the scene, I knew how that cat was supposed to meow. I mean,
I was going through everything inside me. And that’s what made me lucky enough
to be loved by the actors. Working with actors—that was my first connection to the
job. Then came the concept of directing, which was the cherry on top.

D.V.: However, what’s the difference, was there a clear difference, when you were
working as a director and when you were a teacher? With the student-actor you can’t do directing,
can you?

S.M.: You can.

DV: Can you really do it?

S.M.: Yes.

D.V.: I mean, don’t you have to teach him any mechanism or something?

S.M.: No, nothing. You look at him, you teach him and you help him to
be good.

D.V.: That’s actually kind of what the director does.

S.M.: Yes.

D.V.: But the difference between actor and student is that the actor
already knows.

S.M.: Fintegteanu taught me how to teach acting. So, I knew what an

11 George Constantin (1933-1994), great theatre, film, radio and television actor.
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actor was. And I was working with actors, as a director. Fintesteanu was an applied
man, he was a good actor, intelligent, cultivated and I liked him very much.

My career as a teacher was more important than my career
as a director, although I staged plays, I won awards.”

D.V.: How s acting taught?

S.M.: With talent!

D.V.: Yes, but I get the impression that it’s not quite like math.

S.M.: It’s not, it’s not. It’s something technical, which means movement,
corporeality, expression, talent. And after that it’s about people and about life.
Why does that man love her? Why does she love him but cheats on him? Why does
he believe in God and murders?

D.V.: What if the student is 18 and he doesn’t know the answer?

S.M.: I knew about the role more than him, an acting student, and I was
teaching him what I thought I theoretically knew more, so to say. Maybe he should
have instinctively known more, but I also knew by instinct, and he knew by theory,
and all of that came together. And we liked it. What did we actually like? We liked
to get into someone else’s shoes—because we were both doing it. I didn’t get to be
seen in the shoes of the character, but the role was soulfully, energetically, in me. I
became an assistant, for a year or two, at acting. And then, I stayed for a lifetime. I
truly believe that chance made me a good teacher. And I was a successful director,
but the greater pleasure was... when I met the 18-year-old who came to the North
Railway Station and asked what tram to take to get to the Theatre Institute and
later became a great actor.

D.V.: Basically, you had two jobs.

S.M.: I've had two jobs all my life: in the theatre I was a director, that
was the main one, and then there was the teacher’s part. My career as a teacher
was more important than my career as a director, although I staged plays, I won
awards. But my quality as a teacher was more important to others, and even to me
it was humanly more important, this human relationship, the ability to influence a
man, think about it, a man when he is like a sponge for knowledge—18-23 years.

D.V.: You are very diligent and practical at the same time and did not miss classes to
put on plays.

S.M.: No, no. Basically, I did two jobs: rehearsals and teaching all the
time.

D.V.: Very tiring!

S.M.: In the morning, four days of rehearsals. In the afternoon at school,
four hours. All my life. The thing I liked the most in the world was working with
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actors and I used to change their style of roles, get them out of bad and negative
characters or from beautiful, smiling and milky lovers, and the actors liked that,
because most of the time I would get them right. Working as a director, I was
successful with the actors, meaning I managed to open a new loophole to a
developing actor. And when I met a great actor who came to thank me, as it was
with Eugenia Popovici'?, then there was a lot of satisfaction. All my life I've talked
about people, and my work was about people and with people, I've trained people
with my colleagues. I don’t know how else to put it in words...

D.V.: [ understand. And the students were transforming, right?

S.M..: They were transforming. The work I enjoyed was that with the
actor and the students. And with the students, poor lads, I was learning on their
back, I was working with them and I was learning from them, and at the same
time, I was learning from the actors. It never stopped learning;

D.V.: But did it ever happen with the students, clearly, that there was one that nothing
would come out of ?

S.M..: It happened to turn out badly.

D.V.: What do you mean?

S.M.: He made a bad role, he made a bad exam...

D.V.: ¥es, but that doesn’t mean he wasn’t an actor...

S.M.: No. But very often, from that role maybe he learned more than
from a role that suited him like a glove. Because I gave the actor a contre-emplor: to
a “beautiful” and “sporty” one I maybe gave him the role of a stupid old, ugly and
evil woman. It was easy for me with the actors because I had done directing and
so it was better. And doing a job that I liked, I was working a lot. Then I married
a student, who was older than me, it’s true, but a student.'®

D.V.: Because you were only at school and at the theatre...

S.M.: And from time to time I would also see my parents, my father, the
actor. But I never talked about acting at home, not with my father, nor with Stefan,
not even when the three of us were in the same room. We talked about theatre in
general, not about us, no.

D.V.: Did your father see any of your plays?

S.M..: Yes, sure.

D.V.: And what did he say?

S.M.: He comforted me. He was very opposed to me doing theatre. I had
all the characteristics that made him oppose it. Yes, I admit, I was shy, I wanted

12 Eugenia Maria Popovici (1914-1986) great theatre, film and radio actress, acting teacher at
IATC “L.L. Caragiale”.

13 Stefan Tapalagid (1933-1994), great theatre and film actor.
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to be an actress, I had tottered right and left, but I wouldn’t have been good as an
actress because I would have been bored and I would have ruined all my roles.
At one point, there was an actress doing a good role, and she got sick and was
given a break for a month. She was crying and asking me not to replace her with
another actress. So I played the role—1I got terribly bored. I wanted to do changes
all the time.

D.V.: So you’ve played in several performances...

S.M.: A month!

D.V.: And how many were played in a month?

S.M.: A lot!

D.V.: In the old days there were.

S.M.: They were playing two a week, God forgive me!

D.V.: And you got bored...

S.M.: Yes.

D.V.: But the applause, this thing..

S.M.: No, I knew they weren’t for me.

D.V.: Why not?

S.M.: They were applauding the play. I don’t even remember the
applause, I was determined to leave. I was lucky and my big, big, big, big luck
was this: that I was diligent in all subjects. Because I think my gift was greater as
a teacher than as a director.

D.V.: But tell me about the admission, isn’t it a huge responsibility to be on the
committee?

S.M.: Huge! I was very nervous!

D.V.: There were_four spots back then, four for girls, four for boys.

S.M.: Oh, there were times when there were ten, but it was very hard,
very hard. I would see them many times and even 50-70 of them would come
and we had four, five, seven spots available. I remember that photographs were
always required, so we could remember them. And these photographs were put
on a table, in alphabetical order, as they were listed, and on top they would put a
bottle, ““That guy, what did he do?” And we would go to that table and, “Yes, yes,
I remember, the guy who said the poem with the mouse, the guy who laughed out
loud” and so on. “Look at her, how beautiful, look how photogenic she is, but she’s
not good”. But when 70 people came for 10 spots... Terrible!

D.V.: It seems like a lot of responsibility, and it seems like a lottery after all...

S.M..: Responsibility, yes, yes. I learned that there is also personal luck.
Once someone got admitted, but I don’t know what he did and he was kicked
out. And then something else happened and we were all outraged by what he had
done—1I don’t remember. But he came and told us a monologue... something;..
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And we looked at each other and said, “Hey, I'm giving him a 10.” I have to say
that the admission exam was very difficult for me, because it even depended on
what I ate at lunchtime, and on how I had slept at night, on how I got dirty on
my boots with mud—It’s hard to explain. For them it was also very hard. And
there were some who tried for years, even 5 years and we couldn’t accept them. I
couldn’t, because there was someone else who was clearly very good, the former
just being not very bad. When there were many spots, it was something else, but
when there were few...

“Theatre can’t be done without energy.”

D.V.: The undergraduate performance, I remember it meant something, right?

S.M.: It meant for its fame while at the Casandra Studio.

D.V.: And later you started the Hop Gala?

S.M.: Yes. To make the graduates %op in the theatre! It’s this phrase of
mine... Think about it... The gala is a kind of a /0p towards the theatre. Yes, that
came from me.

D.V.: It was afier 1990.

S.M.: After, after... after UNITER was established.

D.V.: Before 90° students had mandatory assignment.

S.M.: They had mandatory assignment, yes, and they had to work for
three years in the province and after that they were allowed to return to Bucharest.
Well sometimes there was a connection, something, or by getting married, they
stayed in Bucharest, but usually they went to the province. And I want to tell you
that it wasn’t bad, because they played a lot.

D.V.: They had energy.

S.M..: Great energy. Well, theatre can’t be done without energy. Vali Seciu
has energy. She doesn’t show it. But without it you cannot!

D.V.: Dud all your students have energy? Or can it be taught?

S.M.: No, you choose them at the beginning. You feel them. I mean, even
someone who’s rude, but he’s telling you something, you like him, you know? But
one that mutters a poem by Eminescu...

D.V.: There was a saying, at one point... That if one doesn’t have enough energy for
theatre, he’ll go into movies...

S.M.: No. Tell me one movie actor without energy!

D.V.: Yes, I don’t know...

S.M.: They're all energetic. It’s no small thing to get the energy out of
you. Let’s say this now (pownts to a pack of cigarettes) 1s a revolver and you throw your
head into the floorboards. Don’t you need energy for that?

D.V.: Jes/
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S.M.: Well, if we weren’t half crazy, would we do this job?! Did you see
my warm-ups with the group at first? When they hum a song...

D.V.: I've seen it.

S.M..: Students hum... muttering, with their eyes closed, in motion.
“You are looking for Marioara! You’re looking for Georgica!” And they go,
they walk, they walk like this, shoulder to shoulder. They were all muttering 7#e
Yellow Submarine, but you had to recognize Costica’s mutter. How good they were!
Because you can’t think of anything else. “God, my mother died!”, but in that
second I don’t think of my mother. Get it? You were asked for concentration at
this point, almost forced, and that made you unable to think elsewhere. Neither if
you want to go to Iasi when you finish college, nor to meet with Mita tonight. A
small, simple purpose, but then. That’s my exercise, I invented it.'*

D.V.: Interview question: who are you?

S.M. (laughs): Okay, I’ll tell you. I am an old woman, who had a lucky life,
was often happy. Very hardworking... I'm an honest woman. I am a selfish woman.
I’'m a hardworking woman, but only when I like it. But I have to say that I'm also
hubris, it’s not really a sin, but I'm very proud.

D.V.: That’s a good thing, it takes you_forward sometimes...

S.M.: No, no, hubris in talking to me. Always when I don’t have a joy, I
find one. Whenever I was wrong in my life, God would not let me and put me in
a place where it was good for me.

So I have to admit that I was very lucky to have the parents I had, to have
the German lady who raised me, to give me a lot of energy and surround me with
good people: my parents, my German lady, a good man, mistakes that led me
towards luck. I can only say thank you. I’'m lazy and you can’t see it. I know some
of my flaws and I try to hide them, I can’t really, 'm awkward when I hide them.

Ive tried all my life not to do harm knowingly, and I haven’t done much
harm knowingly. I was also bad, but nothing serious, that is, I could graze you, I
could not stick scissors in you so that you would have to interrupt yourself from
what you were doing and go to the bathroom to wipe yourself of blood. I admit
I’'ve been lucky, I’'ve met people like you. (pause)

?Talent is very visible and it makes your character... or the
lack of character stand out. Talent is a double-edged gift.”

14 Description of the Murmur exercise: students walk around, with their eyes closed, mur-
muring and looking for their partner by their sound; when they find them, they still walk
shoulder to shoulder, muttering until all the pairs are formed. Point of concentration: on find-
ing your partner. It is an exercise in attention, in listening, in guidance; creates a specific type
of concentration. (n.n.)
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D.V.: How do we see talent?

S.M.: Talent, I don’t know, but I know how to see it in someone else. |
know that after you have talent, you have to work very hard. Talent is very visible
and it makes your character... or the lack of character stand out. Talent is a
double-edged gift.

D.V.: So you can have talent but no character.

S.M.: Yes, but you should know that you can make a beautiful scene
without character. Not only talent is important. Work is very important. Faith
1s very important, in whatever you want—in Buddha, in this bottle, in God,
in mother, in father, in the head of the army. Faith. To be able to believe in
something, because if you don’t believe in anything, it’s awful. You’re an orphan...
just orphan. If you believe that at some point, the one you believe in can help
you, it’s a lifeline. Whether you believe in this ashtray, in Buddha or in Nirvana.
Let’s depend on someone. But at the same time let someone else depend on you.
Because the gratitude coming from the student... nothing in the world can be
more important than that.

D.V.: [ have one more question. Now there are hard times for theatre and there are many
actors, few acting jobs. Do you think that an indwidual who managed to become an actor or a
durector and cannot make a living out of i, do you think that if he has an artistic nature, he should
manifest himself in another way? There are actors who start writing or who turn directors...

S.M.: Of course, there are talents that are lost. There are also talents that
are not seen by anyone, only by the peasants from some forgotten village. Maybe
someone who doesn’t even know that she has talent and that she might be a bigger
ballerina than Plisetskaya, but she doesn’t even know what a ballet shoe is."

D.V.: And is that a wasted life?

S.M.: No, only someone who knows what Plisetskaya is like can think
it’s a wasted life when they look at the woman who walks barefoot and with her
heels thickened in the dust. There was a peasant woman from our countryside
who was so beautiful... she was a peasant woman with bare feet and mother took
her to Bucharest, washed her and dressed her. She ended up with some guy and
he ruined her life, got her pregnant with three children and after that, he left her.
Lord, how did my mother cry! Indeed, it was a special beauty, it was not a beauty
from a fashion magazine. She walked like a queen and was in the countryside
barefoot. And that body that hadn’t done any kind of tennis session. But she had
done what no athlete of ours did: she walked with weight on her head, with the

15 Maya Mikhailovna Plisetskaya (1925-2015) Russian ballerina, ballet director, choreographer

and actress, considered among the greatest ballerinas of the twentieth century.
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basket full on her head. (pause)

I miss a first-year class. What a happy time we had in college!

D.V.: That’s right... (pause) Have you ever had students with whom you quarrelled
badly?

S.M.: Yes.

D.V.: Why?

S.M.: I didn’t quarrel too bad, it was a terrible plot, when I left a class,
someone gave me some trouble, but I don’t want to remember. There was no
quarrel, there were big contradictions, I mean no, maybe there was too much
temperament, because they were actors, and I wasn’t. But that meant that it
cost him, and me, and in the end something good came out of that. That we’d
reconcile in 10 minutes or two days, that’s something else. I once had a conflict
with a student and he said he wouldn’t stop until he killed me. As a result, someone
had to accompany me from school to the tram stop at Kogalniceanu, until I got
on. And then he left the class in the second semester and a doctor gave me a call,
around April, to come to the hospital... it was him, he wanted to reconcile with
me. And I went to the hospital. Yes, he had an affection, yes.

I would love another first-year class.
The first year is a form of love.”

D.V.: And what else were you doing with the students? Did you give them to read novels
or just plays?

S.M.: It depends. I even taught one to read. I started with sketches, with
short stories. But he said, “Now I’'m fine, I'm reading, but I’'m less happy.”

D.V.: Dud he become a great actor?

S.M.: He became an actor, but I don’t know. Is it selfish that I liked he
came after a while and asked me with big eyes one thing or the other? They looked
at me as if I knew all the secrets of the world, and I, proud as I am, I wallowed
in it.

D.V.: And that’s dangerous, because they look at you and expect from you, as if..

S.M.: As if you can solve all their problems and you, in fact, can’t solve
any of them. You need to open a door for him and afterward maybe another door.
That’s all.

D.V.: Last week I did the exercise with the movement with the glass full of watey “with
nitroglycerin™. Something great happened, it was an atmosphere of real concentration. And after
the exercise, I asked the students to write down what they thought, what they did, and what they
saw wn others. One girl made the_following observation: “I didn’t think a simple walk on stage
with a glass could say so much about each of us,” and she wrote about what she saw.
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S.M.: Beautiful. I would love another first-year class. The first year is
a form of love. In the second year we have them play all the fools and all the
complicated characters.

D.V.: Yes, really, what was it like at the time, there was improvisation, right?

S.M.: Yes, but different. I was adapting Stanislavsky’s exercises. But I
invented my own method of improvisation.

D.V.: And afier that, dramatization, right?

S.M.: Yes. But I wouldn’t do dramatization anymore. I would simply do
the meeting. In the literary text, in the dramatization, what the character does is

2

described: “When he entered, he jumped and put his hand on the chair...” In
other words, the text has already given him the indication of what to do, but he
must invent, to imagine in that situation! We got over Stanislavsky.

D.V.: Were you doing comedy with them or musical, in the second, third year?

S.M.: Yes. I remember... at a rehearsal, a student had to climb a ladder,
it was a painter’s ladder—”Come running, climb one, two, three and stay there!”
And she was trying and working and failing. Then we do the piece. She enters
singing—""You enter running smoothly like this and stay on the first step”, “But
why did I have to climb up to the last?”, “To know how to stay on the first one”.
Because she would come in and stay with her foot there and the other one lying
in the back and with her hands like that, in the air, far apart. Sure it was easy, but
it wasn’t easy to do it every night. Now she could do three of these, so one was
easy. That’s how I've always taught them: add more, to have more, like the hem
to a dress, because maybe the girl wearing it will grow up. That we also stole from
the actors.

D.V.: Are there still other actors who instead of rehearsing several times, need you to
explain to them or they have to talk, over coffee, for hours?

S.M.: We don’t sit for coffee, no. Fail 1000 times so you don’t do it again.

D.V.: [ think you didn’t even have time to be bohemian, to sit for a drink or something,
as it was the fashion.

S.M.: How “it was the fashion”, but not really. It’s true that I didn’t even
go often enough to see my own shows. And then I invented all my exercises, not
those that are in the books. They were hard, but the students were happy to do
them because they knew no one had done this exercise before, there was no school
with this exercise. And the book on your head. And the bottle on the head. And
I liked it—you know that girls come to school in dresses—when you put the boys
in tights and the girls in those black skirts and you tell them that it’s important to
keep a bottle on their heads, they don’t want to be beautiful like at the celebration
and they’re looking for a different kind of beauty. And they get expression without
realizing it. From time to time, when someone came to class to give me a cigarette,

b 299



CONCEPT 2(23)/2021

to give me something, he would stay and look. I saw that the person was sitting
and watching what the students were doing. Beautiful faculty! Beautiful job... and
ugly job! Yes, no, it’s a beautiful and generous job. You give your soul to that stage
to attract man, not to increase your wage.

D.V.: Tell me about your assistants now...

S.M.: The assistants... let me remember... I had Victor Moldovan (the
comedian) as an assistant, who was likable and very craftsman, with whom I got
along very well, but it was not a collaboration, it was a twinning if you want,
because I let him do as he did and I was doing as I did and that was useful for the
students. But I didn’t intervene, I was doing the repertoire, that’s it. And he was
older than me.

And here’s how I've never written a page and I don’t know how many plays
I’'ve staged. But I've done nothing, nothing remains of me. Nothing, because 1
think theatre belongs to the days when it was made.

D.V.: That’s not true, because I, and many others, if” we hadn’t worked with you, we
had no way of knowing And that’s a legacy.

S.M..: But what I'm saying today may not be any good in forty years. We
don’t know.

D.V.: [ think you were doing the exercises depending on the groups...

S.M.: Depending on the groups and depending on the time I was in my
life, I don’t know how to explain, the point where I was in my life, actually. I did
what I would have liked to do and that’s when I was inventing the exercise and
looking at it. Yes, I never gave them anything I couldn’t have managed. I was
trying it too. At home I would walk around with the bottle on my head. And I
wanted the exercises to always be new, for me as well, you know? For me it was
good, I was continually practicing my necessary inventiveness as a director. This is
something useless we do: we come, we change, we take beautiful dresses, we slide
ourselves in some pants, in bare feet, in slippers. And then I sit on my head, I sit
on my ass, on my hands, I stick out my tongue. And someone asked me: what are
you doing there at school? I pull out my tongue to touch my nose... I can’t do that,
for example. You know when they were doing exercises with the dishes on their
heads, it was that cry, they were walking, they felt like they were going to fall and I
was telling them, “Have courage, have courage, don’t fall”. It’s a more real game
than the truth itself. And there were exercises for me the actress and others for me
as an individual. Those for me, the individual, were tougher.

D.V.: Did you do ancient theatre?

S.M.: Yes, but I was doing something that wasn’t ancient, ancient...
Ancient theatre in the truest sense of the word I really didn’t do. Of course, I did
Shakespeare. Antigone has a monologue that’s awesome, but I was doing it for the
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understanding, the analysis of the dramatic text, not for the speech.

D.V.: But Shakespeare is the same, for understanding..

S.M.: The same, but you can customize it more easily. Easier also as
a language. The language is more modern, much more modern than in the
ancient. No, but I was starting at the level of the student and my level. How much
I understood and how much she understood... or him, in other roles. I was very
annoyed when I got to the monologues in the ancient theatre because they spoke
badly.

I don’t think art is going to go away
and I think we need education in all its forms.”

D.V.: In recent years, educational theatre has taken on a great scale. Theatre is an
effective way to educate, to raise new generations, right?

S.M.: Of course. What could be more useful for children than to be
educated through art? They are so close to the game, they are the ones from whom
the actors should learn. In addition to making them read, when they do theatre
children learn to put themselves in the place of others, to think from several
perspectives. They learn to be human to the end, because that’s what theatre deals
with, with the human being. And it probably also helps them in communication,
in body expression, in talking. I get terrified when I see on TV announcers who
mumble the words or who do not know Romanian. We live in an almost illiterate
society and educational theatre can help change this situation. Secondary school
education seems to have failed.

D.V.: This communication, online, which has been so useful lately, amud the pandemic,
do you think it’s helping the younger generations? Or is there a risk that they may have lost a lot?
Not to have accumulated life experiences, real practical knowledge, communication skills?

S.M.: Thank God I didn’t have to teach online. I heard that it can be
done, that it happened, but that was just a crash solution. Nothing can replace a
face-to-face encounter with another man.

DV: What do you think the situation of the theatre will be, in times of crisis or economic
recession? Does education through theatre has more chances than art?

S.M.: Theatre will exist as long as there is an audience. If there is no
money, the actors will probably return to performances in the squares. If they
have an audience, I repeat. Theatre was reborn after the war, and after the
recession. About education through theatre, art is education in whatever form it
1s represented. I don’t think art is going to go away and I think we need education
in all its forms. That’s where it all starts, from education. Education is the most
important.
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D.V.: Don’t you find the actors difficult, spoiled?

S.M.: Yes, but I was also spoiling myself. I am an actor’s daughter and an
actor’s wife. That’s a job to be done for fun. At every rehearsal at the theatre, when you
start a play, you have to enjoy yourself, even if you play the cruellest drama.

D.V.: Does anyone still need theatre?

S.M..: Well no, but, you know, nobody needs champagne either. Do I need
chocolate cake? No, I don’t need it. Nor champagne. It’s the same with theatre.
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