




































































































































































































































































































































































































































































































































































SAVING THE MASK

Andrei Majeri, director, goes even further, proposing the reconsideration
of the curriculum succession, respectively the placement of the mask studies
earlier. In his opinion, a more appropriate order of acting lessons would be:
nonverbal theatre, then mask studies, in the first year, Elizabethan theatre
and then realistic theatre in the second year and, finally, contemporary
drama and preparation of the graduation performance in the third year.
Andrei Mdjeri places mask studies in the area of typology and formalist
theatre and considers it imperative to counterbalance this lesson with
approaches that, while addressing major themes, show interest in students,
are connected to their age and contemporary issues.

Fig. 10. Scene from commedia dell’arte performance, 2013; Filip Odangiu archive

Undoubtedly, it is encouraging and inspiring that directors express
views contrary to the current of opinion manifested among the actors. But if
we look closely, their criticisms do not address and do not raise the issue of
eliminating mask studies, the usefulness of which they unanimously recognize,
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but rather express the need to reconsider the approach. I do believe it is very
useful to take into account the feedback of the directors who have a constant
contact with the professional field. It is also to meditate on the evolution of
acting, on the idea of topicality versus permanence.

My pedagogical approach, in mask improvisation, has multiple goals,
the most practical one being to help the student incorporate a stage behaviour
in the theatre without masks.

I am perfectly aware that we rarely meet the physical mask on stage.
I am not aiming for students to acquire a mannerist style of playing, not even
a certain style. The ultimate pedagogical purpose is to help the students gain
something that is pre-style, pre-expressive, in Eugenio Barba’s terms, a
transformation, it is laying a foundation of thinking in act. This final purpose
can only be achieved in time. It is true, in the early phase, after the mask
studies, the students” acting style may seem shrill and this can sometimes
contaminate the following roles, but gradually the interpretation is tempered
and the right tone is reached. It’s all about the way the mask is taught. I'm not
a mask mystic, my landmarks are Jaques Lecoq, Dario Fo, Feruccio Soleri,
Declan Donnellan, Sears Eldredge, Gaspare Nasuto and others. Well-done
mask theatre is deeply realistic. The spectators are still very impressed when
a masked character suddenly turns to them from the stage. Maintaining the
mask during training can structure the actor’s long-term stage ethos. Only if it
is taught incorrectly, the masked acting remains shrill. Following my former
students, I can say that the “work of the mask” is sometimes accomplished
even some time after graduation, in roles in which they play without a mask.

Beyond the discussion about aesthetic choices and observations on the
teaching process, a number of respondents to my questionnaire presented
concrete examples of how the study of the principles of mask play supported
them in the profession, helping them in various contexts. I have retained a
few eloquent examples. One actor claims that the study of the Commedia
dell’Arte brought him closer to social theatre (Alex Condurat). Director Delia
Gavlitchi and actor David Constantinescu talk about the non-verbal theatre
they practice, mentioning the clear difference between the actors who
studied mask theatre and those who did not.
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Fig. 11. Masked and unmasked group of characters during an exercise from Sears
A. Eldredge; photo credit Filip Odangiu

Actress Fatma Mohamed, present in most of the feature films of the
English director Peter Strickland, mentions the contribution of the Commedia
dell’Arte archetype characters in shaping her film acting. Actor Cosmin
Bighei refers to his career in stand-up and improv theatre.
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Paul Sebastian Popa, along with many others, mentions the usefulness
of mask studies in the activity of director/trainer of non-formal education
workshops, but especially in puppet and animation theatre. Actor Catdlin
Filip talks about the creation of the Commedia dell’ Arte canvas as an exercise
in structuring ideas, beneficial for the playwright’s work. Actor Catdlin
Florea highlights the development of scenography skills, comparing the
construction of the costume and mask with building a house with his own
hands. Most actors talk about the power of the mask to provide solutions to
overcome creative blocks. Others confess the contribution of the mask to
their identity as actors.

Fig. 12. Commedia dell’arte and Romanian traditional masks,
performance by Filip Odangiu; photo credit Alin Barbir
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Bogdan Bob Radulescu — actor who works both in the state and in the
private system, considers that the actor becomes a character only when he
dons a mask, otherwise the mask is the face of the actor’s character (real Self).
Bob Radulescu believes that each actor contains, in essence, a character from
the gallery of those in the Commedia dell’Arte, and that the discovery of this
virtual inner character is the effect of studying the mask. In conclusion,
Bogdan Radulescu states emphatically: “the mask can exist without theatre,
but theatre without a mask, no!”

V.

The limited space of an article does not allow the development of an
extensive argument in favour of maintaining mask studies in the academic
curriculum. It is more than obvious that doing the exercises of Jaques Lecoq,
Dario Fo, Eugenio Barba, Keith Johnstone, Sears Eldredge and others one can
best understand the value of the mask in training a future theatre artist. I
tried to briefly present the themes of working with a mask and their benefits.
But the direct experience with the mask cannot be replaced by any theoretical
presentation. The enthusiasm of those who have gone through this experience
can be felt in the tone of their statements of support. The fact that almost 40%
of the theatre students in Cluj choose, as topics of their bachelor’s dissertation,
subjects from the mask theatre is an obvious indicator of the importance they
give to this stage of their training.

But beyond statistics, after all, an actor is just someone who wants to play
someone else, or how can he pretend to do that if he doesn’t firstly learn who he
is? The mask on the face of the novice actor is the perfect alibi and tool that
allows him to find his true nature and function at a higher level of creativity.

187



FILIP ODANGIU

REFERENCES

Barker, Clive. Theatre Games. A New Approach to Drama Training, London: Methuen
drama, 2019.

Becker, Jonathan. “About Masks in Actor Training.”
https://theatre-masks.com/about-masks-in-actor-training/.

Castro Vasquez, Anne. “El Clown, ser ese Unico.” Revista do World, no. 4 (2012).

Donnellan, Declan, The Actor and the Target. Rules and Instruments for Theatrical play, trans.
Saviana Stanescu and Ioana leronim. Bucharest: Unitext Publishing House, 2006.

Gaspare Nasuto. “Biography,” https://gasparenasuto.wixsite.com/ladomusdipulcinella/
biografia.

Morris, Eric and Joan Hotchkis. No Acting Please. Los Angeles: Ermore Enteprises
Publishing.

Rachel Brooks et al. “Students’ views on the purpose of higher education: a comparative
analysis of six European countries.” Higher Education Research & Development,
40:7 (2021): 1375-1388. https://doi.org/10.1080/07294360.2020.1830039.

Roy, David, ,Masks as a method: Meyerhold to Mnouchkine”,
https://doi.org/10.1080/23311983.2016.1236436

Sears, Eldredge, A. Mask Improvisation for Actor, Training & Performance. The compelling
Image. lllinois: Northwestern University Press, 1996.

Weident, Medana. “David Esrig: Commedia dell arte mi-a marcat viata.” Last modified
2 November 2016. https://www.dw.com/ro/david-esrig-commedia-dellarte-mi-a-
marcat-via%C8%9Ba/a-36182233.

FILIP ODANGIU specializes in acting and acting pedagogy. He received his PhD in the
pedagogy and training of the actor, specifically, in the metacognitive strategies involved in the
actor’s training. He completed his PhD in Theater at Babes-Bolyai University. His artistic practice
covers acting, directing for theatre and film, non-verbal theatre, improvisation, commedia dell’arte
and mask theatre, physical theatre, animation theatre, Viewpoints and storytelling. His
publications include two books of reference in the theater practice (Metacognitive Strategies in
Actor’s Training, Casa Cirtii de Stiintd Publishing House, Cluj, 2013 and Praxis. The Strategical
Exercise, Casa Cirtii de Stiintd Publishing House, Cluj, 2013) and more than 20 articles in
professional journals. He participated in the realization of numerous shows at the Cluj National
Theater. In 2020, he set up, together with Diana Aldea and former students, current collaborators,
The MAIDAN Creation Centre Cluj Napoca.

188



MISCELLANEA:
INTERVIEWS AND CASE STUDIES






STUDIA UBB DRAMATICA, LXVII, 1, 2022, p. 191 - 201
(Recommended Citation)

Reclaiming Public Culture as
a Common Terrain of Action in the Public Interest

A Dialogue with Raluca Iacob

LIVIA PANCU!

Raluca Iacob is a cultural manager, a cultural policy analyst and an independent
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2014-2024 (together with Vera Marin and commissioned by the Municipality of
Timisoara) and, as councillor to the minister of culture in 2016, the design of the national
strategy for culture and heritage. Other relevant collaborations with: the Center for
Consultancy for European Cultural Programmes, the Romanian Academic Society,
the Romanian Federation of Community Foundations and the European Network of
Cultural Centres. Currently she is interested in practices and policies of culture in
education, in alternative models of cultural governance and in cultural networks.

Livia Pancu: I want to start by first saying a big thank you for accepting to
give us this interview. Just to briefly mention that today we have to discuss
a quite wide subject of which even I, who have been present in the realm of
contemporary culture as a professional, do not have a very clear image yet.
Thus,  would kindly ask you to first give us a sort of personal and professional
trajectory of your own. Better said, a trajectory of your own work, that of a
cultural worker, because I assume that this specific work built a very clear
conceptual space for you, in which one could navigate.

Raluca Iacob: Thank you for the invitation. Indeed, I also believe that my
professional path is a good lens to grasp the meaning of public culture as
value-statement, and as experience-based, so not only a purely theoretical
constructed concept.

I started to work in culture when I was 24 years old as a consultant for
the Romanian Cultural Contact Point, now the Creative Europe Desk. My job
was meant to facilitate, negotiate and transition ideas, opinions and data
among the perspectives of the European Union, the one of the cultural actors,
and other funders, local administration, or the Ministry of Culture. The result
was to offer advice and information about how to obtain European funding
for cultural cooperation projects. Because it was fundamental for my overview
and for my professional path, I am going to insist a bit on this first job.

Livia Pancu: Please do, but before that I just wanted to pin point that all this
was happening in Bucharest. Which year?

Raluca Iacob: This was happening in Bucharest in 2007; it was a public
institution that was called The Center for Consultancy for European Culture
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Programmes, placed under the Ministry of Culture. Me and my colleagues
often travelled around the country for workshops and presentations, so I got
to know a diversity of places and organizations. There I learned first-hand how
the European Union engages with culture as a domain and with the cultural
actors, and I understood how the European institutional space of ideas was
structured, a space in which diversity, cooperation and respect for human
rights were valuated. This is how I grew an appreciation for and a practical
understanding of partnerships and the value of intercultural dialogue and
competences, an encompassing view of the public value of culture and an
inclusive definition of who its main players are. I had the chance to reflect on
key topics of cultural policy, but also to meet international specialists in the
tield, who later influenced my work, such as Dragan Klaic, who coordinated
my MA thesis at Central European University on the subject of advocacy for
culture in transition countries, with a focus on the Romanian situation after
1989. In my view, this first job I had for almost three years was fundamental for
everything I have done afterwards, because it made me understand how
different viewpoints converge or disband, how power structures can interact
and how important it is to create a safe and consistent space for exchange
and mutual respectful contribution of all.

Because I was on the lookout to spot the most pressing needs of the
Romanian cultural actors that I could provide a solution to, I was inclined to
do more than my job-description implied; for example, to get informed and to
think about other types of services that the cultural actors would require.
Therefore, I quit and I started a free service of informing cultural actors about
funding opportunities. Further on, I went to study cultural policies at Central
European University, meanwhile co-founding with other cultural actors the
Coalition of the Independent Cultural Sector. And from 2011 onwards, I started
to do what I am continuing to do nowadays: work simultaneously on several
projects or assignments, as an independent researcher, as a consultant, as a
manager, as a project evaluator, as a trainer with NGOs, public institutions,
public administrations, local, national and European. In 2012 I co-founded
an NGO called MetruCub — Resurse pentru Culturd [CubicMeter — Resources
for Culture] with Bianca Floarea and Ioana Tamas.
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Livia Pancu: Just another quick question: have you also worked in public
administration as part of the cultural domain, as an employee?

Raluca Iacob: Yes. I was a counsellor of the Minister of Culture, Ms. Corina
Suteu, from May 2016 to January 2017, in charge of redrafting the National
Strategy for Culture and National Heritage as well as coordinating the Platform
for Living Culture, among other things. And the firstjob I had, the one I already
mentioned, was within a public institution that was part of the administration,
in direct contact with the Ministry.

Livia Pancu: If we were to look at what you have described so far as to a
kind of a grid, where you have two coordinates: one is the temporal line that
starts with 2007, the year when Romania joined the EU, up to now, and the
other one follows the independent scene, public administrations — both in
the EU and nationally — can you describe to us whether there is a progress or
not in the way publicness is understood? Also, you mentioned earlier that
part of your most important values are diversity and cooperation, but you
also addressed vulnerability. How do you think this concept changed from
2007 to the present day in those three different registers mentioned above?

Raluca Iacob: I think in 2007, compared to the present moment, there was
more eagerness among the Romanian public administration, especially the
Ministry of Culture, to reflect and discuss openly those democratic values and
principles of participative governance, the public value of culture, the role of
partnerships and cooperation, the role of NGOs for an inclusive concept of
public culture, and really try to integrate them in new legislation, policies,
programmes, discourses of the institutions and the officials. Also, at that time,
the European Union’s actions and discourse on culture were much more
directed towards access to culture, intercultural dialogue, diversity of cultural
expressions, and so on. There was this encompassing political view that was
much more socially-oriented, much more looking at people and communities,
at the complexity of the cultural ecosystem in a connective way, at the relation
between the arts or heritage, on the one hand, and the way people are making
sense of them, their values, their cultural rights, on the other.
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Still, already by 2007 one could notice, from the European Union level
to the national and local one, a trend of measuring the economic impact of
culture, the value of culture in terms of the money it generates in the economy,
and a shift in the political discourse leaning in this direction. That was the
time when the referential KEA study was done.? This strong trend has been
counterbalanced again in the past few years with a much needed orientation of
discourse towards the relation between culture and sustainable development,
audience engagement and cultural participation, well-being, and partnerships
as a model of international cultural relationships. It is again a turn towards
the value of a democratic cultural practice in society, but the world is not the
same as in the 2000s, and the focus on cultural and creative industries and
the routine of valuing culture in terms of its economic capacities left its strong
mark.

The influence of a financial outcome-based reasoning to support culture
presents many challenges (and few opportunities) for public culture, especially
in difficult economic and social situations, such as the ones generated by the
COVID-19 pandemic, for example. In these scenarios, where there is a need
for targeted and strong state support for key types of cultural actors working
in the public interest, the focus on the financial value of their work as an
argument for their worth is wrong, in my opinion, and it is a result of the line
of thinking that frames the economic impact of culture as a measure of its
societal value.

The Romanian public administration’s discourse used to be quite
mimetic to the main European trends, but its practice has and continues
to have a quite strong conservative core. The legislative reforms from the late
90s and early 2000s were inspired by examples from other European countries,
where our cultural policy shapers worked or studied, and because there was
at some point consistent funding for reform and capacity building within the
administration, as we were in the process to be accepted as EU members and
needed to consolidate our capacity to act based on democratic principles and
a new view of how cultural management should behave. But that was back

2 KEA European Affairs, The Economy of Culture in Europe. Study prepared for the European
Commission (Directorate-General for Education and Culture), October 2006.
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then, and the most recent important national cultural norm is from 2008. Since,
we were only left with the mimeticism of discourse, and a very conservative
and inertial policy practice took the lead, which meant neglect and inactivity
mostly.

Thus, the talk about the economic contribution or value of the cultural
and creative industries was adopted very rapidly — albeit with no practical or
policy follow-up — while the paradigm of access to culture and participation
was to a great extent left behind. This happened even though Romania did not
really resolve the issues of the lack of availability of cultural infrastructure
and did not address the need to provide a supportive frame of work and
funding of cultural NGOs and a status of the creator, nor did it persevere to
build an inclusive concept for the public value of culture but was complacent
and stayed with the model of understanding public culture meaning only
the work of public cultural institutions.

Livia Pancu: Can we say that this concept of public culture was better addressed
in the —let us say —older paradigm than in the new one, where you have industry
and entrepreneurial mindset, so on and so forth? Should we first start defining
the concept of public culture?

Raluca Iacob: One must say from the beginning that academia more often
refers to the public value of culture or culture in the public interest, than to public
culture. Still, at least in our Romanian case, and maybe in all spaces that share
our political, cultural and institutional dynamics, I would argue it makes
most sense to refer to it as such. I will come back to this later on.

Public culture as a term is mentioned by my late professor of cultural
policies, a key European expert, who has influenced not only the development
of a European space of thinking about policies of culture, but also managed to
propose valuable patterns of critical thinking that bridged the Western and
Eastern experiences of cultural management and governance. I am referring to
Dr. Dragan Klaic. He speaks about public culture as an opposite of commercial
culture, when referring to the fact that “a large part of culture has intrinsic
value without being able to make money; and this is why it has to be subsidized.
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It is about a public interest that demands public investment, and not only for
the sake of national representation but as a distinctive segment of the expressive
culture and as a critical culture in itself.”3

In valuing the role of culture to society, which is in fact the perspective
of public policies with a cultural dimension, this quote refers to the debate
between those speaking about the intrinsic value of culture, versus supporters
of its instrumental worth. But, here I feel the need to make a comment. Because
we are talking about words and their power, the “intrinsic value of culture”
is, to me, a tricky formulation, because it connotes this image of looking within,
of a type of culture which is self-referential and in a way closed within itself for
nourishment and justification, in isolation from the rest of society. In contrast,
the way Dragan Klaic refers to public culture in the short quote above is more
aptly expressed, it connects culture to society, via the idea of the public interest
of public culture.

Even if in culture this discourse is only marginally prevalent nowadays
- and in Romania it never was, I dare say — it is quite well established in the
academia and the work of policy analysts, as a discussion about public
goods, governance and the role of management in public institutions and the
administration, the role of public funding and the ecosystem around public
services in general. A good introduction of all these themes and the idea of
the public value of culture is the literature review prepared by John Holden
and Jordi Balta in January 2012 (European Expert Network on Culture Paper)*.

Now, to come back to the term public culture. Last year, in a conversation
about Romanian cultural strategies, the director of the Romanian National
Institute for Research and Training, Dr. Carmen Croitoru, said the following:
“Wrongly and in an absolutely artificial way, the public culture is fighting
the private culture, as if they were sharing the same terrain, which is a big
mistake, because we do not share the same terrain. We, the public culture,
are constrained to follow some rules, and yes, private culture does not have

3 Dragan Klaic, “Culture shapes the contemporary city,” Eurozine, 22 June, 2010,
https://www.eurozine.com/culture-shapes-the-contemporary-city/

4 Balta, Jordi, Holden, John. The Public Value of Culture: a literature review, European Expert
Network on Culture Paper, January 2012.
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the funds, but has a freedom that we will never have. On the other hand, we
have a common goal, and we should be united.”>

I do not agree with the first part of the quote, though I stand behind
the idea that we have a common goal. In fact, I would argue that it is precisely
because public and private actors — in some conditions — have a common
goal, that it means that they do share the same terrain. Not legally, and not
in terms of legal constraints deriving from their legal form, but in terms of
goals and objectives, which are in the public interest.

In my view, it is the public interest, and not the legal form, which shapes
the terrain on which all the different actors that belong to the cultural ecosystem
exist and interact. And for this reason, I suggest that a common denominator
for this terrain should be found. I prefer to follow Klaic’s lead and refer to it as
public culture, meaning a type of culture which by ambition is directed towards
the public interest, and is diverse and inclusive in the legal form of its potential
actors (public, private non-profit, freelance, independent, even commercial,
depending on the situation). This term shakes the identification to which
Ms Croitoru refers to, by which public culture fully overlaps with the work of
public cultural institutions. I think we need to overturn the use of the term
towards the idea that public culture is culture in the public interest, irrespective
of the legal form of its actors. I don’t think that without such a strong shout-out
there are any chances of change of perspective.

Livia Pancu: But aren’t these limits systemic? Aren’t these structural
delimitations?

Raluca Iacob: It is structural only if we assume that the legal constraints of a
certain type of legal form of an actor completely define the type of value they
bring to society. But what I have lately noticed — not only me, but I can also
call for John Holden’s ideas on cultures as ecosystems® — is that the roles and

5 Carmen Croitoru. Public intervention as speaker in the online conference (in Romanian),
Strategia culturali si new media art in Romdnia, December 9, 2021,
https://www.far.community/talks/talk.php?id=6131cf6d35393048db00012d.

¢ John Holden, The Ecology of Culture. A Report commissioned by the Arts and Humanities Research
Council’s Cultural Value Project, January 2015.
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functions of the existing actors are dynamic, interactive and complex. His
view is that the ecology of culture refers to “the complex interdependencies
that shape the demand for and production of arts and cultural offerings.” It
speaks about the relations among cultural actors and with the audience as
making together the space of culture, and that these relations determine the
particular (sometimes, changing or multiple) roles the actors take over time
and in different situations.

That is why I think that the old way of understanding structure as being
derived from the legal form does not tell you as much nowadays as it used
to do. This is because one cannot just assume that the type of operational
dynamic, the impact and the role can be determined fully from the legal form
of an actor. The emergence of social businesses, the intersectoral actions, and
the entrepreneurial turn (or push) in the work of cultural workers, public
institutions and NGOs alike, are distorting the boundaries among types
of cultural actors by legal form. One example. So many museums have
associations of the friends of the museums. And in the work of the museum or
public theatres, in terms of assessing the public value of their work, oftentimes
even the managers report the shared impact they have in conjunction with
the association of the friends of the museum, or via the partnerships they
engage with other NGOs. How do you address this type of complexity if you
do not have a proper conceptual terrain? That’s why I think we need to start
a discussion about culture with a public interest, with a public value, which
I suggest we call public culture, precisely because it provokes a change of
understanding from its current use, where it only refers to the work of public
cultural institutions.

The concept of public culture opens up the potential to shape
collaborations around common centers of interest based on public interest related
values among diverse players. The moment when you find common ground
between that of your own work and that of another, regardless of the legal
form, it seems to me to be a great win. From that point on, aspects like: legal
form, artistic forms, dimensions of funding, the issue of where the funding
is coming from, should be discussed, but within this sphere of what we would
call public culture, as a culture which works in a direct relation to the public
interest, and thus has a public value. I think that the fragmentation between
independent culture, the one produced by public institutions, freelance and
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industry has its limits in the way we understand what the impact or the effect
of cultural practices and institutions in society is, and that the lenses of the
public value of culture can open up fruitful pathways of critical and practical
thinking and policy shaping. A huge potential from the perspective of shared,
potential impact.

Livia Pancu: It is a forced conclusion, but I want to make sure that this is
what you say. Is it that the entire spectrum of actors within the culture field
should work more on a conceptual level and understand what society needs
at this point, and collaborate on this, rather than within an entrepreneurial
mindset whose first aim is to have profit, as opposed to an independent? Can
this aim of the entrepreneurial mindset at some point, not at any point, turn
something that is addressed to society into something else that is more useful
for profit making and not for a non-profit targeted receiver? For example,
I wonder how a social work directed NGO would find its meaning, if society
would solve its inequality problems.

Raluca Iacob: I am not saying that cultural actors working in the realm of
public culture should necessarily look and only address those issues which
are coming from society. I think that the will and the freedom of the artist
are really important. What I am saying is that the creation of a public value
derived from cultural practices and the public interest guiding policies that
engage or address cultural actors mean that those who enter this terrain
should align their practices with these goals, and the policy makers should
care for this. But public culture as a terrain meets the terrain of commercial
culture and the same actor can be active in both. By legal form, by its typical
constraints, each actor would find its own recipe to deal with the different
pressures that are applied, for example to be entrepreneurial and mix and
match commercial and public value actions.

For sure, this is not a safe interplay, and more likely in practice it looks
like a continuous struggle and negotiation or even compromise. It needs
rules and it needs an overview, it needs competences and reflection. It needs
discussions and choices. The risk is to see a complete privatization of a
cultural public institution, because of this hybridization and coming together
of public and private actors on the same terrain. For this reason, I think that

200



RECLAIMING PUBLIC CULTURE AS A COMMON TERRAIN OF ACTION IN THE PUBLIC INTEREST

some essential cultural goods, services or institutions should be kept safe, be
protected in a way, in order to preserve their quality of publicness, and
potential partners or allies be carefully selected to act jointly in the public
cultural arena.

Livia Pancu: What are the mechanisms by which to make each actor aware
of the potential of this concept (public culture)?

Raluca Iacob: I think the first step we should all take is to think about the
meaning of our work. Why? And what for? And based on what principles?
Once we are clear about these, I believe that we will be able to communicate
and to join people who have the same interests and values, and see how and
if it is the realm of public culture or not. This process requires clarity and
courage, first at the individual level, and then at the organizational level. It
is about authenticity, which is not the same as truthfulness. Authenticity
means that the explicit meaning of work that is being done is not a fabrication
for the eyes and ears of an outside persona, like the grant giver, our peers or
even the public, but it is a felt and lived truth of those who express it.

LIVIA PANCU (*1980) is a curator based in Iasi. She is the co-director of tranzit.ro,
coordinating the lasi branch of the network. She has been involved in the field of
contemporary art in lasi since 2003, acting in it from various positions. She graduated
from the Royal College of Art in London (2007-2010), where she studied in the
Curating Contemporary Art program under the supervision of Mark Nash. Currently
she is part of the international project Conditions of Peace, realized with colleagues
“that have identified the lack of a vision of peace and the constant reproduction of
social relations that result in war as the main factors threatening Europe today.” She
lives and works in lasi.
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The Collective Gaze —
Notes from the Land of the Independents

A mash-up conversation™ between
Razvan Anton and Mihai Iepure-Gorski

Razvan Anton is a visual artist, born in 1980, in Cluj (Romania). He studied at
the University of Art and Design Cluj (BA Printmaking) and Camberwell College
of Arts London (MA Drawing). He is teaching at the University of Art and Design
Cluj and is part of the Paintbrush Factory artist collective. He has been involved
in the digital archiving of the Minerva Press Image Archive from Cluj. And he
was an artist in residence at the House by the Synagogue Medjias in the project
Absence as Heritage within TRACES (Transmitting Contentious Cultural Heritages
with the Arts) between 2016-2018. In November 2018 he was a tranzit/erste artist
in residence at the MuseumsQuartier Vienna. Since 2019 he is a board-member
and has been co-curating the visual arts program of the Paintbrush Factory
(Fabrica de Pensule Cluj) alongside Mihai Iepure-Gorski. !

Mihai Iepure-Gorski is a visual artist, born in Alba-Iulia, Romania. He is an
Arts Academy graduate that currently resides in Cluj-Napoca and works in
a variety of mediums trying hard to not fall for their charms. Some recent
shows include solos at Sandwich Gallery in Bucharest and Baril Gallery in Cluj-
Napoca, group shows participations like the 1st edition of Art Encounters,
Timisoara, Survival Kit 4 Festival, Riga and European Travellers - Art from Cluj
today, Miicsarnok, Budapest. He has been a tranzit/erste artist in residence in
2018, has participated in the 2nd edition of the Mobile Biennale and was

* A dialogue willingly assumed in a fluid format to underscore the shared thoughts rather
than their individual ownership.
! Contact: antonrazvan80@yahoo.com.
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(long ago) among the recipients of the Open Calls of Salonul de Proiecte,
Bucharest. As of recent (2019), he took matters into his own hands and started
writing projects and curating as part of the Paintbrush Factory collective from
Cluj (Fabrica de Pensule) alongside Razvan Anton.?

Photo credits Kispal Attila.

All is well, all is outside of time. And you tend to forget, you forget that you
have to start over every year. That’s why it’s irrelevant, whatever I'd say now,
I really have no reason to complain, do I?

It’s a matter of fiction, everything that’s going on here doesn’t really exist. It’s
not sustainable, it’s not real and it actually might do more harm than good... that
such space even exists or that it ever existed. It leaves the impression that things are
possible... that such things are real, that we are able to achieve them... no, we aren’t.
There is nothing that makes it possible for us to be able to achieve such things since
there aren’t any conditions for us to even be. It’s a matter of... some coincidence...
Some people, like in a game of pick and choose, took us and put us here and let us
deal with it... and we had no choice but to do our best and make something out of it.

2 Contact: mihai_iepure@yahoo.com.
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Let’s give it a shot, right? Still it’s not, it really isn’t real, this space was never real
and once we step out and lock that gate, it will all disappear as if it never existed.?

In 2019, both of us took charge of the curatorial strategy for visual arts
in Fabrica de Pensule.* We started off with a project we considered necessary
in order to move on and that was to have alook at other cultural independent
projects from across the country. After that trip we ended up with eight
testimonies that we presented in an exhibition format during the 10year
anniversary of Fabrica de Pensule.

2019 was the year when Fabrica moved out of its space and we were
confronted with a project associated with a building that was no longer our
roof. The rising rental prices and the schism of our community posed a mortal
danger to our organization and the future of our projects. By that time, many
of the organizations of Fabrica had already left. The scandal of the community
split had pushed away many of its members while others were reluctant to
join. Only a few years before, many artists and cultural organizations were
eager to have their names associated with what had become the brand of
Fabrica de Pensule. But in 2019, that brand became another sign of a failed
community project and, subsequently, it was something to be avoided,
especially by the organizations who believed that their commercial interests
would be affected.

Wondering if maybe what pushed us here is exactly that state of affairs
— the shock of the Fabrica rupture — touched by the feeling of loss, despair,
faced with the disappearance of something that seemed important,
representative, you feel motivated-demotivated. You start to ask yourself if

3 Raluca Voinea (tranzit.ro / Bucharest), “The Collective Gaze: Samples of Something that
Concerns Us All,” interview by Razvan Anton and Mihai Iepure-Gorski, Fabrica de Pensule,
2019, video, 14:28.
https://www.youtube.com/watch?v=qXx5kmTpwSg&list=PLc5QchyvnrOhmOkFJ0oX5AM
Ym7f96Q714&index=1.

Independent contemporary art space, Fabrica de Pensule is the first large post-industrial
space converted into a cultural space in Romania (2009), internationally recognized for the
visual arts and performing arts programs. In 2019, the community lost its space due to a
new conversion carried out by the owners, this time becoming the headquarters for IT
companies. For more http://fabricadepensule.ro/.

=

205



RAZVAN ANTON, MIHAT IEPURE-GORSKI

maybe that even was what you thought it was. And we do that, on the one
hand trying to decipher and understand that which we are losing, whether
it belonged to us and we to it, whether it was some form of a community or
simply a set of people and things with converging interests and shared
spaces. We want to find out if what happened to us is isolated or
symptomatic for the whole land. And then we look around, we see projects
that have survived and have managed to build for themselves or within their
respective community an identity, program, coherent, cohesive, critical (why
not?). Maybe this too is a pretext for us to answer questions we have about
ourselves, for ourselves. What happened here, what people, typologies,
programs collided and caused this rupture that seems to define our culture
and ourselves (so well)?

We believed, and I guess we still do, that Romania’s cultural independent
organizations were the ones driving most of the public cultural agenda of
the country. And we also believed as we do now that public institutions are
simply not assuming their public role, for different reasons, including the
severe underfinancing of the sector and the lack of transparent mechanisms
in attracting competent managers and cultural specialists.

Of course, the expectations, because they are connected to local cultural
history, the expectations are not grand, but they give the measure of who we are and,
as they exist and have existed, they give something to tie our present actions to. For
me, at least, studying all the practices starting from the '50s until now —and, in fact,
the hard thing is not the case study research, because we do that, but this is not the
hard issue —, the burden is to set up a theoretical framework that explains a certain
type of cultural behaviour in a local space. This is the hard thing, and in the end this
can also be an explanation for why Romanian art history has this minus. There isn’t
a history of art of the Romanian context.®

5 Alina Serban (Institute of the Present / Bucharest), “The Collective Gaze: Samples of
Something that Concerns Us All,” interview by Rédzvan Anton and Mihai Iepure-Gorski,
Fabrica de Pensule, 2019, video, 15:59.
https://www.youtube.com/watch?v=CtOdtlw_7tA&list=PLc5Qchyvnr0hmOkFJ0oX5AMY
m7{96Q714&index=5
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We are not claiming to have found out exactly what is going on, still,
we believe that by taking note of these (quite few) projects and people from
various places around the country, projects and people we consider to be
referential, representative, important, we get a pretty good picture.

What took us out of the calm of our studios (!), and by that I mean an
8h/day job for me that takes me to places I would never go to willingly, that
pushes me into serving, well, the corporatists, and you, stuck in an
uncomfortable teaching chair at the art university, who, in itself is a subject
for another long conversation, which shall not take place here (now), so what
got us out there?

Yes, my work at school (I have been working at the University of Art
and Design Cluj since 2010) is another motivation behind this journey. It is
striking to see how little attention is given to these initiatives in our art
schools. It’'s almost like living in a parallel universe. And so, most of the
discourse is taken by remnants of some old pedagogical programmes and an
unfazed fascination for the art market.

Why did this idea ever pop into our heads that we need (want) to find
out WHAT is happening with this artistic environment of ours that seems to
be right back where it started after some period of time in a cyclical course
that seems never ending? The “90s, 2000s, 2010s, 2020s are all the same. Things
seem to be going right back there, with every change of (political) season we
seem to have to start over, nothing solid takes shape, nothing goes beyond
the borders of precarity. Oh, maybe those new capitalists that have managed to
take the helm of the present with their selfishly built Private (with a capital P)
constructs. As they remain Nameless, maybe they will end up Pointless. Then
again, the Present belongs to those who have achieved it and appropriated
it. That’s clear. Clearer and clearer. It's not justified, or fair, but what to do?

If we look at what is happening now in the local scene and if we go back 20 years
ago, in the ‘90s, we would notice that the needs and problems are somewhat the same.
This is why, for me at least, it was extremely important, or what motivates me in what
I do is to get to some answers that have their basis in a type of reaction adapted to the
local context that the artist was witnessing at the moment. That is, if the present
context would have pondered on what happened, say, in the "90s-2000s, things would
have probably been constituted, coagulated, and structured quite differently.
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What motivates me is the backlash against the “we don’t, we cannot, we don’t
have what they have, we want what’s elsewhere”. I think this type of mentality and
of raising the issue only does us harm. To aspire to something built and born from
entirely different needs and to adapt them to something that calls for a whole different
type of reaction is the wrong approach.®

When we started activating as ‘curators’ for Fabrica, we did it thinking
that we needed to offer some kind of alternative to the missing programmes
from our public institutions. Again, this is not something new. This has been
the main motivation for many other independent initiatives in Romania. But
I guess we also wanted to have a look at the art field as a place that had
become almost entirely engulfed in this market discourse. And we all know
that this is a consequence of absent institutions. It's very difficult to find
strong and independent curators or critics, who didn’t have to compromise
their agenda in order to pursue their work or research. And yes, we wanted
to talk especially to the ones who didn’t compromise their programme or
initial motivation.

It is a very difficult time for most of the independent cultural
organizations in Romania now and we see this ever-growing gap between
research initiatives being pursued by independent organizations versus
‘research’ in public institutions. Things already looked bad in 2019 and I think,
now, they are a lot worse.

This is the worst time to be talking about art... contemporary art, that’s what
we are about, isn’t it? Projects that... try to make sense, to make sense of what’s
going on around us. Things were never right, but now it’s worse than ever... because
now it is as clear as ever that no... that we are a minority and so few, everyday
fewer... that we have absolutely no influence in the real world, none whatsoever...
that someone pays us to pretend that we have something to do here.”

¢ Serban, interview.
7 Voinea, interview.
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Sometimes you hear or see these (local) people talk about biennials,
festivals, projects, artists from different areas of the land (country) and you
get the impression that something is being done, that things are moving. As
you (unfortunately, and you say to yourself — why did I have to do it?) take
a closer look, you start to see how what we have here is nothing but -
isolationism in some shape of marketable entities, a method already tried
over and over again in the last 30 years. It’s not only useless, but it becomes
toxic since it counts for depleting the resources that could have been otherwise
used in building the (non-existent) critical discourse; one that could produce
the institutional/public level changes we need. Maybe a form of survival, still
the equivalent of revolutionary (political) discourse consumed in private
clubs, by philosophers, without political commitment — and you realise
(somehow in this paradoxical calming and assuring way) that you weren’t
wrong that everything is wrong and that you were right about that. We are
still facing this wasteland of a place where nothing seems to grow.

Well, with the soil it’s like that, things grow annually or perennially.
Annually or biannually, whatever it’s called... or perennially and here in Bucharest
it seems to me that there are very few perennial things that can grow. Whatever we
are planting now lasts a season, as long as we are funded by AFCN (National
Cultural Fund Administration) or wherever people can get funding from, and then
we need to start all over again. If we managed to keep some seeds from the last
harvest, things might be a bit easier this time around, if not, we really need to start
over again every single time. From everything we planted, very little will grow
bigger, more beautiful, more solid, stronger, more productive.®

This place has no contemporary art museums, anywhere, none. And if
we talk about that (National Contemporary Art) Museum, it’s quite clear to
me that such institution cannot really function in a building like the House
of Parliament and it definitely cannot function when right next to (THAT)
building, you have the center of Romanian Orthodoxy in the shape of a
(most) massive cathedral (maybe the actual cultural public project as it is

8 Voinea, interview.
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publicly financed). Beyond such irreconcilable occurrences, there are those
physical walls that surround the house that make it virtually impossible for
such a space to function as an open platform for contemporary art and
culture, critical discourse and such. This Museum deserves to be (ERASED)
out of History... Yes, I said it.

In the (almost) complete absence of a platform for contemporary art, one
(and by one I mean these INDEPENDENTS) starts to fill the gaps, stitch the
holes, fill the holes in this ever sinking..., an impossible endeavour. Taking
upon one’s self the role of what should be but are not, nowhere, public
institutions, while acting in private manner with an assumed collective goal
and purpose. The curious case of the Independents of our Culture. And AFCN
(state sponsored) sponsors this balance act just enough... sustaining life so to
speak (comatose, but alive).

If you ask us what our purpose is, what we want to achieve, or what we are
looking for through our events, the exhibitions held at Magma, the answer is that we
want to influence society in our own way. We want to influence the community that
lives here, that is, to try to create a more open, more cooperative society, this would
be our ideal. I state this, because, on the one hand, the Magma Contemporary Art
Space represents a protective "bubble”, where all topics can be approached and
discussed, and all opinions expressed, almost "without any repercussions”. Since
Magma can provide a safe space for such activities. At the same time, I think that if
the events or exhibitions give the creators and the public the opportunity to approach
or bring to light certain energies, or taboo subjects that will then be discussed,
dissected and analyzed, then the creation and functioning of the Space, as well as its
use as a social valve that sometimes opens and releases the accumulated tension —
whether good or bad — is already an important step in the right direction.’

©

Kispal Attila (MAGMA / Sf.Gheorghe), “The Collective Gaze: Samples of Something that
Concerns Us All,” interview by Razvan Anton and Mihai Iepure-Gorski, Fabrica de Pensule,
2019, video, 29:08.

https://www.youtube.com/watch?v=U1J00q8-
Ht4&list=PLc5QchyvnrO0hmOkFJ0oX5AMYm7{96Q714&index=4.
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There is a civic attitude behind this effort of setting the records straight
about recent artistic history and this is something that cannot wait any
longer. This is something that will affect the entire cultural environment
especially in a context where commercial initiatives or market speculators
are directly interested in hijacking the historic narrative.

Since the beginning I had some principles or some things I was looking for
with ODD: to work and have international relevance, to have a political position, to
have a hybrid practice, and to have an educational or pedagogical dimension. This is
what I started from and it seems to me that now, after a while, coming back to these
things, I understand them even better than I did at first. I think initially I was much
more connected to the art world and I had more trust in what the art world could be,
and I think I was making a direct connection between art and the art world. Now
I would say I see the two as, on the one hand, a practice, and, on the other, an
ecosystem of financial and symbolic speculation, and it’s a world I don’t want to be
connected to and I don’t want ODD to support or promote it."0

Faced with such public institutional freeze, one has the tendency to
look for alternative solutions or try to find ways of dealing with matters
elsewhere. Maybe the best alternative though is no alternative. Instead of
building (indie) para structures, usually underfinanced and underpowered,
something proven to be inefficient in the attempt of bringing real change,
focusing on putting and maintaining pressure on the public sector and
demanding change might be the actual way to go. While some of these
alternative projects and spaces have been extremely important in the recent
past and in defining the local artistic climate, they have not managed to bring
about change in a structural way and have mostly remained isolated.

I have the impression that even though this is quite an obvious thing to
do, a more militant pose hasn’t been tried, at least not on a larger scale. And it

10 Cristina Bogdan (ODD / Bucharest), “The Collective Gaze: Samples of Something that
Concerns Us All,” interview by Razvan Anton and Mihai Iepure-Gorski, Fabrica de Pensule,
2019, video, 17:00.
https://www.youtube.com/watch?v=jiDPGOV]LTU&list=PLc5QchyvnrOhmOkFJ0oX5AMY
m7f96Q714&index=3.
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should be. We are in grave need of a strong public sector with (finally)
representative institutions, one that would reopen these structures to its
beneficiaries, the Local Scene, the Audience, the Community. On the other
hand, the local scene seems to have lost its critical eye and muted its critical
voice. This lack of real critical voices of the public space results in a significant
lack of art scene regulation; those PR-type published texts just feed the abject
activity/actions of those who act for the benefit of small/obscure groups,
private entities and so on. Change is needed here too.

For some of these cultural entities it was not primarily about contemporary
art, but about civic activity and public criticism. There was no aesthetic or
artistic programme without a civic stance. And this is something that has
remained unchanged in their work.

Regarding the more conceptual motivation I would briefly say that the main
ideas would be closer to the arts on the one hand, and more socially engaged on the
other one, because Tranzit House was, from the beginning, a social project that
wanted to oppose isolationism by all possible means. And as an artistic project, which
was still connected to the political situation, it was meant to offer an alternative model
to the conventional, monumental art that was present at the time. And I'm also an
anthropologist and I can’t ignore looking at things from this perspective as well, which
would symbolically translate as occupying territories, like putting statues, all kinds of
monuments everywhere, taking over territories politically and symbolically. I'm not
sure if it’s clear enough but I hope so, that the Tranzit project is supposed to be seen
as going into oncoming traffic and that’s why it’s called Tranzit House because, this
is how I see our mission, we act like traffic police directing the flow, as you come, you
do your work, move on and leave room for others. And it’s also connected to this idea
that the media we prefer the most are the ephemeral ones like film, video installations,
performance, performative arts in general, things that take the space, also symbolically,
only for a given time and then, they make space for other people and events.!!

1

Csilla Konczei (Tranzit House / Cluj), “The Collective Gaze: Samples of Something that
Concerns Us All” interview by Razvan Anton and Mihai lepure-Gorski, Fabrica de
Pensule, 2019, video, 16:32.
https://www.youtube.com/watch?v=NN3aaniPd0gé&list=PLc5QchyvnrOhmOkFJ0oX5AM
Ym7£96Q7I4&index=6.
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It's clear by now that, by themselves, even the most capable alternative
(private) entities, cannot bring the changes we need. Some sort of collective
pose needs to grow and some sort of coalition has to develop for pressure to
rise and for the public sector to finally give in and push for reform. The right
to bring about such changes resides not in an individual or single organisation
(that would again mean monopoly). Collective solutions demand collective
actions. The ongoing state of resignation or complacency in private forms of
success or profit is not just ineffective, but it makes matters worse as it wastes,
exhausts local resources.

There’s also a strong need to redefine terms like public or private
and the differences between the two, as locally a significant number of
organisations seems to move freely between the two with no responsibility
or justification. What makes an institution an institution, how does it behave
and who or what does it even respond to?

Reanalysing what we have, what we are, what would be considered to
be local recent (art) history, letting go of some of the so-called values that we
are stuck with. It takes courage to do, but it is necessary. It might be painful
to finally accept the fact we haven’t moved anywhere from the 90s as we are
still there, blocked in a state of confusion, waiting for some outside force to
come and bring us redemption, show us the way, clear the ground. That
won'’t be happening (clear by now). As difficult as it is, we have to accept it,
to be able to finally find some sort of resolution with the past, by ourselves.

All this sounds oddly political, doesn’t it? Might sound militant even,
but I do believe in some sort of collectively driven redemption. With our
Frontline — which consists of some of these individuals and organisations we
interviewed a couple of years ago, and maybe a few others — weakened,
debilitated, what we need to do, and it’s about time, is to fill the ranks and
join the collective pose, (finally) demanding real change.
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We have a natural resistance to associate theatre in particular and art
in general with anything to do with money or finances. For this reason,
Michael McKinnie’s book, Theatre in Market Economies, is not only hard to
pallet, but it seems almost outrageous. The book aims to outline the complex
relationships between theatre and finances and how theatre makes use of
the best strategies of generating capital, often without even realising it.
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As practitioners, especially in Romania, we tend to see theatre as a poor art,
as constantly trying to fight the financial system, and it is a subjective truth,
rather than an objective one. McKinnie argues that theatre is high-performance
financial engine that makes use of the best strategies that our capitalist world
has to offer. This theory is broadly outlined in the introduction, and is further
illustrated by examples in the following chapters.

Theatre in Market Economies relies on an extensive literature overview,
linked to both the cultural and economic domains. In his comments, the
author distances himself from Karl Marx’s view of Industry as a revelation
of humanity’s powers achieved through labour, and opts for a more
moderate approach, in which theatre is not only a means of producing
industrial products, but also a domain in which industrial-type techniques
are used, but in which the products are non-replicable. The author relies on
theatrical models that function in a mixed way, both on state subvention and
on direct revenue from the public. Therefore, theatre is influenced not only by
economic factors, but also by political ones, and each functioning solution is,
thus, a spatial fix, in the sense defined by Bob Jessop. The author’s arguments
also rely on an extensive critique of the term creative industries, as defined in
2018 by the UK’s Department of Digital, Culture, Media and Sport as a sector
bridging technological innovation, industry, and consumer culture. The
author believes that viewing the art sector as an independent domain is more
truthful and would ensure a realistic view on the investments made by the
state in cultural goods. Consequently, even though Michael McKinnie’s book
relies on a broad literature overview, his uniquely moderate approach places
him at a notable distance from traditional views on the interaction between
culture and economy.

The first chapter, Industry, seems the most non-specific, unrelated to
certain venues. The author deconstructs the notion that theatre and art are
not subject to the normal production process in other industrial areas. We
currently see art as producing unique, non-replicable products. Even though
it is true that no two performances from the same show are ever truly
identical, the aim of theatrical companies is exactly this: create performances
that are exactly the same every night. Without this, actors would just stumble
upon each other on stage, props would never be positioned where they are

218



BOOK REVIEW

needed and no two lines would fit together. We need only to think of
performances that are created and re-created with multiple casts at different
venues, such as musicals from Broadway.

In the second chapter, Productivity, we learn about the way performance
industries have shaped the South Bank region of London. What was a largely
undesirable part of the city, is now an enormous cultural hub. We are told the
story of the construction of the National Theatre of London and the creation of
The Vaults, an alternative performance area in the metro system in the area. The
South Bank becomes a home of both tradition theatrical events and highly-
experimental ones, both types of shows taking advantage of the unique venues
and generating more than revenue. Here culture generates industry, especially
for services such as restaurants and boutiques, which greatly benefit from the
presence of tourists and other spectators that come here, to a neighbourhood
that was not even seen as belonging to Central London.

The third example in Michael McKinnie’s book comes from Ireland,
and is centred around the Tinderbox production of Northern Star, by Stewart
Parker, at the First Presbyterian Church in Belfast, in 1998. The show was
performed not long after the signing of the Good Friday Agreement in
Belfast, marking the ceasing of armed conflict in Northern Ireland. It was a
tumultuous period in time, when both economic and political tensions were
high. Northern Star, a play about the Irish revolution, was staged aiming to
create cohesion around the new-found peace. Culture was seen a “peace
dividend,” just like tourism, as a motivation for the cease fire, for making the
streets of Belfast safe again and not constantly patrolled by armed British
soldiers. Northern Star became an event that created social cohesion better
than the State and the political community could ever create. Therefore, it
was a theatrical success due to its integration in a volatile economic and
political environment, using the company’s close ties to the community in
order to generate a unique, site-specific performance, staged in a relevant
space for the conflict and the resolution of the conflict.

The next chapter, Security, is centred around the Haskell Free Library
and Opera House, which is a theatre venue right on the border between U.S.A.
and Canada. Half of the building lies in Derby Line, Vermont, while the other
half lies in Stanstead, Quebec. Here we are not being told the story of the
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success of a specific show, but the story of how theatre can bridge two
countries. Back at the beginning of the twentieth century, when the building
was constructed, members from both communities could cross the border
with almost no restrictions to work and visit relatives. Nowadays, following
the wave of border regulations caused by the 9/11 terror attacks and a long
series of border reforms from the 1950’s onward, the communities are much
more isolated. Despite this, the Haskell Opera House is to this day the only
place where you can legally cross the US-Canada border freely, in order to
attend events. The Haskell has privileges that no multi-national conglomerate
has. This theatre, which has become a tourist attraction, is so important for the
local communities that it became an exception in international law and, as
such, a place that both defies and defines the flexibility of market economies.

The last chapter of the book, Confidence, tells the story of the creation
and the aftermath of Danny Boyle’s Isles of Wander theatrical production for
the 2012 London Olympic Games. At an estimated budget of 27 million
pounds, with a cast of over 7.500 people, it is probably the most watched live
theatrical performance in British history, with 27,3 million viewers in Britain
and 900 million worldwide viewers. The book does not discuss the theatrical
qualities of the show, even though it outlines its structure. McKinnie describes
the impact of the show, despite it clearly being non-linear and non-traditional.
It was a performance that took advantage of the large budgets of Olympic
events and of the fact that host countries desperately try to show confidence.
It seems that Isles of Wonder throve during one of the most austere budgeting
periods of modern times in the U.K.

There is an aspect that is present throughout McKinnie’s book and
which we find most relevant. He shows that theatre creates a type of
monopoly, exactly because theatrical productions are not identical. If you
wish to buy a pair of leather shoes, you can choose between multiple items
from different brands, because you can compare these items. If you want to
buy tickets to a theatrical production, you have little but your personal taste
to help you choose between a Royal Shakespeare Company’s production of
The Tempest and an independent production of the same text, or a performance
created by Punchdrunk. Therefore, a company has a monopoly on its
production, because the said production is unique. Theatre companies do
not really compete with each other.
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A second key idea is the fact that theatre (especially with site-specific
productions), is rent-seeking. Rent-seeking is a phenomenon that describes
certain actors on the market that solely own buildings, sites, or equipment
and then rent it out. The phenomenon is seen as a type of plague, because it
generates no value, it brings no real benefits to the world. Rent-seeking
behaviour was part of the reasons for the 2008 market collapse. Theatre
creates rent-seeking behaviour because it enables the audience to temporarily
inhabit a place that is usually off-limits. But it turns out that theatrical rent-
seeking behaviour actually generates value, because it educates and creates
culture and because it revitalizes disused or marginalized urban areas.

In conclusion, Theatre in Market Economies is a complex book, which
outlines ways in which theatre not only survives in a capitalist world, but
also thrives in it. It is most useful for cultural managers and researchers in
the field. We strongly believe that it is also a book that all practitioners
should read, especially in Romania. It is an eye-opening material, that shows
us that theatre is not something vague, based on talent and inspiration, but
an art form, that is highly organized, anchored in the reality of its days and
based on clear principles. McKinnie’s book is a lesson of everything that
Romanian theatre is not, and of all it should/could be: a domain in which art
is truly linked with the social, cultural and economic interests of the
community it serves; a relevant means of entertainment and education for
those who pay for its existence.

MARIUS-ALEXANDRU TEODORESCU

Ph.D. student at the Faculty of Theatre and Film
teo_mariusalex@yahoo.com
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Let Us Look at People Without Passing Judgment

Book Review: Independent Theater Hungary, Michael Collins,
Franciska Farkas, Dijana Pavlovi¢, Richard R. O'Neill, Mihaela Dragan —
Roma Heroes: Five European Monodramas, Publisher: Women for the Future
Association/ Independent Theater Hungary, May 29, 2020.

Although it has been argued that the Roma theatre has existed in
Europe for over a century, this phenomenon is still an enigma today due to
lack of data. According to other opinions, this tradition dates back to 1930
and is linked to the former USSR, where the Romen Theatre was founded,
serving the political ideology of the time. Whatever the origin of this cultural
activity, Roma plays were never collected, much less printed in a volume.



PAL BOJTHE

Currently, the only international Roma theatre festival in the world is held
in Hungary. The readers of the volume hereby reviewed, are fortunate to see
the first collection of Roma plays ever published in the world. Roma Heroes:
Five European Monodramas is an exceptional collection of dramas and a special
cultural history volume. The drama collection was compiled with great care
and a lot of work. In the collection we can read five different dramas written
by five European authors.

Before writing anything about the five monodramas listed in the
volume, it is worth carefully studying a very important aspect pertaining to
it. This, together with the Introduction and Preface, is so rich in content that
an entire review could be written about it alone. In Eastern Europe, and
particularly in Transylvania, it is highly unlikely that anyone is unfamiliar
with the Roma. Depending on our way of life, our relationships, our interests,
we may have been relating to these people in various ways, from total
indifference making friends and all the way to starting a family together. The
book, and therefore this review, is also about people who may not get
enough attention, and if they do, it may not be for the better.

Among others, Rodrig6 Balogh himself writes about these things; even
after twenty years of work, he cannot sit back, and as this volume proves it, this
struggle —in which he is not alone — has not been in vain. His words convey not
a plea as much as an expression of his concern with the future of the next
generation in his community. He managed to find collaborators of different
ethnicities to achieve his goals, and to get support from the authorities, so he
feels that this struggle, the struggle of the Roma, is not a hopeless cause.

In the Introduction, the writer and journalist Szilvia Sisso Artner states
that this is an exceptional collection of plays, a landmark of cultural history.
She then goes on to summarize the plots of the plays, and concludes: “It was
only the most important reading experience of my adolescence, Harper Lee’s
“To Kill a Mockingbird!” that struck me as powerfully as this volume.” So,
let’s see the authors and their works!

Actress and playwright Mihaela Dragan, born in 1986, is a multifaceted
artist with an education in theatrical performance, living in Bucharest and
Berlin. In 2014, in collaboration with other Roma actresses, she founded
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NOEMINA CAMPEAN

regarder la pensée freudienne comme « un instrument d’analyse culturelle »
(p. 10), vraiment nécessaire, qui fait 'anthropologie de la psychanalyse ou
bien qui psychanalyse I’anthropologie : quelle que soit la situation, les deux
se regardent en réciprocité et en complémentarité. Pour conclure, le trou de
I'inconscient dans le savoir anthropologique reste naturellement le désir et
la demande de I’anthropologie vers la psychanalyse.

NOEMINA CAMPEAN

Forum du Champ Lacanien, Roumanie
noemina.campean@gmail.com

232



	00cover1
	0_editorial_1_4
	00_Cuprins_5_7
	Blank Page

	00aForeword_9_11
	Blank Page

	00bIntroduction_13_20
	01aTitle_section_21_22
	01Szekely_23_34
	02BoteaBucan_35_54
	03Cosma_Constantiniu_55_80
	04Draghici_81_98
	05Patureau_99_117
	Blank Page

	06Popovici_119_140
	07Zenko_141_164
	08Odangiu_165_188
	09aTitle_section_189_190
	09Pancu_Interview_191_201
	Blank Page

	10Anton_IepureGorski_203_213
	Blank Page

	11aTitle_section_215_216
	11BookRev_Teodorescu_217_221
	Blank Page

	12BookRev_Bojte_223_228
	13BookRev_Campean_229_232

