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students, workshop leaders or others.”2 - Paul Allain writes. The term 
“training” refers to two distinct concepts: (1) a learning or teaching process 
of skills; and (2) physical exercises one engages to maintain good health or 
get ready for a competition. 3 The two functions are frequently difficult to 
clearly separate. 

From a French-language perspective, theatre historian Josette Féral 
writes about this topic. He asserts that the English word “training” has 
French origins based on the grammatical and semantic history of the term. 
He also makes the observation that once the term “training” entered Anglo-
Saxon theatre jargon, it was used to refer to all facets of actor education, 
including the learning phase, the exercises for the performance, as well as for 
self-training and conditioning outside of a production’s context. Féral 
divides the training process into two phases based on the theories of Eugenio 
Barba and Jerzy Grotowski. (1) the learning phase, during which the student 
learns the technical foundations of a certain technique or way of acting (2) 
the challenging phase, during which exercises are used to test one’s current 
condition. The terms training and entraînement, which are now in use in 
French, distinguish the many purposes of training.4 “The use of the English 
(training) seems to prevail in the case of a structured preparation done 
within the formative framework of a specific method (Suzuki, Barba), while 
the notion of entraînement seems to dominate in artists’ daily practices when 
they devote themselves to exercises in order to prepare for a performance: 
stretches, physical work-outs, even ‘warming up’.”5 

If we approach the matter from the perspective of sets, education surely 
defines a bigger set, of which training is, or can be, a subset. Training in the 
sense of practice, in comparison, describes a specific space-time framework 
with multiple functions, time management and relation to production. In my 
study I separate the words training and education according to their didactic 
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function. By training, I am looking at the logic of entraînement, the specific 
and systematised practice of each theatre company. My research focuses on 
ongoing self- and group-training, on the subject of continuing to be in training, 
rather than institutional education. 

Training, according to Ian Watson, is a multidimensional process that 
involves Method Acting in New York City studios, French classical 
conservatory work, the introduction of mask at the Lecoq schools, Kerala 
kalaripayattu, and more. According to Watson, the term “training” is a general 
one that different practitioners use to refer to various activities.6 He also 
wonders why the actor’s engagement in learning is described as “training” 
rather than “studying.” Unlike the activity described by train, which involves 
both cognitive and physical activity, Watson views studying as a cognitive 
learning process. Watson highlights the significance of this skill-learning 
aspect of training. “Acting may well be an art, as may have suggested; there is 
no question that it is a craft.”7 

Watson makes a distinction between “indirect” and “direct training”. 
He refers to indirect training as a methodology frequently utilized in the West, 
whereby the trainer or student learns techniques for the body and voice, 
diction, interpretation, body language, dance, singing, etc. that can be used to 
participate in creative processes. Direct training comprises the codified 
performing arts training logic, in which the apprentice learns specific abilities 
for fixed performance structures and fixed character types in order to be able 
to perform them later within the context of a performance. In this way, the 
learner gains a set of practical abilities rather than a general collection of tools. 
These include instruction in performing arts such as kathakali, noh, kabuki, 
odissi, and Peking opera.8 

Despite the differences, Watson believes that training’s common 
objectives should be to prepare the trainee or apprentice for performance, 
enhance their talents, give them a way to engage in the creative or performing 
process, and get them ready to interact with the audience. Although the 
phrase can be used to theatrical practice, it does not seem valid to me if  
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I consider training just from a little wider viewpoint, such as in the context 
of Grotowski’s paratheatrical activity. According to John Matthews, rigorous 
ensemble training through repetition enables learners to refine not only their 
performing abilities but also their awareness of their own social and physical 
selves. He claims that trainees develop themselves within the “negative” 
limits of the exercises. Regular practice allows the trainees to feel a “positive” 
sense of freedom in the process of “self-actualisation”.9 

Training can therefore refer to both learning and practicing. It could 
involve direct or indirect, character-related training. Although there is not 
enough space to go into more detail in this study, I have identified six 
characteristics that training shares: (1) it is always developed within a defined 
time-space framework, typically in a closed, “group theatre”10 environment; 
(2) it is repetitive, continuous, and systematic. They develop new routines that 
assist the performers in shifting their attention to other things.11 Here, it’s 
crucial to notice that they instead create space for a new level of focus and 
involvement rather than promoting the “normal or daily mindset of work.” 
(3) They serve as an “ethical framework”12 in each group by encoding the 
actions that represent each group’s culture and value system. (4) Body-centered: 
it takes into account the whole of the “bodymind”13 or “body-world”14; (5) it 
is structured by techniques and exercises, therefore organized according to a 
structured logic; and (6) there is a person who establishes the framework for 
these or contributes to their creation. The trainer can be analyzed as a role or 
function that has an impact on each of the key outcomes of the didactic 
activity. According to this interpretation, training establishes an ethical 

 
9. John Matthews, Training for Performance: a Meta-Disciplinary Account, (London: Methuen, 

2011), 216. 
10. Barba’s term: Eugenio Barba, Beyond the Floating Islands, English trans.: Judy Barba (New 

York: Performing Arts Journal, 1986), 70. 
11. Frank Camilleri, “On habit and performer training,” Theatre, Dance and Performance Training, 

Vol. 9, No. 1 (2018): 41. 
12. Frank Camilleri, „Of Pounds of Flesh and Trojan Horses: Performer training in the twenty-

first century,” Performance Research, Vol. XIV No. 2, (2009): 27. 
13. Phillip Zarrilli, Psychophysical Acting – An Intercultural Approach After Stanislavski, (London 

and New York: Routledge, 2009), 4. 
14. Frank Camilleri, Performer Training Reconfigured, (London, New York, Oxford, New Delhi, 

and Sydney: Methuen Drama, 2020), 62. 



ACTOR TRAINING AS A METHOD OF DIRECTORS. TRAINING IN CONTEXT OF THE ODIN …  
 
 

 
33 

framework for ongoing training based on the logic of consistent practice. 
Training serves as a transitional tool between a performer’s civil, creative, and 
character selves by forcing daily confrontation with the artist’s current state. 
 
 
The relationship between training and performance at the Odin Teatret 
 

I frequently encounter the idea that a specific training supports a certain 
theatrical aesthetic. Questioning this idea, a complex interaction between 
training and performance at Odin Teatret will be shown in the following 
section, together with an analysis of the texts of Barba, the Odin actors, and 
theorists. Although training shapes a mindset, it cannot be directly linked to 
the performance’s aesthetic that is generated in conjunction with or as a 
result of training. 

Barba founded his company in Oslo, Norway in 1964. In 1966, the Odin 
relocated to Holstebro, Denmark, and they still regard it as their home today.15 
The training and performances of Odin Teatret have been in ongoing, evolving 
communication with one another. The training has always been present in the 
company in varying forms, but always as a point of professional reference. 
Training and performance existed in full parallel during the early years of 
Odin, adding to one another but being kept separate.16 Since the majority of 
the group consisted of amateur performers, training was essentially an 
autodidactic process.17 This also applied to Norway’s beginnings and the early 
years in Holstebro. The Teatr Laboratorium, with whom Barba collaborated 
between 1961 and 1963, and the work of Jerzy Grotowski served as his primary 
sources of inspiration.18 Barba adopted Grotowski’s training practice as 
well as his general view of training, according to which training constituted 
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Barba, (2009), 218. 
17. Barba, The Floating, 12–13. 
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an escape from the features of conventional theater.19 In contrast to the 
Odin’s initial self-image as self-educated amateurs, Barba saw the Teatr 
Laboratorium as “aristocrats” who created their group’s identity by rejecting 
the legitimacy of their original theatre culture.20 The development of 
fundamental skills and conditioning was therefore the focus of training at this 
time, serving as a replacement for formal schooling. The ensemble debuted 
their first performance, Ornitofilene in 1965.21  

Moving to Denmark in 1966 has brought significant changes. Due to a 
lack of performing opportunities, among other things, they were unable to 
continue with their previous performance. As a result, Odin changed its self-
definition and established the Inter-Scandinavian Theatre Laboratory for the 
Art of the Actor, or Nordisk Teaterlaboratorium (NTL) for short.22 Because 
there were not enough audience, the actors could not communicate with 
them, and Barba lacked the directorial ability to come up with quick ideas, 
he knew they wouldn’t be able to perform every day. Barba had to provide 
the mayor with a reasonable justification for why they would not play every 
day, though. He began by describing the company as a theater laboratory.23 
The Holstebro invitation was greatly appreciated by Odin, who was having 
financial difficulties in Oslo and had no genuine possibilities in their future.24 
Barba was compelled to make this choice by the circumstances; he had not 
planned to adopt the model of the theatre laboratory program he had observed 
in Poland. Tatiana Chemi notes that in this way, Odin’s research and 
educational endeavors, which took the shape of training and methodological 
study, served as the foundation for the organization.25 Training in this situation 
was already a force of group-identity and organized the way people worked. 
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Although it is unclear when training began to have a more significant 
influence on the creation of performances, their coexistence and hence their 
mutually inspiring effect are undeniable. The phases of training and creation 
were still separate at this time. The company’s actors Torgeir Wethal, Else 
Marie Laukvik, and Iben Nagel Rasmussen also discuss the connection 
between their recent training and their earlier roles in Ferai and My Father’s 
House.26 Before they performed Ferai in 1969, according to Laukvik, their 
technique had transformed into a type of strength training that included 
composition, slow-motion movements, and individual training.27 Wethal 
summarizes this process by stating that in the initial years of training, they 
used fixed elements such as the “pictures” they had inherited from Grotowski’s 
approach, among other things.28 After some time, the company realized that 
they had started to express their emotions using certain “psychological 
clichés,” which had a negative impact on their performance. At that point, 
they took the decision to change the direction of their training to one that 
was more physically demanding, “(...) like athletic training: a physical obstacle 
to be overcome, a result to be made better, improved.” 29 Laukvik claims that 
the training got considerably shorter, more rigorous, and freer during the 
rehearsal period at My Father’s House. “It was no longer skill training but 
impulse training, which is a warm and expressive training, a wave flowing 
through the body, causing the body to act without stopping, fluently, but yet 
with variations.” 30 

In support of what has already been said, Barba writes that “(t)he 
performance reflects the training. If you have a training which tames the 
body, this is seen in the performance. Training, even if it impresses the 
observer because of its technical and expressive results, is actually a means 
of colonizing the body, of forcing it to accept a new form of culture which 
the brain has decided is the right one. All this is visible in the performance. 

 
26. Erik Exe Christoffersen, The Actor’s Way, English trans.: Richard Fowler, (London and 
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If you have a muscular training, you have a muscular performance. If you 
have a soporific training, of the psychological type, the performance will show 
it. The voltage remains the same. If training is at 220 volts, the performance 
will also be at 220 volts; if training is at 6 volts, the performance will be at 6 
volts. The quality of energy which drives the actor in his training is the same 
as that which drives him in the performance.” 31 Therefore, Barba agrees that 
there is a clear link between training and performance, but this does not 
imply that one’s aesthetic defines another’s. 

In other places, Barba openly denies the effect of training on learning 
and development: “(…) does not prepare to perform nor does it teach 
something. Rather, it makes us ready to estrange ourselves from our usual 
behaviour, the so-called spontaneity or conventional theatricality.” 32 
Comparing the two claims, we might draw the conclusion that there are two 
opposing, but not mutually exclusive, points of view on the same issue that, 
ironically, are both still relevant in the twenty-first century. However, in the 
early 1970s, the connection between training and performance served as a kind 
of psychophysical foundation for the company to lay, where the performances 
might develop. 

Odin Teatret participated in two extended residencies in southern Italy’s 
Campignano and later in Campignano and Sardinia in 1974 and 1975. These 
residencies had a significant impact on the development of training and can 
be seen as a phase boundary in the relationship between training and creative 
work. Alongside the Come! And the Day Will Be Ours! rehearsals, the training 
continued, although it was no longer conducted indoors but rather in the 
courtyards of villas, on the beach, and in the fields. The ensemble, according 
to Roberta Carrieri, went running at morning, worked hard physically until 
midday, then took a siesta owing to the heat. Carrieri received additional 
training from Barba as a newcomer during the siesta.33 
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Jen Christensen and Iben Nagel Rasmussen started experimenting with 
long sticks that had ribbons attached to the ends of them. Barba took notice of 
this and encouraged his actors to try out various objects that might be used in 
open spaces. They “were searching for the life in the requisite” according to 
Nagel Rasmussen; they investigated the creative uses of props, the interaction 
between body and objects, and their relationship with movement. The actress’s 
description also emphasizes that the examination of the relationship between 
the object and the human being, rather than the usage of props, was the main 
focus. The vocal training was organized by the intention of functionality and 
the nature of the space. Without sound amplification, the ensemble had to 
make themselves audible to the spectators in public areas. The group began 
experimenting with stilts to let the audience look through due to the open-
air design as well. 

Because verbal communication with the locals proved challenging, 
they created their clown performance Johan Sebastian Bach (1974), which was 
based on a workshop the Colombaioni Brothers led in Holstebro. The majority 
of the performance’s expression was non-verbal.34 This application of training 
can be thought of as a form of direct training instead of the previous indirect 
way. 

Watson claimed that the audience frequently requested more from the 
company. The ensemble started presenting the training exercises as performative 
pieces because there were no alternative ready-made productions available. 
This led to their performance The Book of Dances (1974), which gave the 
previously closed research a whole new perspective. Training and performance 
were previously distinct; training exercises could not contribute to the physical 
score of the performance.35 The link between training and performance was 
altered by the creation of The Book of Dances. As a result, there is now a more 
complex relationship between learning, training, rehearsal, and performance: 
training serves a different purpose inside the company. The boundary between 
training, rehearsal, and performance has blurred due to the inclusion of training 
in the performative act, making the concept of training in terms of time 
considerably more complicated. 
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In 1979, the “work demonstration,” as Odin refers to it, first appeared. The 
phrase describes a one-man performance when actors showcase their varied 
vocal and physical training techniques, some of the characters they play in 
shows, and their etudes using costumes and masks. The performative elements 
are connected by didactic explanation. The work demonstration can serve as a 
transition between the three phases of training, rehearsing, and performance 
because it is both a performative and didactic act. Nagel Rasmussen’s Moon and 
Darkness (1979), the first example of this work, was followed by numerous 
other similar productions. According to Janne Risum all experienced Odin 
performers have produced their own work demonstration.36 

The practice of “fiskedam” and “vaeksthus” was the final significant 
alteration in the link between training and performance. The fiskedam 
activity was first introduced in the company’s training in 1977. The Danish 
word “fiskedam” means “breeding pool,” “fishpool,” or “fishtank.” In their 
respective utterances, Carrieri and Watson take different positions on the 
metaphor. Fiskedam, as translated by Carreri, means “breeding pool,” 
where, according to her, both Barba and the performers fostered their fresh 
ideas. The actors were free to experiment with any role they were creating 
for the next production, as well as props, costumes, music, and lyrics. Barba 
continuously found inspiration in the performers’ experimenting as he 
watched.37 “(…) the creative freedom I had experienced with in the 
Fiskedam never left me”38 - says Carreri. Watson refers to a fiskedam as a 
fish tank. This type of training is defined as a time when the company was 
involved in a range of activities in the same space and at the same time, all 
of which, according to Carreri, continuously inspired, stimulated, and 
motivated the work of the other actors. In the fiskedam metaphor, Watson 
sees the practice as the water, the actors as the fish, all connected by the body 
of water and engaging with one another at every turn. In a similar way, 
Chemi translated fiskedam to fishpool that characterizes the actors as 
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cooperating yet acting independently.39 According to Taviani in 1979, the 
company had created its own Odin culture through fiskedam rather than 
imitating its ancestors (Stanislavsky or Meyerhold).40 

The so-called væksthus [greenhouse/grow house/plant nursery] 
system is still used in the ensemble’s training practice, and it is conceptually 
similar to, or a version of, the fiskedam. A place for character investigation 
directly related to a production is offered by the væksthus. The actors 
practice exercises, improvising with costumes and props that aid in character 
development in a shared space and time. In his account of the rehearsal 
process for The Chronic Life (2011), Carreri recalls a regime that ran from 8:00 
to 10:00 a.m. until the rehearsal started.41 Donald Kitt told me in a personal 
conversation that the greenhouse practice is still part of the company’s work 
today.42 The actors have a lot of freedom during the greenhouse since they 
may plan their work around their individual requirements and physical 
capabilities. Work may also include practice and technical learning. The 
fiskedam and vaeksthus have very similar logic, but the vaeksthus practice 
is more oriented toward practicing the performance in advance and is hence 
comparable to a free self-rehearsal. 

The relationship between training and performance became more and 
more entwined as the training framework became more flexible, the practice 
became more diverse, and actors had more freedom to explore in accordance 
with their own interests within the ethical framework they had jointly 
developed. Individual research resulted in the production of performative 
aspects such as characters, costumes, songs, and lyrics that were subsequently 
employed in specific performances. The performative components that Kitt 
has come across, played with, or created but has not yet been used in any Odin 
or NTL production are kept in a separate notebook, he personally revealed to 
me. So that he can check his list before a new production to determine if he 
has an etude or performative component in stock that fits the director’s notion. 
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The practice of fiskedam and vaeksthus has given rise to, fostered the 
growth of, and allowed for more reflection on characters of many iconic Odin 
performances. As a result, the training serves as a kind of individual rehearsal 
for the performance in rehearsing period. On the other hand, if this occurs 
after the performance has already been created, a new purpose of the training 
can be observed: it allows to dig deeper into the characters and materials of 
the performance. In contrast to repertory theater, where the rehearsal period 
lasts until the performance, in Odin’s practice the training continues to exist 
as a sort of space-time framework alongside the performances that are already 
in progress, allowing the actor to experience and thus deepen his or her 
relationship with the character outside the fixed structure of the mise-en-
scène. Training can become a place for focusing attention, but as Barba notes, 
it cannot guarantee this. 

Since it differs from person to person, it is now challenging to analyze 
how Odin manages the interaction between its trainings and its performances. 
Any of the examples above could come up in their practice because, generally 
speaking, full members have a great level of freedom in terms of what they 
do during training. 

Barba also emphasizes the dangers of training. Beginning with the idea 
that there are an infinite number of practices that may be taught, Barba notes 
that a desire to learn new skills without assuming the confrontation with the 
audience, the performance situation, can start to emerge in the trainee. 
“Through these practices, a new dimension of theatre amateurism (with the 
superficiality and dedication that distinguishes it) is born which supplants the 
performance with seminars and courses.”43 According to Barba, these courses 
create a virtual space and time in the everyday allowing trainees to spend their 
time engaging in theater without having any clear plans to continue doing so. 
As he claims, this process can be dated back to the Great Reform in the early 
20th century, which he refers to as the work of the leading theatre thinkers of 
the era, including Stanislavsky, Meyerhold, Copeau, Dullin, and Decroux. 
Some of them identified training as a core value to the point where it changed 
from being a procedure to being the ultimate objective. “This drift of the 
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exercises has created situations of activity which are autonomous islets: 
neither professional nor amateur theatre; neither rehearsals nor performance. 
Here we have one of the many ghost rooms of the theatre.” 44 Barba thusly 
clearly states that training can only make meaning when it is consciously 
aimed towards a performance, fulfilled within the context of an engagement 
with the spectator. As we can see, the history of Odin Teatret has seen 
numerous variations in the relationship between training and performance, 
which can be used as inspiration for the practicality of training. I will not 
discuss the precise dramaturgical framework of Odin in this essay, or how the 
pieces are combined to produce the various etudes of the performance. 
 
 
Actor training as a method of directors 
 

I have briefly discussed the connection between the company’s training 
procedures and its creative output through the story of Odin. I have not talked 
about how training plays a part in skill development or how it affects group 
dynamics. One of the oldest workshops, Odin Teatret has had a long history 
of rethinking its training philosophy, developing an ethical framework for 
ongoing self-reflection and questioning. The initial authoritarian leadership 
structure was gradually dissolved over time, and responsibility over the 
training was increasingly divided among the experienced members. 
Authority inside the training also underwent ongoing transformation. Some 
of the company members also showed signs of separation from training, yet 
actor training remained a prevalent frame of reference through or against 
which the theater was considered.45 

However, the term “actor training” might be misleading because, while 
actors are the training’s subject, it is ultimately a director’s method of operation. 
In this situation, Barba, an authoritarian leader, has opted to cooperate with the 
Grotowski-adopted system. In all situations, this approach has determined the 
identity of the group: only performers who were prepared to undergo a form 
of reconditioning through training could be recognised as company members. 
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structured time and spance framework very rarely appear in the public and 
independent sector since (1) in the postsoviet cultural context did not allow 
to well integrate these knowledge, (2) it did not appear in the education 
properly, (3) the logic between the theatre industry and the group theatre 
working method’s seems incompatible with each other. If an actor is exposed 
to research reasoning during her formal schooling and learns to become fully 
immersed in a character through methodology, but the field lacks such 
structured environments, she may feel conflict. Here, education and industry 
are divided, and the distance between them has felt insurmountable for 
many years. Usually, institutional theater-making pushes out group theater 
research practice because it doesn’t have the time or because the knowledge 
being researched in other systems seems weird. However, in my opinion, 
actors in both group theater and institutional public theaters need to possess 
very similar skills, attributes and qualities. Additionally, group theater 
techniques aid in creating and sustaining positive group dynamics, which 
seems to be a problem that public theaters frequently face. 

The director training, in my opinion, serves as a link between the two 
structures. Group theater actor trainings are an organized director’s method. 
By teaching the group theatre methodologies, exercises and outlining the 
responsibilities of a training leader in institutional education, directors may 
be able to develop certain skills, ways of thinking, and desired group 
dynamics during the ensuing creative process. Exercises are psycho-physical 
experiences that allow for the transmission of information or instructions on 
a physical rather than a cognitive level. Decades of exploration have led to 
the exercises in the various approaches and techniques, which have specific 
dramatic values and traits. In workplaces where the creative process is 
halted or group dynamics are established that make work difficult, shared 
training in the same approaches for actors and directors can open a line of 
communication for the next generation of artists. 

In order to better incorporate the highly valued theatre research that 
defined the 20th century into the practice of the theatre industry, I would 
like to point out that actor training is fundamentally a director’s approach 
and should be given a structured role in director training. 
 
 



GÁBOR VIKTOR KOZMA 
 
 

 
44 

 
REFERENCES 

 
Allain, Paul. “Physical actor training 2.0: new digital horizons.” Theatre, Dance and 

Performance Training, Vol. 10 No. 2, (2019): 169–186. 
Barba, Eugenio. “The Ghost Room.”, Contemporary Theatre Review, Vol. 19 No. 2, 

English trans.: Judy Barba, (2009): 214–220. 
Barba, Eugenio. Beyond the Floating Islands. English trans.: Judy Barba, New York: 

Performing Arts Journal, 1986. 
Barba, Eugenio. Lands of Ashes and Diamonds. English trans.: Judy Barba, Aberystwyth: 

Black Mountain Press, 1999. 
Barba, Eugenio. The Floating Islands. Ed.: Ferdinando Taviani, English. Trans.: Judy 

Barba et al., Holstebro: Drama, 1979. 
Bullon, Stephen (ed.) et al., Longman Dictionary of Contemporary English, Essex: Longman, 

2003. 
Camilleri, Frank. “On habit and performer training.” Theatre, Dance and Performance 

Training, Vol. 9. No 1, (2018): 36–52. 
Camilleri, Frank. Performer Training Reconfigured. London, New York, Oxford, New 

Delhi and Sydney: Methuen Drama, 2020. 
Camilleri, Frank. “Of Pounds of Flesh and Trojan Horses: Performer training in the 

twenty-first century.” Performance Research, Vol XIV. No. 2. (2009): 26–34.  
Carreri, Roberta. On Training and Performance. London and New York: Routledge, 

2014. 
Chemi, Tatiana. A Theatre Laboratory Approach to Pedagogy and Creativity: Odin Teatret 

and Group Learning. Melbourne: Creativity, Education and the Arts, 2017. 
Christoffersen, Erik Exe. The Actor’s Way. English trans.: Richard Fowler, London and 

New York: Routledge, 1993. 
Féral, Josette. “Did you say »training«?.” Performance Research, Vol. XIV. No. 2. 

(2009): 16–25.  
Kitt, Donald. Personal conversation, Holstebro: 2019. 
Matthews, John. Training for Performance: a Meta-Disciplinary Account. London: Methuen, 

2011. 
Risum, Janne. “A Study in Motley – The Odin Actors.” In Performer Training – 

Developement Across Cultures, ed.: Ian Watson, 93–115. Amsterdam: Harwood 
Academic Publishers, 2001,  

















ALEXA VISARION 
 
 

 
52 

Au début de l’époque moderne, le talent d’écrivain de Pascal a permis 
d’élucider des systèmes de pensée dispersés, alliant la littérature à la 
philosophie. Il les utilise comme des armes contre l’esprit cartésien, également 
moderne dans son essence. En comparant l’« esprit de géométrie » à l’« esprit 
de finesse », Pascal montre que tous les objets sont capables d’un traitement 
géométrique, mais que seul ce dernier peut caractériser la subtilité et la 
diversité de la nature humaine. L’énigme de l’être humain ne peut être que 
contradiction et manque d’homogénéité, de sorte qu’aucune pensée rationnelle 
ne peut expliquer cette irrationalité de l’être. 

L’âme de l’être humain peut ainsi être pensée comme un minuscule 
miroir sphérique qui a conscience de l’absurdité de sa propre profondeur – 
à l’extérieur et à l’intérieur, ou encore, le grand infini et, à l’intérieur et au-
delà, le petit infini10. Le monde intérieur change en fonction du monde 
extérieur. L’infini humain est intangible, et les mouvements du monde ont 
leurs correspondants dans notre âme. Le sentiment d’angoisse, de désespoir, 
dû à la constatation de l’isolement de l’homme dans l’univers, ne peut être 
évité, et la réflexion de Pascal à cet égard est bouleversante d’évidence : « le 
silence éternel de ces espaces infinis m’effraie »11. 

Dans ses ouvrages Philosophie de l’art et Histoire de la littérature anglaise, 
Taine introduit un type original de philosophie de la culture, le cercle de fer 
de la nécessité, du déterminisme, qui enferme notre vie physique et devient, 
sur le plan de la vie spirituelle, un « cercle magique » dans lequel les idées, les 
pensées et les inclinations de l’être humain, exprimées dans les œuvres d’art, 
deviennent une étude comme la « métamorphose d’un insecte »12. Chaque 
penseur nous donne sa propre image de la nature humaine et les faits font 
pencher la balance vers la connaissance, même si leur interprétation est 
arbitraire. La volonté de puissance, l’instinct sexuel ou l’instinct économique 
deviennent, l’un après l’autre, des concurrents pour la suprématie dans 

 
10. Sylvain Portier, Le Miroir, objet philosophique, https://iphilo.fr/2021/01/04/le-miroir-objet-

philosophique-sylvain-portier/ (consulté en juin 2022). 
11. Blaise Pascal, Pensées et Opuscules, Publiés avec une introduction, des notices, des notes et 

deux fac-similés du manuscrit des Pensées par Léon Brunschvicg, Cinquième édition revue 
(Paris : Hachette, 1909), 428. 

12. Hippolyte Taine, Philosophie de l’art. Voyage en Italie. Essais de critique et d’histoire Textes 
réunis et présentés par Jean-François Revel (Paris : Hermann, 1964). 

https://iphilo.fr/2021/01/04/le-miroir-objet-philosophique-sylvain-portier/
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Les acteurs sont des favoris des dieux car faire rire ou pleurer les gens, 
les aider à se réjouir de compréhension et de sens, les faire aimer et penser, 
c’est sans aucun doute une vocation privilégiée, semblable à la sainteté. 
Fellini (dont l’univers humain a beaucoup de points communs avec celui de 
Caragiale) considérait les acteurs comiques des bienfaiteurs de l’humanité. 
Donner l’insouciance, l’amusement, un bon état psychique, illuminer l’âme, 
provoquer et entretenir une communion par le rire et par les pleurs, c’est 
peut-être le métier le plus miraculeux qui soit. 

L’art d’un grand acteur ou d’une grande actrice ennoblit toujours 
l’attente, met le cachet de l’unicité Être-Jeu sur toute action. Ce cachet 
s’éprouve à travers les pores et la respiration, par les battements du cœur, 
dans la fantaisie dilatée de la lucidité. L’acteur joue son être. Il joue et explore 
l’intérieur de l’être. Il joue et crée une trinité – lui-même, le personnage et la 
création – une mission, un but qui accomplit à la fois le texte, la scène, le 
spectacle et le public. 

Cet acteur nous convie à la lutte fascinante entre lui et le personnage. 
Les acteurs de grande envergure sont ceux qui ont plusieurs personnages 
dans leur structure psychique et corporelle. Eux, ceux dont parle Caragiale, 
ne sont pas les esclaves vendus à plusieurs rôles. Ils ne corrompent pas leur 
talent pour plaire aux personnages. Le personnage vient vers l’acteur qui 
jouit d’un ample espace de réception et de transfiguration expressive en soi-
même. Les grands acteurs atteignent la hauteur du personnage et peuvent 
même la dépasser. Ils vont plus loin que c’est dit dans le texte. Ces acteurs 
donnent naissance au spectacle inconnu, incitant et surprenant du personnage, 
dans le spectacle qui se développe de manière séquentielle par des images 
spectaculaires.  

L’art de Caragiale est dans le mot, parmi les mots, au-delà des mots et, 
de cette manière, sa création s’enferme ou se repose en elle-même comme 
pourrait le dire Heidegger. Caragiale a été celui qui a donné naissance à des 
sens dans le discours, avec l’énergie des mots ou bien dans l’écho de leur 
silence. Le cri de cette osmose contient le fondement de flammes inconnues 
qui rend l’habituel miraculeux. L’œuvre de Caragiale est combattante à 
travers la nature poétique de ses arguments et résiste au temps qui mystifie 
la force de la nostalgie et à la fascination de la quête de la vérité. C’est 
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Graduate 2 
1) Pluses: the opportunity to work with acting students. There is a 

sufficient number of professors with both practical and theoretical experience. 
Geographic location. 

Minuses: few study and practice rooms (Along these three years we 
had only two rooms available); the lack of a storeroom for props and 
costumes; scenic equipment was limited. 

2) The marks I gave myself for the first staged shows were between 6.5-7. 
3) I would encourage giving more feedback to our shows or rehearsed 

scenes. I would insist returning to four years program. Getting in touch more 
with the students from the acting department. The theoretical knowledge is 
very good, but a lot of time is wasted at the expense of the practical part, 
which for me was not enough. Because of that, 50% of the director’s notebook 
failed at the first rehearsal. Equipping the workrooms accordingly. Mandatory 
theatre practice. I would make the opera directing course optional. Instead, 
I would impose a creation course with the choreography students. I would 
do the light design course over at least 4 semesters, not just in one semester. 
I would insist that every year of study has a study hall. 

 
Graduate 3 
1) As a graduate of the directing section, I can say that I encountered a 

series of problems that affected my professional future. A college doesn’t end 
like an elementary school, it should end like a college. After you’re done, it’s 
a good idea to have your Master Professor continue to guide you, at least for 
a short while. Unfortunately, no one cares if you existed or not. I listen to the 
great Romanian directors, who are even up in their 90s, evoking their 
beginnings, their debuts: they all refer to professors who not only helped 
them after completing their studies, but, through their authority, helped 
them with imposing themselves on the theatrical market, vouched for them. 
The time I had at my disposal was so short that I myself sometimes wonder 
whether or not I existed as a directing student. The three minuses: a. Lack of 
professionalism on the part of the majority of professors. Zero ambition, zero 
energy. b. The timetable was a mess. Classes that required a certain 
intellectual performance from the part of the student were always scheduled 
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professors, lacking the arrogance or time crunch of some professors from 
Bucharest, who, as far as I know, barely manage to get to class or closely 
follow the students’ evolution, are also among the pluses. 

Cons: The spaces, the confusing schedules of the various sections, the 
fact that some are constantly rushing to participate in too many disciplines, 
all mean that a productive use of creative effort is often clogged up by the 
collision of other students announced before you in the only acceptable 
space: the Studio Room. The impossibility of having sufficient physical time 
for rehearsals – this is one of the fears of any directing student. The lack of a 
location intended strictly for the Directing students, where they could more 
easily adjust to stage lighting techniques, to the idea of a professional show, 
where to help attract an audience of the Faculty, not only made up of 
relatives and friends. It is important, because in this way the student becomes 
familiar with the so-called “large audience”, develops his self-esteem, feels 
more motivated, etc. Another minus: the so rare and already routine directorial 
thematic cycles that are chosen to be studied and the refusal to innovate this 
research area. 

2) On a scale of 1 to 10, going over the nostalgic excitement with which 
I remember my college years, I rate myself at 3. 

3) I would make it last longer. Three years is too short; if we are to be 
honest, compressed, two remain, a statement that is also valid for Acting. When 
you have so many areas to research, when the energetic-material construction 
of the show is so complex, three years seems to me... a warm-up of the feet 
and leaving the rest of the body still numbed. In link with this objection is, 
of course, the issue of rehearsal spaces. Let’s not say that I felt the need for a 
separate building, but at least of a floor that is only for the directing students. 
Why? First of all, because in this way a correct working climate would have 
been ensured, a favourable atmosphere for rehearsals, for creation. 

Another concern of mine would relate to connecting the student to the 
new currents of the European, South American or Asian Theatre. We know 
next to nothing about what’s going on in the world, and we tend to do theatre 
or talk about theatre as we did half a century ago. I would then strive to make 
important disciplines such as Cultural Marketing to be more than theoretical 
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2) I would answer the question about self-assessment with 7. I think I got 
most of the information I needed during college, but the extremely complicated 
situation of my senior year didn’t help me feel prepared at all. It’s a situation 
that affected many artists regardless of the stage they were in, and students 
in the last year of directing were not exempt. There is also the fact that I feel 
very strongly the lack of two more years of bachelor’s degree. Anyway, 7 is 
a good grade to describe how emotionally prepared I feel. 

3) If I were a professor... Honestly, in this situation I don’t know how 
much control a professor has, but I would diminish the number of students 
in a directing class and add another year or two, I think that would solve a 
significant number of problems we faced in college. 
 

Graduate 8 
1) Pros: Freedom to choose the plays according to the theme offered. It 

is very important for us to be able to choose something that inspires us; 
freedom of speech; the chance to test ourselves, the directing students, the 
directorial ideas. I’m talking about the first exam in year 1, where directing 
students have to act in something they’ve directed. I think that’s where we 
start to discover ourselves, but also the director’s craft in its early forms. 

Cons: Professors who are not physically present in the faculty; the lack 
of access to equipment for making performances. For example, the spotlights 
that I still don’t know how to adjust, mount on or explain how the light 
should fall from. The types of light, which are unknown to me. Theoretically 
I know them, practically not. The biggest lack is that of theatre practice. We 
don’t know what really happens in a theatre, how the project for the theatre 
is made, we only know about a director’s notebook, but even that vaguely. 
A deeper understanding of these seems to me very important; likewise, the 
information on how to create an entire project, with a concrete scenography. 
The involvement of professors seems to me another minus. 

2) I give myself a grade of 3. 
3) If I were a directing professor... In the first year I would have started 

with what directing and acting means. I would have delved into, for 
example, Stanislavski, Vahtangov, Peter Brook, etc., ancient theatre, Russian 
theatre, Romanian theatre, etc. Everything that is done in the history of the 
universal theatre I would have introduced in the practical part, about a 





WAITING FOR... THE DEBUTANT DIRECTOR 
 
 

 
75 

Graduate 10 
1) I can’t speak, from the directing graduate’s perspective, about the 

entire Faculty because I didn’t work with all the professors, but only with 
C.G. and A. C. In fact, I started directing that year precisely because G., one 
of the best directors in Romania, had come. 

Pros: No pressure; in the sense that the student can work quietly and 
freely with the actors he wants, and his work not being altered by the 
commercial temptation of television and film studios. The professor-student 
human relationship is more important than in other departments, more 
relevant in the perspective of the future becoming of the director. I think it is 
essential for the development of the future director’s personality. The consistent 
collaboration between departments and the immediacy of collaboration by 
the teaching staff. 

Cons: Rehearsal spaces (as everywhere in the country). The production/ 
examination budget should be more generous, but the school’s resources do 
not allow it. One can only speak of an elusive competitiveness between 
classes/years. 

2) Regarding the self-evaluation, it should be taken into account that  
I already had about 14 years of activity, more or less relevant, but also the fact 
that I did not come to study directing in order to change my focus to another 
type of theatre. I set up and re-contoured some rules of work (from text 
approach to performance teaching) essential for me and assumed/understood 
at a mediocre, truncated, even amateur level in some respects, beforehand.  
I reset some meanings about directing for myself, I changed a lot in what 
constituted the “relationship” between the director and the show. But there 
was no way a school could prepare me for what I needed, so I turned to what 
I knew school could provide. In the end, it comes out to be about an 8, but 
strictly in my case, particularly, with what I had done and studied before. 

3) If I had decision-making power, I would force directing students to 
assist in specialized courses from the other departments, during all 3 years; 
I would try/risk other didactic strategies in the development of directing 
skills; I wouldn’t remove anything, but I would introduce all the subjects of 
the other sections (even if they were 80, as optional), so that the directing 
student would have a wider palette of choices, depending on his/ her own 
options, understandings, etc. 
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college, I consider myself quite prepared to enter what is called the job 
market. When you have the foundations well anchored, it remains to be seen 
how you work with the actor, or I can personally say that I have found that 
you have to work with each actor in a different way, you have to know how 
to get him into character and how to help him get out of character. Directing 
college taught us to choose our collaborators, how to be selective, how to 
take care of the cast, but also of ourselves. On the other hand, we lack practice 
in a large performance hall, we cannot do exams in small spaces only to later 
face a hall of 500 spectators. 

3) If I could change something, I would go to the authors that should be 
studied; we can study comedy without Caragiale, and psychological realism 
is not limited to Chekhov. Not all students resonate with certain authors and 
do not see this obligation beneficial. I would make directing assisting 
mandatory until graduation. I would bring the students shows from around 
the world, shows from the archives for them to watch. I would impose 
collaborations with students from the other departments because it is 
important to know how to look for what you need. I would remove students 
who cannot meet the criteria set by regulation. I would eliminate intercessions, 
friendships that bring some people certain advantages and all ageism.  

 
Graduate 12 
1) Pluses: Studying and creating the director’s notebook, a director’s 

basic tool; the increased emphasis placed on the “relationship” between 
author and director and between text and performance, on deciphering the 
play, on the “permanent discussion of pros and cons” with the playwright; 
encouraging the collaboration of acting students with directing students. 

Cons: very short time for studies; directing is a complex art, I think it 
requires a longer period to accumulate information and be able to actively use 
it. The lack of indulgence and patience for young students, I mean here those 
who have just finished high school, talented children who have no life 
experience and no very rich general culture, things that are so necessary in 
this field. Lack of mandatory active participation of acting students in the 
preparation of directing exams. Lack of financial support from the University 
for the purchase of sets, props, costumes, necessary for exams and the lack of 
spaces for their storage. 
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Abstract: This article emphasizes the profound interdependence between the 
theatre directing educational system and the cultural system, taking into 
account the specifics of the situation in Romania. Identifying the theatre director 
as a pillar who defines the status quo in the cultural system and that oversees 
the implementation of a given global vision in theatres, the article argues that 
the director’s educational process naturally results in defining tomorrow’s 
theatre practices. In this context, the article identifies the key skills that the 
young director should have when entering the cultural system and argues in 
favour of their importance starting from practical situations in the institutional 
theatre system in Romania. These basic skills are: a deep understanding of all 
the compartments of a theatre and how each compartment functions, being able 
to further educate actors about the basic concepts of theatrical art, the ability to 
conduct a profound text analysis and, lastly, a commitment to use a directing 
notebook as starting point for their shows. The article concludes that the main 
reasons why the education system currently fails to develop these skills are the 
lack of time allocated to theatrical practice, but also the prevalence of the desire 
to train a small number of exceptional directors to the detriment of training al 
student directors to become capable of operating in the cultural market. 
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Every young director suffers a panic attack when he/ she first comes 
into contact with the Romanian theatrical system in its least disguised form: 
when he/ she begins work on his/ her first show in a professional theatre. 
The young director wakes up at the first rehearsal face to face with a room 
he does not know in which there are actors he does not know, whose first 
instinct is to do anything they can in order to test and understand who is the 
man or woman they are dealing with. Considering Peter Brook’s definition 
of the theatrical act, in which all that is needed to create theatricality is a 
person walking across a stage and another person watching2, the director is 
now engaged in a theatrical act in which, ironically, he/ she is the actor, while 
the actors are his/ her spectators. 

With this act comes an overwhelming sensation of stage fright, fuelled 
not only by the fear of being watched, as Bella Merlin describes the causes of 
stage fright in her book, Facing the Fear3. The director’s stage fright comes 
with the fear of being judged, especially in the case of a cast with older actors; 
it comes with the fear of failure; it comes with doubts about the show he/ she 
is going to coordinate. The stake of the educational system should be to 
prepare the young director to face this truly critical moment. In this sense, 
there are two key aspects that contribute to the way in which the future 
director overcomes his/ her own fear of failure and launches constructively 
in creating and taking responsibility for the show. 

On the one hand, the director must be trained extensively in the tasks 
he/ she will have to perform in order to successfully direct a show, regardless 
of the aesthetic formula to which he/ she adheres. In other words, he/ she 
must possess the set of practical skills necessary for the successful completion 
of the project. A good theoretical knowledge of the cultural field in which 
he/ she works is useful for the director in elaborating complex performances, 
anchored in the historical and present cultural practices and values. However, 
once the work on stage begins, the plethora of theoretical baggage becomes 
almost useless for the director. We believe that a director who successfully 
stages a theatre show that is not culturally and artistically brilliant is much 
more a director than another, who has thought of the most scholarly show 
possible, but who is unable to stage it in real working conditions. 

 
2. Peter Brook, The Empty Space (New York: Touchstone Books, 1996), 7. 
3. Bella Merlin, Facing the Fear (London: Nick Hern Books, 2016), 33. 



about:blank
about:blank
about:blank


about:blank


THE THEATRICAL SYSTEM’S REFORM AS THE AIM OF THE THEATRE DIRECTOR’S EDUCATION…  
 
 

 
85 

A “Theatre Directing” Bachelor’s Degree is one of the few lines of 
study that prepares the student for a position of power, from the first day of 
practicing the profession. Even the faculties of economics, which theoretically 
train tomorrow’s entrepreneurs, do not have such a strong correlation with 
a leader position, taken upon himself by the student since the beginning of 
his professional life. By signing a first contract by which the director 
undertakes the staging of a show, the director commits that he/ she will 
coordinate, to a greater or lesser extent, all the departments of a theatre, from 
the artistic or technical ones, to the administrative one. 

The director, in collaboration with the theatre’s staff, not only establishes 
the stage actions or the way the text is uttered on stage, but approves the 
budget execution of the show, sets the rehearsal times, the cleaning schedule, 
establishes when the set should be built and taken down, he/ she supervises 
the implementation of contracts with collaborators and much more. For this 
significant side of his/ her work as a mature director, the young directing 
student is not systematically trained, except if happily, by chance, he/ she 
meets a coordinating Professor with a rich history of staging shows and who 
understands the need for such an intervention. However, this kind of 
meeting, no matter how fortunate, is a fortuitous one and cannot be the basis 
for the systematic training of directors in Romania as it is today. 

Therefore, it is unfortunate that the student director carries out his/ her 
practical activity exclusively at the university and not in a real theatre. The 
only solution would be for this practice at university to perfectly simulate 
work in theatres or for at least one semester for the young student to work in an 
actual theatre. In this sense, we strongly align ourselves with the opinion of Gelu 
Badea, who, in his book, Soliloquy, highlights exactly this problem: 

 
At the same time, we opine for a period of practice in theatres extended 
over one semester – or at least over three months – in the middle of the 
training period. This practice, together with the 3rd year graduation show, 
will give the future director greater confidence in approaching the 
mission of leading the process of completing the show. The contact with 
the theatre, targeting all its components – the artistic, the stage assistants,  
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the sets and costumes workshops, as well as the administrative-financial 
side – will make the future director able to provide answers to all the 
challenges that arise during the staging of the show.10  

 
Placing the internship in the middle of the educational process would 

allow the young director to test the skills he/ she has acquired until then. 
Moreover, it would allow the students to more effectively identify their own 
shortcomings in relation to real working conditions. In addition, taking into 
account the typical age of the undergraduate student (18-21 years of age), 
and also the fact that the pre-university educational system in Romania is a 
rigid one, we must take into account the rebellious tendency of the majority 
of the students. Confronted with the professor’s opinion on a certain 
educational aspect, they will often be inclined to oppose the suggestions in 
principle, asserting their artistic independence. From our experience in 
teaching students, but also by close observation of our own colleagues, the 
differences in opinion between teacher and student often disappear after the 
bachelor’s exam, which consists in staging a show in a professional theatre. 
Here, the student is faced with the limitations of the system. Thus, by placing 
the internship in the middle of the educational process, we give the student 
time to accumulate enough revolt in relation to the teacher, but we make an 
intervention early enough to allow effective accumulation of information in 
the second half of the process. 

It may seem strange that we are talking almost exclusively about state 
theatre, not also about independent theatre. The reality, however, is that the 
director earns most of his income from work in state-subsidized theatres. The 
independent Romanian theatrical system is, for the most part, also a system 
financed by the state, through project competitions carried out by various 
institutions. To truly support an independent theatre in Romania, namely 
from ticket sales, is an utopia. For example, the “Lucian Blaga” National 
Theatre in Cluj-Napoca was subsidized by the Ministry of Culture with 185 

 
10. Gelu Badea, Solilocviu: fundamente ale regiei de teatru [Soliloquy. Basis of Theatre Directing] 

(Cluj-Napoca: Editura Eikon, 2017), 26. Translation ours. 
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festivals, actors from different faculties, from different generations, working 
in different theatres, we reached the conclusion that each of these actors 
internalizes differently elementary terms such as: relationship, situation, extra-
text, character, state, emotion, feeling, score, intention, gesture, movement, action, 
activity, pathos, meta-theatricality, conception, vision, etc. This indicates that the 
directors these actors have worked with so far have used these terms in 
different ways and with different meanings. 

Roland Barthes defines the ideosphere as “the linguistic system of an 
ideology, with this caveat from the outset that makes the definition already 
inexact: in my view, ideology, no matter which, is and is only language: it’s 
a discourse, a type of discourse.”12 Today it seems that every theatre creator 
has his own ideosphere in Romanian theatre. This leads to inefficient and 
inaccurate communication between the director and the other co-creators of 
the show. This brings a great deal of harm to the theatrical system in lost 
time and lowered quality. It is not that the director “has no one to work 
with”, in the sense that the actors are not able to meet the director’s 
requirements, nor that the director “did not do his homework”, in the sense 
that he/ she is not prepared or does not know what to direct the actor to do. 
It is purely that what the director is able to name, to request, the actor cannot 
understand and internalize effectively. 

It is fundamental to understand that the Romanian theatre constitutes 
an ideology in itself, in which there are, it is true, many artistic currents, some 
of which are valid, even if they are contradictory. However, even if we have 
different artistic conceptions, our global stake is (or should be) common: to 
be able to create the shows we want, in the most efficient way possible, 
making it as enjoyable as possible, both for us, the artists, as well as for our 
spectators. Our goal is to serve the public and to develop the Romanian 
culture, and this thinking must start from the common ground between us. 
This spirit of belonging to an artistic community is completely absent from 
the educational system of directing and is, perhaps, the factor with the most 
devastating effects for the development of a cultural system relevant and 
necessary to the society it serves. 

 
12. Roland Barthes, The Neutral, translated by Rossalind E. Kraus and Denis Hollier, notes by 

Thomas Clerc, coord. Eric Marty (New York: Columbia University Press, 2005), 86. 
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The third basic competence of the young director is the ability to perform 
a profound text analysis, relevant from the point of view of the characters’ 
psychology. Changing the repertoires of theatres from classical toward 
contemporary plays, but also the emergence of modern aesthetic currents, such 
as postdramatic theatre, could lead us to believe that psychological analysis is 
no longer relevant today because the dramatic characters in performances no 
longer behave like believable psychological entities in contemporary aesthetics. 
However, to say that in current theatrical aesthetics the show no longer starts 
from a written text that requires a watchful analysis denotes a superficial 
understanding of the theatrical and educational system. 

First of all, in Romania, whether we subscribe to this cultural vision or 
not, the vast majority of shows are built starting from texts with a classical 
narrative structure, or at least with a clear narrative structure. This will not 
change in the near future due to the requirements of both funding institutions 
and the public. In addition, the ability to make an eloquent text analysis is not 
only useful when approaching a realistic-psychological text. Text analysis 
educates the director to dismantle complex social phenomena. Only by 
exercising these analytical skills starting from the limited universe of the 
dramatic text can he/ she make the social analysis necessary for the processing 
of a show of collective creation. Only through the reflection of psychological 
analysis can he/ she guess the probable reaction of the public to a sign or set of 
signs. Damon Kiely shows in his book, How to Read a Play, how several devised 
theatre companies analyse their own texts and how they adapt traditional 
situational analysis to the play context they create in their own performances.13  

We need to understand that the use of slightly archaic training 
methods in teaching young artists does not mean anchoring these artists in 
a cultural past. These techniques tested over time are intended to convey 
skills, not aesthetics. We do not believe that Perdekamp or Meisner can be 
understood without first thoroughly grasping Stanislavski and Grotowski. 
We do not believe that Sarah Kane or Eugène Ionesco can be understood 
without first making out Sophocles and Shakespeare. We do not believe that 

 
13. Damon Kiely, How to Read a Play. Script Analysis for Directors (New York: Routledge, 2016), 

120-150. 









about:blank
about:blank
about:blank
about:blank
about:blank
about:blank
about:blank






https://revistascena.ro/editorial/performance-ul-este-un-drept-uman-un-manifest-pentru-scena-viitorului/
https://revistascena.ro/editorial/performance-ul-este-un-drept-uman-un-manifest-pentru-scena-viitorului/










https://revistascena.ro/editorial/performance-ul-este-un-drept-uman-un-manifest-pentru-scena-viitorului/
https://revistascena.ro/editorial/performance-ul-este-un-drept-uman-un-manifest-pentru-scena-viitorului/




https://revistascena.ro/editorial/performance-ul-este-un-drept-uman-un-manifest-pentru-scena-viitorului/
https://revistascena.ro/editorial/performance-ul-este-un-drept-uman-un-manifest-pentru-scena-viitorului/
https://www.draff.net/susanne-kennedy.html


https://www.draff.net/susanne-kennedy.html








https://revistascena.ro/editorial/performance-ul-este-un-drept-uman-un-manifest-pentru-scena-viitorului/
https://revistascena.ro/editorial/performance-ul-este-un-drept-uman-un-manifest-pentru-scena-viitorului/


https://www.mlml.io/about/
https://www.revistascena.ro/editorial/performance-ul-este-un-drept-uman-un-manifest-pentru-scena-viitorului
https://www.revistascena.ro/editorial/performance-ul-este-un-drept-uman-un-manifest-pentru-scena-viitorului
https://www.draff.net/susanne-kennedy.html
https://arcub.ro/worker-of-the-year
https://revistascena.ro/editorial/performance-ul-este-un-drept-uman-un-manifest-pentru-scena-viitorului/
https://revistascena.ro/editorial/performance-ul-este-un-drept-uman-un-manifest-pentru-scena-viitorului/




mailto:olivia.grecea@ubbcluj.ro














https://www.scena9.ro/article/hartuire-sexuala-umilire-viol-studenti-teatru
https://www.scena9.ro/article/marturii-hartuire-umilire-teatru-continuare-sibiu-cluj
https://www.riseproject.ro/catedra-de-abuz/
https://howlround.com/cultural-appropriation-self-representation


http://www.jstor.org/stable/23016544




https://www.youtube.com/watch?v=tdYXKjIA_To&t=705s
https://www.youtube.com/watch?v=BNOQslgr3lg




















HAPPENING, A CONTROVERSIAL HYBRID WAY OF CULTURAL EXPRESSION 
 
 

 
131 

When you as an actor decide to pursue the line of your role, no matter the 
circumstances, your acting becomes incomprehensible and controversial to a 
former acquaintance of yours, as long as you carry on with your interpreting 
the assigned role. More particularly for all the people you already knew or met 
in different circumstances before performing such a role, this concept develops 
into something understandable but nonsensical. Some of them might even 
consider that you have gone insane and you might have some mental disorders. 
This is the manner in which the happening is seen as a controversial hybrid way 
of expression and gets a bit obscure for the viewers. The adjustment of the 
civilians to new situations, new contexts and new circumstances with a person 
they knew only in a specific environment has little chance of success. Our 
society is not used to this type of manifestations that take place in the street, in 
the real life. They are accustomed to see reality in the street and fiction on stage. 
In their opinion this mix should or could not happen. Hence, due to this 
blending we can discover the beauty of this hybrid performance.  

Even for the drama teachers from high school it is tough to adapt their 
principles and values to a larger variety of games and acting exercises. Not 
even as a hypothesis could they join the game, they totally refused to imagine 
that the person they were interacting with was the same person, the same 
student from high school, trying to embody something else or actually trying 
a new artistic way of expression. Hybridity is a strange concept for most of 
the spectators because it is not the framework and the structure they got used 
to, in which they knew exactly their part. When novelty happens, the 
audience quite often seems to reject the permutation of the stage.  
 

Culture is concerned with established ideas. Education is concerned 
with communicating those established ideas. Both are concerned with 
improving ideas by bringing them up to date. Education is based on the 
safe assumption that one only has to go on collecting more and more 
information for it to sort itself into useful ideas.7 

 

 
7. Edward De Bono, Lateral Thinking: Creativity Step by Step, Nachdr. (New York: Harper Perennial, 

2007), 9. 









HAPPENING, A CONTROVERSIAL HYBRID WAY OF CULTURAL EXPRESSION 
 
 

 
135 

typology. Even though there could have been some fireworks between her 
and the man who had returned from Germany, she simply pursued her own 
interest-the achievement of what she needed and went on her way. 

“Intensity gets misinterpreted. Not all acting is necessarily extremely 
intense. But it is concentrated and very much about being here, now."9 The 
same thing is available in the happening performance. Even though you had 
a character to interpret, the process was about how you as an actor are 
capable of dealing with new situations and your ability of finding solutions 
to your role’s complications, not about pointing out the fact that you are 
acting a role in the street, just to captivate other people’s attention, by 
exaggerating your gestures or your purposes.  

Acting in the present and living in the present are the most difficult 
things to do, because people usually have the tendency of speaking all the 
time about the past and bringing it in the actual present or making plans 
about the future, not knowing how to take advantage of the beautiful things 
life offers to them in that particular moment. Even though it might sound 
like clichés, acting and life are literally about living in the present and about 
doing things according to our thoughts and feelings, without involving past 
and future in our sentences and decisions.  
 
 
Happeners as hybrid performers, reaching their complexity of skills 

 
Happeners strived to change the world: to make more humane the 
existing framework of social life; to abolish authoritarian convention 
and customs which impoverished inter-human relations. They hoped 
to achieve this aim by penetrating the objective social world with their 
artistic actions. To make the actions most efficient it was necessary to 
integrate art in real life, to abolish the separating line between them.  

 
9. Judith Ohikuare, “How Actors Create Emotions: A Problematic Psychology,” The Atlantic, 

March 10, 2014, https://www.theatlantic.com/health/archive/2014/03/how-actors-create-emotions- 
a-problematic-psychology/284291/. 
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disappearance of the reaction, the actors had to keep on acting without getting 
the approvals or disapprovals of the audience. Actors feed themselves with 
the emotions they can capture from the public.  

“You might subconsciously be colored by real pain, but your imagination 
could bring up something else.”11 Every time an actor acts there is something 
different in his acting, even though he follows the same path. The same thing 
is available in the happening hybrid performance in which even the actor 
interprets the same role, depends a lot on the people he interacts with. The 
changes made to the role are influenced by its moving audience that is in a 
constant change. Of course, it is very important to take into consideration the 
human factors too. For example, the actor that must act a certain role, maybe 
he had a bad day exactly when he is supposed to act and even though he is 
a professional and tries to leave his problems aside, maybe his acting will 
vary and differ. As Konstantin Stanislavski said, actors must search for the 
“believable truth”: 

Stanislavski first employed methods such as “emotional memory.” To 
prepare for a role that involves fear, the actors must remember something 
frightening and attempt to act the part in the emotional space of that fear 
they once felt. Stanislavsky believed that an actor needed to take his or her 
own personality onto the stage when they began to play a character. […] 
Later Stanislavsky concerned himself with the creation of physical entries 
into these emotional states, believing that the repetition of certain acts and 
exercises could bridge the gap between life on and off the stage.”12  

As it was mentioned earlier actors need to get their personal baggage 
when it comes to giving birth to certain characters. While taking this 
emotional baggage with themselves, they try to empathize with the role they 
have to assimilate. When practising a role too much or when playing it too 
many times, as Stanislavski said earlier, a pattern appears and the actor has 
the tendency of repeating instinctually gestures, lines and behaviour, 
assimilating them automatically in everyday life without even realizing it.  

 
11. Judith Ohikuare, “How Actors Create Emotions: A Problematic Psychology,” The Atlantic, 

March 10, 2014, https://www.theatlantic.com/health/archive/2014/03/how-actors-create-emotions-
a-problematic-psychology/284291/. 

12. Ibidem. 
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Rule number nine was about not rehearsing the lines and the acting before 
interacting with the people, rule obeyed by the actress playing the Woman 
With Light Mores. Rule number ten was about performing such an art only 
once, as in the mentioned case. The last rule implemented by Allan Kaprow 
was about not transforming the happening performance into a show, fact 
that didn’t happen to the Woman With Light Mores, in comparison with 
some of the colleagues actors that showed the need to stand out and making 
sure they are being seen. Drawing the attention in an explicit way could be 
a little bit ostentatious and also disturbing for the eye of the beholder. 

Finally, the question is: is happening a hybrid art that can dare people 
to embrace culture? Yes, we believe the arguments expressed in the present 
article and the case study of ‘the Woman with Light Mores’ as mentioned 
and analysed, we can observe that a happening combines acting, performance 
and street art in a mystic magical experiment. In conclusion, happening is 
definitely the tool through which actors can prove their diversity of skills 
and find out unknown and unexploited ones. Even though it hasn’t been as 
common as theatre is, it became an authentic manner of cultural expression 
thanks to Alexander Hausvater and his survival workshop. The strength and 
the ability to remain in character were qualities strongly cultivated by 
Alexander Hausvater to the participants to the workshop through the daily 
theatrical exercises that were focused on four main points: to observe, to 
orient themselves, to decide and to act. The actress playing the Woman with 
Light Mores at first observed the environment she found herself in, the real 
time of the moment when the acting began and after that she acted according 
to the character’s purposes. 
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2. Comment vous situez-vous par rapport à la création collective au théâtre 
et comment se modifie l’attitude du metteur en scène dans le cas d’une telle 
expérience artistique? 

Pour avoir une création collective, il faut un temps de travail qui ne 
peut pas exister aujourd’hui. La tâche du metteur en scène est de partir à la 
recherche de l’œuvre à réaliser et toutes les composantes de l’équipe qui y 
travaillent (acteurs, techniciens, etc.) doivent se mettre à la disposition de 
cette recherche. La tâche du metteur en scène est d’éviter de faire de la 
“médiation” entre les différentes composantes, ce qui, dans une œuvre 
collective, devient inévitable... 

 
3. Considérez-vous que ceux qui affirment la disparition du metteur en scène 

en tant que facteur déterminant dans la création théâtrale ont raison? 
La figure du metteur en scène, depuis son émergence récente, a donné 

au “théâtre d’acteur” et à l’auteur dramatique un grand élan pour se 
renouveler dans les formes et le processus de la production artistique. La 
mise en scène de théâtre est plus complexe et aussi plus libre de la tyrannie 
du texte. Cependant, compte tenu de la crise du théâtre de représentation, 
qui se trouve désormais au seuil d’une habitude de consommation de 
spectacles, le metteur en scène doit se poser de nouvelles questions sur le 
rôle possible de l’acteur et du spectateur. Il doit penser à diriger un atelier 
de questionnements. 

 
4. Est-ce que la pédagogie théâtrale a été ou peu devenir importante dans 

votre carrière? Pourquoi ? 
La pédagogie est le moment et le lieu où l’acteur (ou celui qui aspire à 

devenir acteur) et le metteur en scène peuvent dialoguer non seulement sur 
les techniques de la scène, mais aussi sur l’essence, je dirais philosophique, 
de la manière dont le théâtre peut explorer sa propre nature et les questions 
qui y sont liées. Que peut chercher l’être humain par rapport à l’expérience 
définie comme théâtre ? La pédagogie est l’un des aspects les plus créatifs de 
la pratique théâtrale, et nous devons aller au-delà de la technique, qui prévoit 
déjà le type de théâtre auquel elle est destinée, qu’il soit institutionnel ou 
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4. Was theater pedagogy important or could it become so in your professional 
career? Why?  

It has been since the beginning of my career. In my case, it has also had 
a formative character for the way I understand how to practice the directing 
profession and I try with each generation of students to let myself be 
influenced and challenged by their tastes, concerns and ideas, but also to share 
with them the experience I have gained in theatres over the years. In my case, 
it has to do, I think, with the fundamental need to transmit something from 
this very particular form of self-knowledge and knowledge of the world that 
only theatre offers. As an aside, I firmly believe that authority and respect in 
relation with the students can be gained primarily through theatrical experience 
and practice (as diverse and valuable as possible) and through the professional 
validation offered by the theatrical guild. 

 
5. Did the recent pandemic period lead to a reconfiguration or a reinvention 

of your work as a theatre director or not? Could you give details? 
It has been a reconfiguration for all of us in one way or another. Some 

preferred to wait for the pandemic to pass without doing anything, arguing 
(with valid arguments in some cases, but in others only as a good excuse for 
self-sufficiency) that theatre cannot take place outside the audience in real 
time in front of the performing actors, and some others (and we were fewer) 
who tried to show their creativity through hybrid formulas, questioning the 
very basic laws of theatre. I think the second position was less comfortable 
and more ungrateful. I wonder what would have happened if we had never 
returned to a certain normality: would theatre have died? Or just a (good) 
part of theatre artists? 

 
6. What piece of advice would you give young people who want to study 

theatre directing?  
First of all, he/she must be 100% convinced that he/she wants to pursue 

this profession, that he/she permanently feels the need to express him/herself 
in this way, that he/she cannot imagine life any other way. If that’s not the 
case, I don’t think it’s worth the effort – it’s a very hard environment to break 
into, and it’s perhaps even harder to maintain or evolve over the years, which 
is basically true for all artists. 
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scène est collective ou le rôle du metteur en scène est assumé par l’ensemble 
du collectif artistique du spectacle, alors je crois que les résultats réussis 
(ceux qui ont un sens théâtral) ne sont possibles que dans des cas rares et 
isolés et ne peuvent pas devenir une pratique courante, aussi séduisante que 
puisse paraître la « démocratisation » du théâtre pour certains. Si le metteur 
en scène fait partie de projets visant une telle « création collective », je ne sais 
pas vraiment quels devrait être son attitude et le sens de sa présence. 

 
3. Considérez-vous que ceux qui affirment la disparition du metteur en scène 

en tant que facteur déterminant dans la création théâtrale ont raison? 
Il me semble que non. Parce que les problèmes qui ont rendu l’apparition 

du metteur en scène nécessaire n’ont pas disparu, ne disparaissent pas et ne 
peuvent être résolus par quelqu’un d’autre. J’ai regardé des spectacles où la part 
du metteur en scène était surpassée par des idées/solutions managériales ou 
idéologiques; les résultats étaient si médiocres qu’ils ont, en fait, crédité le besoin 
même d’un metteur en scène. 

 
4. Est-ce que la pédagogie théâtrale a été ou peu devenir importante dans 

votre carrière? Pourquoi ? 
J’ai été diplômé d’une école de théâtre, avec une spécialisation en 

théâtre, j’étais un acteur, je jouais. En tant qu’acteur, j’ai mis en scène deux 
spectacles. J’ai été aussi enseignant à l’université dans le cadre du département 
de théâtre, travaillant avec de futurs acteurs. Et pourtant, quand cela a été 
possible*, j’ai passé l’examen de spécialisation en mise en scène théâtrale, j’ai 
été admis et j’ai suivi les cours, cinq ans. C’est pourquoi je pense que j’avais 
besoin de me « former » en tant que (futur) metteur en scène. La quantité de 
métier que l’on peut « voler » et la quantité qu’un autodidacte peut accumuler, 
aussi assidu soit-il, je considère que cela n’aurait pas été suffisant pour moi.  

(* En Roumanie, de 1981 à 1990, la mise en scène était étudiée uniquement 
à Bucarest, le soir (cours du soir) ; pour être admis à ces cours du soir, il fallait 
être employé à Bucarest ou dans un rayon de je ne sais combien de kilomètres 
autour de Bucarest – le jour au travail, le soir à l’université. Mais Bucarest 
était une « ville fermée », pour avoir un emploi à Bucarest, il fallait avoir une 
carte d’identité de Bucarest donc vivre à Bucarest... pratiquement, il s’agissait 
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group of artists in which the roles are interwoven towards a common goal. 
But in the absence of a group that shares the same values, the same creed, 
the same quests, there is no collective creation without a director. That’s why 
we, directors, can’t go into theatres to make collective creations, devised 
theatre in the new style. It’s a contradiction. True devised theatre can be done 
with a troupe you belong to. Otherwise we make our job as coordinating and 
leading directors of all functions in the theatre. In 6 weeks of meetings, 
nobody does any collective creation. It’s a kind of directing that’s slightly 
more open to what everyone has to say. 

 
3. Do you agree with the voices that claim the disappearance of the theater 

director as the determinant factor in contemporary and future theatrical creation? 
Why? 

I don’t know what the director’s disappearance means and what 
exactly it refers to. The debate is not new to me, but not something that scares 
me either. I mean that the totalitarian director, yelling at actors to jump off 
the rail and hang in the air for a few more seconds, has to disappear. And 
together with him will disappear many theatrical creations. Then others will 
appear, then they will disappear again, and so on. This dynamic of theatre 
belongs to it, it is something specific to it. Theatre is a living thing, it changes 
with the world, it can’t stay frozen somewhere. It’s also embarrassing when 
it does. 

So the director can finally disappear... because directing will never 
disappear. Directing is the red thread of any kind of performative expression/ 
theatrical creation. Directing is the decision, directing is the attitude, directing 
is the combination of all factors put together in a second of performance or an 
8 hour show. Whether the decision is made by one man, or whether it is put 
to a vote, or whether it is chosen by pulling out of a hat, or whether it is well 
thought out by a group of people, or by one singleperson, it’s all perfectly 
equal. Directing will not disappear, but the director can. 

Another point in the debate with the disappearance of the director is 
the one I mentioned above, I’ll repeat myself a little: I feel that generally there 
is a hatred of the director as of any kind of authority, and this is because the 
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theater viewed by live audiences, we did just that (last summer’s New Swan 
season). I do not miss creating “pandemic plays.” Many of my beliefs were 
fortified by the pandemic: There is nothing as powerfully moving to humans 
as participating in live theater – whether you are performing or in the 
audience. A synergy is created between performer and spectator that cannot 
be replicated through computers. Zoom is isolating – actors could not get 
their timing just right due to the lag in sound. And performing in isolation 
is nothing like being in a dressing room with the company, then preparing 
backstage, then performing together on stage. 

The upside of the pandemic is that I reached out to performers around 
the world and learned about their approaches to Shakespeare and language. 
We created a series of films – All The World’s A Stage – featuring actors 
performing Shakespeare in their own language and also in English. We talked 
about translation and we learned so much about culture, language, and theater 
abroad. 

 
6. What piece of advice would you give young people who want to study 

theatre directing? 
My advice: Do not study directing alone. Read books. Go to plays. 

Watch movies. Visit museums. Talk to artists great and small. Study psychology. 
Find out what motivates people. Be aware of politics, political movements, 
and what’s happening locally and globally. Stay as open to input as you can. 
Think about what is theatrical in an arrangement of furniture. Everything 
you look at can be a source of inspiration. Pay attention to sounds, music, 
and how it affects you. Learn to be in the moment. 

And figure out what you have to say. No easy task. As much as you 
look outward, look inward too. Figure out who you are and what’s important to 
you.  

Make friends. Surround yourselves with artists that will support you 
and that you can support. Learn to treat people with respect. You’ll get the 
best of your company when you sincerely treat them as you would want 
them to treat you.  
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5. Did the recent pandemic period lead to a reconfiguration or a reinvention 
of your work as a theatre director or not? Could you give details? 

I myself did not stop working at all. I’ve put on shows in various 
countries starting with Portugal, Luxembourg, I’ve even taught in the United 
States, during the pandemics, but that it was not face to face but online. Of 
course, these forms of festivals that were online, or performance screenings, 
were forms that somehow aimed to save the crisis situation, with all those 
restrictions that included many violations of human rights, of freedoms and 
even of the constitution. But I didn’t stop, I don’t believe in a theatre that is 
not live, in a theatre where there is no direct encounter between the audience 
and the actor. I still believe that theatre is a unique living art, in which this 
meeting in a common space is essential and that without this exchange of 
energies and this solidarity in the same place where a true communion 
between spectator and actor is formed, theatre is not possible, Here is the 
strength or the main argument of the art of theatre. 

Of course, for different reasons, all sorts of formulas have been 
invented in cyberspace... I don’t believe in the virtual world. The virtual 
world dehumanizes... at least in art. Of course technology has its advantages 
and brings all kinds of benefits, but not in theatre. The moment I see young 
people becoming addicted to these tools of digitalisation, mobile phones, 
laptops, social media, and so on... it’s terrible. I’ll give you an example I’ve 
given before: a colleague of my daughter’s from high school came to visit 
her, and I asked her how the weather was. And she looked at her cell phone 
and said, “It’s cloudy.” But I said, “Look out the window, it’s really nice 
outside, it’s sunny!” but then she looked at her phone again and said, “No, 
no, it’s cloudy!” So she believed what the phone said more than what she 
saw with her own eyes, a very frightening thing because it totally alienates 
you from reality, from nature and maybe some people have this purpose or 
scenario to totally abolish the socialization of mankind... I don’t know if they 
will succeed but they maybe will, to the extent that we allow ourselves to be 
manipulated and have neither the courage to stand up to an official or 
mainstream wave, nor the courage to keep searching for the truth. 
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And they should go and see as many performances and if they can, 
and there are still great actors and directors who let them, they should go to 
as many rehearsals as possible. And do creative exercises: visual memory, 
composition skills, seeing in space, thinking, observing conflicts in everyday 
life and so on... 
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Titulaire d’un Master Arts de la Scène à l’Université Paul Valéry de 

Montpellier, Sébastien Fèvre débute professionnellement en 2005 comme 
assistant à la mise en scène sur Un Violon sur le toit2. Par la suite, il multiplie 

 
1. University of Tampa Florida, USA; alice.defacq@gmail.com 
2. Les références de ce musical et de tous les autres se trouvent en bibliographie. 



ALICE DEFACQ 
 
 

 
196 

les spectacles et alterne les responsabilités. Celles-ci vont d’assistant metteur 
en scène à régisseur, en passant par topeur3 et assistant de casting. Son 
répertoire déjà bien riche comprend aujourd’hui plus de trente spectacles tels 
que Hairspray, Mamma Mia!, Avenue Q, Chicago et Le Fantôme de l’opéra4. Grâce 
à sa polyvalence, ses aptitudes et ses nombreuses contributions, Sébastien 
Fèvre contribue à populariser en France « un genre qui mêle allègrement art 
et commerce, divertissement et réflexion, comédie et tragédie, chant et 
danse » (Perroux, 2009: 8), alias le musical5. 

En novembre 2021, le théâtre Mogador rouvre ses portes avec Le Roi 
Lion. Tous les animaux de la savane, dont les célèbres Simba, Timon et Pumbaa, 
s’installent de nouveau sur la scène du Mogador qui les avait déjà accueillis 
en 2007. Quoique très pris par les représentations, Sébastien Fèvre a eu la 
gentillesse et la disponibilité de répondre à nos questions et de nous parler de 
son travail. L’entretien qui suit, réalisé le 16 mai 2022, est l’occasion d’apporter 
un éclairage sur ce qui se passe en coulisse. Sans plus attendre, plongeons-nous 
dans l’univers caché du musical en compagnie du topeur Sébastien Fèvre. 
Alors, top départ ! 
 

Vous êtes actuellement régisseur-topeur sur Le Roi Lion. Pouvez-vous nous 
présenter votre métier ? 

Sébastien Fèvre – Mon travail consiste à superviser le spectacle tant 
au niveau technique qu’artistique. Pour ce faire, je donne les cues6 lumières, 
les cues machinerie ou encore les tops, qui sont tout simplement des ordres. 

 
3. Traduction française de show caller : « he leads all of the audio-visual technicians and engineers 

in directing video, lighting, camera, slide shows, speakers, music, musicians, DJ, dancers, and 
performers » (https://thefullpike.com/show-caller-services/; consulté le 2 juin 2022). 

4. Musical d’Andrew Llyod Webber (musique) et de Charles Hart (paroles et livret) qui date 
de 1986. Le Fantôme de l’opéra devait se jouer le 13 octobre 2016 à Mogador, mais l’incendie 
survenu dans un local technique en septembre de la même année contraint le théâtre 
parisien à déprogrammer le spectacle. 

5. Nous utilisons le terme anglais musical qui est l’abréviation du musical comedy, du musical play et 
du musical theater. Les Francophones disent généralement comédie musicale, or il serait difficile 
d’accoler cette étiquette à Sweeney Todd (thriller musical) ou à A Class Act (jukebox musical). 

6. « The command given to technical departments to carry out a particular operation. E. g. 
Lighting Cue, Fly Cue or Sound Cue »  

 (https://www.theatrecrafts.com/pages/home/topics/sound/glossary/; consulté le 28 mai 2022) 

https://thefullpike.com/show-caller-services/
https://www.theatrecrafts.com/pages/home/topics/sound/glossary/
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Ils peuvent aller du simple top pour les comédiens de chanter, au top pour 
les techniciens de lancer le décor. Dans la mesure où toutes ces indications 
sont indispensables au bon déroulement du musical, elles doivent être données 
avec précision. À l’évidence, les gens ont la fâcheuse tendance à croire que c’est 
facile de toper, mais c’est fort méconnaître la nature de mon métier. En effet, les 
tâches d’un régisseur-topeur sont multiples : connaître parfaitement le plateau, 
gérer les rythmes du spectacle, jouer le rôle d’intermédiaire entre la partie 
technique et la partie artistique, contrôler son stress et ses émotions, collaborer 
avec le metteur en scène, et entretenir une relation professionnelle avec les 
artistes, les techniciens et les machinistes. Dans un sens, je suis un peu comme 
un chef d’orchestre parce que je dois coordonner le jeu des acteurs avec celui 
des techniciens. 

Concrètement, quand je suis dans ma cabine de topage, je suis 
multitâche : j’ai un œil sur l’écran de la scène et sur tous les points stratégiques 
en infra-rouge ; j’ai un casque où j’écoute ce qui se dit au niveau technique et 
un autre dans lequel j’entends les échanges qui pourraient éventuellement 
m’interpeller ; j’ai également un talkie-walkie qui me permet de contacter, en 
parallèle si besoin, le front of house7 ; et je suis bien évidemment en contact avec 
le chef. De ce fait, comme j’ai plusieurs points visuels et de communication, je 
suis enfermé dans une sorte de bulle. À chaque représentation, je me divise 
donc en autant de parties pour comprendre ce qui se passe dans tous les 
départements et dans toutes les caméras. 

Par ailleurs, chaque spectacle résonne différemment car l’énergie et 
la respiration des artistes, les titulaires comme les doublures, divergent d’un soir 
à un autre (et c’est ce qui fait l’attrait de mon métier !). Lorsque les comédiens 
sont un peu plus fatigués, mon travail en est directement impacté parce que je 
dois être plus alerte. En effet, vu que je donne le tempo du show au niveau 
technique, il faut que je sois plus vigilant et plus attentif. En un mot, plus 
concentré. À l’inverse, lorsque les artistes sont trop vifs, ils se mettent à accélérer 
le spectacle. Du coup, je dois les suivre pour respecter le temps de représentation. 

 
7. « In the performing arts, front of house is the portion of a performance venue that is open to 

the public. In theatre […], it is the auditorium and foyer, as opposed to the stage and backstage 
areas » (https://www.definitions.net/definition/front+of+house; consulté le 7 juin 2022). 

https://www.definitions.net/definition/front+of+house
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En quelque sorte, je respire avec eux parce que je les accompagne dans leur 
souffle et leur gestuelle, tout en suivant le côté technique et sécurisé du 
spectacle. C’est à la fois enrichissant et épuisant ! 

 
Vous venez d’évoquer que la collaboration avec le metteur en scène faisait 

partie de l’une de vos fonctions. Est-ce que votre travail consiste à poursuivre, dans 
une certaine mesure, sa ligne de pensée ? 

Sébastien Fèvre – Oui, absolument. Mais il est clair que mon travail 
varie selon les metteurs en scène. Par exemple, j’ai collaboré à plusieurs 
spectacles avec Jean-Luc Revol (metteur en scène) et avec l’habitude, j’ai 
appris à me calquer sur son rythme et à suivre son énergie. De ce fait, je me 
sens plus détendu parce que je connais – quelque part – sa vision. C’est très 
cadré et je sais où il va. Mais lorsque je travaille avec des metteurs en scène 
qui ne sont pas à l’aise, ma concentration est d’autant plus accrue. Je ne dirais 
pas que je suis moins en sécurité, mais plutôt que je suis deux fois plus 
vigilant. En effet, s’ils ne sont pas clairs dans leurs directives, je dois être 
capable d’envisager des plans B. Ce genre de comportement peut être 
déstabilisant pour toute l’équipe parce ce que rien n’est jamais figé. Mais cela 
fait partie du métier ! En cas de soucis, donc, il faut que je fasse confiance à 
mon instinct pour rattraper les éventuelles erreurs. Dans un sens, la cabine 
de régie – qu’on appelle aussi le calling desk ou le calling booth8 – est un peu 
une tour de contrôle : nous sommes les capitaines du vaisseau et si nous ne 
voulons pas aller au crash, nous devons tout de suite savoir où nous allons 
pouvoir atterrir. 
 

Lors de la mise en scène d’un musical, influencez-vous les choix de traduction 
des adaptateurs ? 

Sébastien Fèvre – Je ne dirais pas que j’influence leurs choix, mais 
plutôt que je participe aux répétitions afin d’aider à trouver ce qui pourrait 
fonctionner le mieux. Lorsqu’on me sollicite, je donne mon avis. Si ça marche, 

 
8. « Il existe deux types de régies : sur scène et en salle. Les régies sur scène se trouvent en 

coulisse et la cabine est une petite tour avec des écrans et un micro. Quant aux régies en salle, 
elles font face à la scène et la cabine est non seulement plus grosse, mais aussi hermétiquement 
fermée » (communication personnelle avec Sébastien Fèvre, sur Skype, le 20 juin 2022). 
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tant mieux ; et si ça ne marche pas, tant pis ! Ainsi, lorsque les créateurs 
demandent aux adaptateurs de changer des phrases jugées inadéquates, ils 
doivent revoir leur travail. De là commence un travail de brainstorming : nous 
réfléchissons ensemble et nous cherchons des solutions qui transmettraient 
des effets comparables. Toutes les opinions sont donc prises en compte ce 
qui fait que nous sommes, dans une certaine mesure, contents d’amener une 
pierre à l’édifice. De ce fait, notre optique reste toujours la même : emmener 
les spectateurs vers des émotions similaires. 

Quand on monte un musical type Broadway et qu’on doit l’importer dans 
la langue du pays, nous sommes confrontés – entre autres choses – au problème 
des références culturelles. Fréquente, l’absence de référence n’est cependant 
pas la seule réponse. Voici deux exemples auxquels nous avons fait face sur Le 
Roi Lion. Dans l’acte II, quand Simba, Nala, Timon et Pumbaa reviennent dans 
la Terre des Lions, Timon dit : « Talk about your fixer-upper. Well, Simba, if it’s 
important to you, we’re with you to the end! »9. Cette réplique, qui renferme le 
nom de l’émission de télévision Fixer Upper10, a fait débat. Dans la mesure où 
les metteurs en scène voulaient que nous gardions, à cet endroit-là, une 
référence culturelle, nous avons proposé plusieurs choses. Nous avons d’abord 
pensé à remplacer Fixer Upper par Valérie Damidot11, mais cette possibilité 
nous a posé deux problèmes. Premièrement, Valérie Damidot n’a rien à faire 
dans le Rocher des Lions ! Et deuxièmement, comme la référence est un peu 
trop datée, elle n’aurait pas parlé à tout le monde. Nous l’avons donc laissée 
tomber. Ensuite, nous avons pensé à évoquer Stéphane Plaza12, mais nous 
n’étions pas non plus convaincus. D’ailleurs, depuis quelques années déjà, 
ce genre d’émissions n’existe vraiment plus en France. Conscients que la 
recherche d’un équivalent risquerait de ne pas trop passer, nous avons tout 
simplement opté pour la suppression. La réplique est devenue : « Mais c’est 
entièrement à rénover »13. C’est efficace et ça va droit à l’essentiel. 

 
9. The Lion King (1997) : musical au livret établi par Rogers Allers et Irene Mecchi. Musique 

d’Elton John et al.. Paroles de Tim Rice et al. 
10. Émission de téléréalité présentée par Chip et Joanna Gaines, de 2013 à 2018. 
11. Animatrice de télévision connue pour avoir présenté l’émission D&CO, de 2006 à 2015. 
12. Agent immobilier, animateur de radio et de télévision notamment connu pour ses deux 

émissions Recherche appartement ou maison depuis 2006 et Maison à vendre depuis 2007. 
13. Traduction de Stéphane Laporte, Le Roi Lion, version de Paris – 3 février 2022 ; p. II-7-113. 
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Deuxième exemple. Dans l’acte I, un grand rideau bariolé apparaît 
dans la chanson I Just Can’t Wait to be King (Je voudrais déjà être roi), interprété par 
Simba, Nala et Zazu. Dans le book14 anglais, ils disent que ce rideau ressemble à 
un magasin de déco. Cette référence culturelle a provoqué l’échange des 
idées. Nous avons d’abord pensé à la substituer par le Marché Saint Pierre15, 
mais cela faisait trop parisien ; et ce n’était probablement pas assez connu sur 
tout le territoire français. Nous avons donc abandonné. Ensuite, nous avons 
songé à la remplacer par la Foir’Fouille16, mais là encore cela ne convenait pas. 
Puis un jour, sur le ton de la blague, j’ai dit : « On dirait un rideau de chez 
GiFi17 ! ». Ce remplacement culturel a rapidement plu au metteur en scène, 
nous l’avons testé et cela a marché ! 

 
Vous avez testé la blague, c’est-à-dire ? 
Sébastien Fèvre – Avant les représentations officielles d’un musical, 

nous avons les previews18. Ces avant-premières sont essentielles car elles nous 
permettent, par exemple, de relever les erreurs techniques, d’inscrire les 
problèmes de placement des artistes ou encore d’observer les réactions des 
spectateurs. C’est donc à ce moment-là que nous avons testé ma petite blague 
sur GiFi ! Le public a tellement rigolé que nous avons décidé de la garder. 

Mais ce n’est pas toujours aussi simple ! En effet, quand le public ne réagit 
pas comme le metteur en scène le souhaite, nous proposons autre chose et nous 
la jouons aux previews suivantes. Comme je l’ai mentionné précédemment, 
notre objectif reste le même : trouver la meilleure version possible afin de 

 
14. « Le book est ce qu’on appelle le “livret” en français. Mais si les livrets d’opéra sont 

généralement l’œuvre d’un seul librettiste, dans le monde du musical les compétences sont 
réparties, et souvent l’auteur du book, c’est-à-dire du texte parlé, n’est pas l’auteur des 
lyrics, soit les textes des chansons » (Perroux, 2009: 231). 

15. Quartier dans le 18e arrondissement de Paris où se trouvent des magasins dédiés au tissu. 
16. Magasin de décoration, de l’équipement de la maison et spécialiste de la fête. 
17. Produits à prix bas vendus dans un magasin de décoration. 
18. « Pendant les semaines initiales de représentations d’un nouveau spectacle (création d’un 

musical original ou revival), la presse n’est pas encore conviée car les auteurs et l’équipe de 
production (metteur en scène, chorégraphe, costumier, etc.) opèrent des ajustements en 
fonction des réactions des premiers spectateurs. Ces avant-premières ouvertes au public  
(à un tarif moins élevé que la normale) s’appellent “previews” » (Perroux, 2009: 232). 
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servir au mieux le texte et d’être le plus efficace. Il faut avouer que j’ai 
souvent la chance de travailler avec des metteurs en scène et des adaptateurs 
qui promeuvent l’échange des idées. Ils sont ouverts à toutes propositions sous 
condition qu’elles restent dans l’esprit du musical. Même si elles ne sont bien 
évidemment pas toutes faisables, elles permettent toutefois d’en déclencher 
d’autres. Somme toute, il y a un vrai travail d’équipe et un vrai échange pendant 
le processus de production. Cela fait toute la richesse de mon travail ! 

 
En parlant du Roi Lion, Pierrick Geais écrit : « cet incroyable bestiaire, c’est 

la force de ce spectacle né il y a 24 ans à Broadway, et qui n’a depuis quasiment pas 
changé »19. Quels sont les changements auxquels le journaliste fait référence ? 

Sébastien Fèvre – Pour être tout à fait précis, il y a eu trois saisons du 
Roi Lion à Paris : en 2007-08, 2008-09 et 2009-10. Entre la première et la 
deuxième saison, c’est-à-dire entre 2007-08 et 2008-09, le spectacle a été monté 
en 2009 à Las Vegas dans l’hôtel de luxe Mandalay Bay. Mais le show a été 
raccourci ; il ne durait plus que 90 minutes, sans entracte, pour permettre 
aux spectateurs d’aller plus rapidement aux machines à sous. Trois aspects 
ont ainsi été coupés : (1) le numéro musical The Morning Report (Le rapport du 
matin), interprété par Zazu ; (2) une partie de la chanson The Madness of King 
Scar (La folie du roi Scar) dans l’acte II ; (3) et un bridge musical dans Can You 
Feel the Love Tonight? (L’amour brille sous les étoiles). Suite à ces réductions, ils se 
sont rendus compte que le musical était beaucoup plus rythmé. Par conséquent, 
ils ont décidé de l’appliquer partout, et ce à partir de la saison 2. Ainsi, Paris 
a été la première ville à produire Le Roi Lion en appliquant les changements 
effectués à Las Vegas. D’ailleurs, c’est cette version plus légère du musical que 
nous jouons actuellement au théâtre Mogador depuis 2021. 

Autre changement intéressant. Dans Le Roi Lion, de nombreuses 
images circulaires apparaissent sur scène. En effet, le concept de base de Julie 
Taymor (metteuse en scène) était celui du cercle, de l’infini et de la répétition. 
Voici trois exemples probants : (1) le spectacle s’ouvrait avec l’image du soleil ; 
(2) le rocher sur lequel Mufasa présente son fils Simba au monde animal sortait 

 
19. https://www.vanityfair.fr/culture/article/avec-le-roi-lion-au-theatre-mogador-broadway-

rugit-de-nouveau-a-paris (consulté le 7 juin 2022). 
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de scène en faisant un tour sur lui-même, soit comme un cercle ; (3) et une 
danseuse poussait une sorte de charrette sur laquelle était monté un mécanisme. 
Ce mécanisme consistait en un enchevêtrement de roues qui se mettaient en 
mouvement sur l’action de la danseuse ; et sur ces roues étaient fixées des 
gazelles. Quand la charrette était en mouvement, le mécanisme se mettait en 
marche et donnait l’impression que les gazelles étaient en train de faire des 
bonds. Ainsi, lors de la première saison du show, soit en 2007-08, Stéphane 
Laporte (adaptateur français du Roi Lion) avait rendu la chanson d’ouverture 
Circle of Life par Le cercle de la vie. Même si cette traduction littérale permettait 
d’être en accord avec la vision de Julie Taymor, elle avait toutefois essuyé 
quelques critiques. En effet, les spectateurs ne comprenaient pas pourquoi ils 
ne retrouvaient pas sur scène la version française de la chanson du dessin 
animé, à savoir L’histoire de la vie. Dès lors, quand le musical fut reproduit à Paris 
en 2021, nous avons beaucoup discuté du sort de cette chanson : Le cercle de 
la vie ou bien L’histoire de la vie ? Et c’est la sortie en salle du remake en animation 
3D du Roi lion, le 16 juillet 2019, qui nous a plus ou moins guidé dans notre 
choix. Étant donné que les chansons du dessin animé de 1997 y étaient 
présentes, dont l’incontournable L’histoire de la vie, nous nous sommes presque 
sentis contraints de la garder. Au final, nous avons abandonné Le cercle de la vie 
au profit de L’histoire de la vie, afin de répondre aux attentes des spectateurs. 

Suite à ces transformations, Stéphane Laporte a naturellement dû revoir 
son texte. De plus, il faut savoir que le book original avait été remis au goût 
du jour et que certaines expressions datées avaient été remplacées. 

 
Le book anglais a été actualisé, mais pourquoi ? 
Sébastien Fèvre – Diverses raisons ont entraîné le changement, si léger 

soit-il, du book anglais. Dans l’acte II, par exemple, lorsque Rafiki revient sur 
sa liane, Timon demande : « And who’s the monkey? »20. Le terme monkey 
était jugé trop insultant et ne pouvait plus être utilisé sur scène pour s’adresser 
à une personne de couleur noire. Il est vrai que les spectateurs sont aujourd’hui 
plus attentifs à ce genre d’attaques, surtout suite au mouvement Black Lives 

 
20. The Lion King (1997) : musical au livret établi par Rogers Allers et Irene Mecchi. Musique 

d’Elton John et al. Paroles de Tim Rice et al. 
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Matter et à la mort de George Floyd en mai 2020. Dès lors, « And who’s the 
monkey ? » a d’abord été remplacé par « And who’s Tarzan ? ». Mais là encore, 
c’était inadapté. Du coup, par soucis du politiquement correct, c’est juste 
devenu « And who’s the pendulum? », que Stéphane Laporte a littéralement 
rendu par « Et donc, c’est qui, la pendule ? »21. En définitive, le book est revu 
et rectifié parce que le monde change. Les mots sont repensés et remplacés 
pour éviter de heurter certaines sensibilités. 
 

Pourrions-nous dire que Le Roi Lion est un revival ? 
Sébastien Fèvre – Oui et non. Quand Le Roi Lion fut produit à Paris en 

2007, le sol de la scène du théâtre Mogador a été détruit et entièrement refait 
pour le produire dans sa version lourde. Par exemple, il a fallu tout creuser 
pour accueillir l’énorme Rocher des Lions, qui sortait de la scène en spirale. Le 
décor était colossal : il y avait des plateformes partout et les évènements 
venaient dans tous les sens. C’était un grand spectacle de Broadway ! En 2010, 
le théâtre Mogador a ensuite produit Mamma Mia! Le show requiert lui aussi 
un décor spécifique, à savoir un sol pavé de style grec et une jetée en forme de 
serpent. Dans la version d’origine de Broadway et de Londres, cette jetée se 
trouvait sur une plateforme élévatrice. Mais dans la mesure où le système du 
spectacle précédent, celui du Roi Lion, était encore sous la scène, il aurait été 
compliqué de concilier les deux systèmes et de fermer le théâtre plusieurs mois 
pour travaux. Donc, après Le Roi Lion en 2010, toute la partie mécanique et 
structurée du musical a été retirée et le kit de tournée a été adopté. Ce système 
est moins invasif dans la mesure où tout est au sol. Concrètement, ils ont posé 
un plancher de base sur lequel est venu se poser le plancher de scène spécifique 
des différentes productions qui ont suivi. De ce fait, si dans d’autres productions 
de Mamma Mia! en résidence, comme à Broadway ou à Londres, la jetée était 
effectivement sur une plateforme élévatrice, à Paris, nous avions un kit de 
tournée et la jetée venait par le fond de scène. 

Ainsi, quand Le Roi Lion a fait son retour au Mogador en 2022, le 
plancher de scène a tout simplement été posé sur le sol basique du théâtre. 
Le Rocher des Lions n’est désormais plus plein, mais télescopique ; il est 

 
21. Traduction de Stéphane Laporte, Le Roi Lion, version de Paris – 3 février 2022 ; p. II-6B-111. 
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