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preface

This book is dedicated to students interested in theater and 
to fellow colleagues around the world from whom I’ve got-
ten so much inspiration.

Theater has the gift of creating new worlds, new lan-
guages on stage. My belief is that we must continue creating 
visionary worlds, universes that could not exist anywhere else 
but on stage. This is indeed a privilege, to dream of other re-
alities than our own, realities that reflect – with the help of 
the spectator – on how our present realities are impoverished 
by a lack of imagination. Artistic activity is a reflection on 
reality, the process of thinking about reality and not merely 
an intellectualization of it. The spectator comes up with 
their own understanding and interpretation by employing 
their personal imagination and life experiences to relate to 
what is seen on stage. In the process of understanding theater 
it is more important to explore than to understand. The goal 
shouldn’t be for the viewer to completely comprehend ev-
erything, but, rather, for the audience to probe the theatrical 
universe in front of them and to enter into dialogue with 
the performance’s language and form. According to Hans-
Thies Lehmann, theatrical form (especially of the postdra-
matic variety) is marked by multiple hiatuses – breaks, lacu-
nae, or gaps – that spectators actively work to fill with the 
imagination. This collaborative discourse between the spec-
tator and the theater’s “openings” of signification was named 
by Lehmann as the theater of lack.1 

1 Lehmann presented his theories during an international workshop 
and seminar for young artists held at Kortárs Dráma Fesztivál KDF 
Budapest, Hungary in Nov. 26. - Dec. 3. 2007. The references to 
Lehmann 2007 are written based on the lectures professor Lehman 
gave during the English language seminar where the author of this 
book participated.
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In his masterwork, The Empty Space, Peter Brook writes 
about the liberating work that the actor needs to complete 
in every rehearsal process, every performance, and every role. 
(Brook 1996) Without a constant re-invention of the self, of 
the identity, theater work is only a barren waste of energy. 
If the actor fails to liberate themselves from the confines 
of the self, the only result will be a deadened and deadly 
theater. Professor Cojar says the same thing in a short sen-
tence about the art and calling of the actor: faith is the road 
towards essence (Cojar 2006). In the art of theater, in the 
work of both the actor and the director, essence is about the 
search for identity. Professor Béres considers that the cre-
ative artist is always creating an emergent and unique world 
of values which was nonexistent until that moment, and that 
this new reality begins to circulate through human existence 
via the actor’s performance. (Béres 2000) This ephemeral, 
here-and-now characteristic of theater is the cradle of new 
identities that appear and disappear both within and beyond 
theatrical performance. 

Questioning the functional structures of society is an 
omnipresent theme since the two world conflagrations have 
shaken our continents and wars keep us thirsting for peace. 
It is not only in politics (leadership structures, female under-
representation, minority representation, etc.) and in daily 
life (sustainable living, ecological footprint, diversification of 
family models, etc.) that we experience the need to change 
structures; this need for social transformation is being mir-
rored in the arts.

Today’s theater already questions traditional structures: 
the hierarchical operational customs and the behavioral pat-
terns connected to it, the power position of the omnipotent 
theater director, the pedagogical role of theater etc. Four ba-
sic questions are always asked again whenever we are mak-
ing theater: why are we doing it, what do we want to com-
municate, how do we want to communicate, and, especially, 
for whom are we creating the work?
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Let’s start with the “what” question. What do we intend 
to present on stage, or in any space where we make theater? 
Whatever we present expresses our mindset, our artistic ap-
proach to the subjects, themes, or problems we want to ex-
plore with the audience. Directing is no mere technical exer-
cise in effectively “setting the scene,” but is a communicative 
practice that shapes and conditions how meaning is gener-
ated via the theatrical medium. As Patrice Pavis so keenly 
notes, the metteur en scene (the task of “putting on stage”) 
is different from directing, not only etymologically and in 
terms of their distinction in theater history and theory, but 
also when looking at the concrete demands of their respec-
tive tasks. (Pavis 1998)2 In my mother tongue, “metteur” or 
“putting” could be translated as “to make something stand 
on its feet” or even “to make it work on the stage”. When 
taken in this more metaphorical sense, the phrase metteur 
en scene is neither derogatory nor opposed to the work of 
directing but, on the contrary, offers me freedom to contem-
plate how I can make my theatrical ideas stand up on their 
own two feet on today’s stage.

Contemporary authors from Romania have continuous-
ly impacted my work. Their writing and theatrical sensibili-
ties inspire new collaborations, projects, and performances. 

2 “It is difficult to make a definitive statement about how appropri-
ate and important the director is in theater creation for, in the last 
analysis, the arguments always come down to a question of taste and 
ideology, and not an objective aesthetic debate. We will simply say 
that the director exists and makes his presence felt (particularly when 
he is not equal to the task) in the stage production. During the 19605 
and 19705 the director was challenged periodically by his „colleagues” 
- actors feeling hemmed in by overly - tyrannical instructions, stage 
designers wishing to catch the artistic team and the audience in the 
trap of their machinery, „collectives” rejecting any distinctions within 
the group and proposing a collective creation and, most recently, cul-
tural animators acting as an intermediary between art and its market-
ing, between artists and city - an uncomfortable position, perhaps, but 
a strategic one.” (Pavis 1998, 104-105)
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I have directed and/or translated (or helped produce) 
texts from each of the authors presented below. As I explore 
their dramatic universes, I will attempt to discuss the the-
atrical and social interests of contemporary Romanian play-
wrights. These plays, written in either Romanian and Hun-
garian, tell us about the way we think about theater here in 
Central-Eastern Europe: what we communicate with our 
theater and how we try to deal with the historical past that 
has imprinted itself upon the culture of this region.

Throughout these chapters, I have inserted exercises 
that I recommend for theater students and professional ac-
tors. These exercises incorporate insights gained from years 
of directing and my last ten years of teaching at universities 
in Europe and the US. They are also an acknowledgement 
of the wisdom gleaned from my encounters with fellow art-
ists, teachers, and students from so many different countries. 
From Berkeley, CA to Chicago, IL to Zürich, Switzerland 
and Alexandria, Egypt, the diverse local and global cultures 
of these places have not only impacted my way of thinking 
and perceiving the world around me but have shaped my 
personal approach to theater-making. And, of course, the 
common goal of making theater together has enriched my 
appreciation of cultural difference, as well as my search for 
genuine theatrical languages understood by all involved.






