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Sasha Waltz, Körper. © Foteini Christofilopoulou. 
 Source: https://dancetabs.com/2018/03/sasha-waltz-guests-korper-london/

The choreography is defined by both static and architectural compositions, 
which are created by the “collective body” as a carnal substance that undergoes 
material combinations. The imagery relies on a massive, fragmented, human 
body simultaneously deconstructing and reconstructing itself  while proposing 
recognisable apocalyptic references, which include not only images from the 
Holocaust but also various other universal and atemporal symbols (Borges, Nahra, 
2020, p. 35). The idea of  a choreographic performance as “anatomic theatre” 
is what keeps the composition together; it is expressed through the impactful 
symbol of  the “mountain of  bodies,” evoking images from concentration 
camps. Körper is the perfect example of  a visual composition created through 
choreographic symbolic support and a plastic dialogue between the individual 
and the collective body. The metaphoric images which recall anatomic fragments 
dominate the landscape and create an illusion enhanced by the effect of  nude 
bodies sliding along a glass wall. S., the second part of  the trilogy, functions as a 
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Abstract: This article is addressed to stage performers and directors, offering alternative 
ways of thinking and interpreting a role while using Shakespeare’s Hamlet as a pretext 
- both the play and the lead. In my gendeconstructed and genreconstructed vision, the 
main character’s female physical body is forcefully substituted by the politicised body 
(male, royal, learned) imposed by societal expectations. Its practical utopian aim is to offer 
female actors new roles and possibilities, new visions of dusty classical roles. My “personal 
and political” standpoint is to advocate for more female roles and, implicitly, more jobs 
for women in theatres. Most classic plays predominantly feature male roles, which are 
forever reiterated onstage. However, in the following article’s view, the male characters 
can be challenged and transformed into female characters, the character’s gender, going 
beyond the character’s exterior looks – which would easily be obtained using travesty.  
The following analysis proves that changing the gender of a character will generate a 
vital change for the whole play. It will function as a de-peripheralized stage catalyst, 
forcing the sexist heteronormative classical plays to actually work for women, for female 
actors. This transformation will also give the play a Camp aesthetic, challenging and 
ultimately changing the conventional genre of the play.

Keywords: Body politics, gender studies, queer theory, Re-Con-Queering Shakespeare, 
gendeconstruction, genreconstruction.

How to cite: Nedelea, P. (2023) “A Stage Proposal for Hamlet’s Politicised Body: 
Requiem for a Woman Born to be King”, Concept 2(27), pp. 141-152. DOI: https://doi.
org/10.37130/58a94m77

Actors are the original poststructuralists, assuming, throughout 
the history of  theatre, that the author does not control the 
play, the interpreter does; and that, indeed, there is, for the 
purposes of  performance – which are, after all, the purposes 
of  drama – no author, only an infinitely mutable script.

Stephen Orgel, Authentic Shakespeare 

The Character’s Politicised Body

Inscribed in the Body Politics theme, the following piece is a stage proposal, an 
invitation, a fresh appetizer offered for future stage practices, revealing the way 
in which the processes of  gendeconstruction1 and genreconstruction2 work in practice. 

1   My term; it refers to the deconstruction of gender within the discourse that deconstruction 
operates on. Gendeconstruction is related to Queer Theory and desire. See Nedelea, P. (2012) 
Femina Ludens: Re-Con-Queering Shakespeare. Pittsburg: RoseDog Books, Dorrance Publishing, p. ix. 
2   My term; it refers to the reconstruction of the genre of the discourse that deconstruction 
operates on. When applied to a play, gendeconstruction tends to determine also a process of 
genreconstruction from a serious/tragic genre into a comic one. While gendeconstruction is related to 
Queer Theory, genreconstruction is linked to Camp Theory. But its meaning is more restricted than 
Camp, for it refers to a transformation of one literary genre into another (Nedelea, 2012, p. x).
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Addressed to stage performers and directors, this article proposes alternative 
ways of  thinking and interpreting a role while using the “most classical role” of  
“the most classical” playwright ever, that is, Shakespeare’s Hamlet, as an example. 
In such gendeconstructed and genreconstructed vision, the character’s physical 
body (female, native) is forcefully substituted by the politicised body (male, royal, 
learned) imposed by social demands. 

The practical aim of  my proposal is to offer actresses new roles and 
possibilities, new visions of  dusty classical roles. My standpoint, as an actor and as 
a feminist (because „personal is political”), is to advocate for more roles for women 
and, implicitly, more theatre jobs for women. But how could we get there, as male 
roles are predominant in classic plays, which are forever reiterated onstage? In my 
view, the male characters can be transformed into female characters3, meaning 
the character’s gender, not just the character’s exterior looks, which would be easily 
obtained using travesty. Changing the gender of  a character will become, as we 
shall see, a major change for the whole play. It will function as a de-peripheralized 
stage catalyst, forcing patriarchal classical plays (which were, are, and will be 
endlessly performed on stage) to actually work for women. At the same time, it 
will implicitly change the genre of  the play.

Performance Studies scholars have shown that Shakespeare’s text is just 
one of  the many factors that give meaning to a performance:4 The directors and 
performers are not just the Bard’s interpreters, they are also makers of  meanings. 
There are clear signs that a feminist Ophelia is doable (Barber, F., 1988, p. 138), and 
so is a powerful Isabella,5 and two women can interpret (using travesty) the roles of  
the two gentlemen of  Verona;6 ‘we find only what we are looking for or are willing 
to see’ (Orgel, S., 2002, p. 186). I suggest we can go way deeper than that. 

When an actor is preparing for a role, a common method to start tackling it 
is to imagine the character’s biography. By starting to study a dramatic character, 
the actor (in our case, the actress) tries to imagine the character’s biography in as 
much detail as possible. In the following paragraphs, I shall offer some examples 
of Femina Ludens characters’ biographies in order to show the way those possible 
biographies might work on stage; in the process, these biographies might actually 

3   This change would also work the other way around, transforming female roles into male 
roles; the result would still be a Camp-ish change, but it would not serve my declared political 
purpose.
4   Bulman, J.C. (1996, pp 1-11); Worthen, W.B. (1997); Hodgdon, B. (1998). For an opposite 
(and older) opinion (showing Shakespeare’s texts as stable and authoritative) see J. L. Styan, 
J.L. (1977). 
5   Stevenson (who has played Isabella’s part) interviewed by Rutter, C. (1989, pp 45 and 48-49). 
On the same performance see Penny Gay, P. (1994, pp 138-139).
6   The University of Pennsylvania’s Theatre Arts production Two Gentlemen of Verona (1999), 
directed by Cary Mazer, is quoted in Werner, S. (2001, 96-98).
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transform the whole network of  sexual relations between the characters of  the 
play, as well as the genre of  the play: from a tragedy or a problem play into a 
Camp7 comedy. 

The following stage proposal will address Hamlet, the most iconic dramatic 
production of  the Bard and the greatest pop-iconic tragic male character. It is 
well-known that the role of  Hamlet has been played by many great actresses 
in drag – Charlotte Charke, Sarah Siddons (in the XVIIth century), numerous 
actresses during the XVIIIth century, and the famous Sarah Bernhard (onscreen) 
(Howard, 2007). What I bring forward is a variant in which Hamlet is not only 
played by a woman, but is a woman. Let us see how the characters’ motivations 
and relations might change in this particular case; subsequently, we will witness 
the way in which, through the process of  gendeconstruction, the play ceases to be a 
tragedy (ait actually goes through a genreconstruction process).

Let us imagine that the character of  Hamlet is a woman, and that all 
her fluctuations and doubts are the result of  her incapacity to decide whether 
she should “come out” as a woman or not, due to all the implications of  such a 
gesture, especially the political ones. This Hamlet variant – whom I will refer to as 
“h.” – not only did not love her father, but she hated him fiercely. The seriousness 
of  the play fails in moments such as those when her intentions are misinterpreted 
as sexual by Ophelia, while Horatio, on the contrary, interprets her affection as 
just friendship. Other Camp and genreconstructive moments might be the ones when 
the patriarchal ghost appears and demands revenge for his death or the final duel, 
a masquerade that ends with h. killing Claudius by accident. 

The Princess h.’s Politicised Body

Let the alternative imaginary biography story begin. Hamlet, the king of  
Denmark, has a fair one-to-one fight with Fortinbras, the king of  Norway, who 
claims Hamlet’s throne. Gertrude, Hamlet’s queen, who has finally managed 
to become pregnant, insists on witnessing the fight (the whole court is present, 
foreign observers as well). But she will not remain seated in her high-ranking 
seat to see the end of  the fight; before the start of  the second round, she was 
already delivering the baby. The moment Hamlet is almost defeated, he hears 
his newborn screaming and proudly utters the words “This is my son’s country” 
while stabbing Fortinbras to death. Exhausted but filled with joy, King Hamlet 
breaks into his wife’s chamber in order to kiss his newborn son. “Where is my little 

7   See Sontag, S. (1964) Notes on Camp. in Camp – Queer Aesthetics and the Performing Subject: 
A Reader (1999) Ed. Fabio Cleto. US: The University of Michigan Press, UK: Edinburgh 
University Press, pp. 53-66.
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Hamlet?” he asks. Gertrude does not answer. Not because she is dead; worse than 
that, because the little baby is a girl. 

The court is waiting to see the baby boy, the future ruler who has brought 
them peace with his very birth. The king should tell them the truth, but his pride 
makes him take the baby, cover her with a cloth, and show her to his people. 
“Hooray!!!” This avoidance of  an embarrassing moment will later be paid for 
with a life of  lies. Time passes, and the king still awaits a “real” boy, his true 
inheritor. He dreams about this boy every day. “Then, after my baby is born, h. 
will just disappear from the court. We’ll put her in a nice convent.” This is how 
the unhappy father would delude himself. Years pass by, Gertrude would never 
get pregnant again. The king would make love to her three or four times a day; 
collective prayers are held on a regular basis; doctors, witches, and alchemists 
are paid to make a miracle happen. But they have all ran out of  miracles ever 
since h.’s birth. The baby’s first scream (according to the legend, it was the word 
“daaady!”), which saved her father’s life while allowing him to win the battle, was 
the last miracle that happened at the court.

h. is a prodigy child. By the age of  three, she is already able to write. At 
four, she already speaks Latin and even some Greek. At the age of  five, her parents 
explain to her that she is the first woman-actor and that the world is a stage on which 
she has to play the role of  a boy. This is the big secret that will forever unite the only 
three who know about it. This family becomes a royal trinity (we can assume what 
happened to the royal doctor or to the servants that assisted her birth). The father 
promises the little girl that, provided she keeps the secret, he will love her as much 
as he would have loved his son. When she is seven, h. starts to read Plato. Soon, it 
will become clear to her that all the books were written by men. But were they really 
men, she wonders, or perhaps they were “men” like her?  

h. is being raised as a prince: her education encompasses both mind and 
body. She excels in sports and arts made by men for men. She is not allowed to 
play with other children, except for two boys, Rosencrantz and Guildenstern, the 
sons of  noblemen; these two boys used to undress and play a secret funny game, 
but when they invite h., she turns them down, because then they would find out 
that she is not like them. She finds them boring anyway; her only friends (if  one 
can call the people one laughs with “friends”) are some actors who used to stop by 
the court to play their plays and tragedies. Most importantly, she befriends Yorick, 
the old jester, a man wiser than Plato, who reveals to her the most important 
things, such as that man and woman are all the same after they die.  

It is a bit complicated to state whether h. loves her mother or not. They 
used to spend plenty of  time together, breathing the same air. However, the two 
women do not talk much. h. would read her philosophy books, while Gertrude 
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would do women’s stuff: she likes to embroider covers for h.’s books. These covers 
usually depict visual versions of  the historical battle scene between Hamlet and 
Fortinbras and the miraculous moment h. was born. 

The moment h. tells her parents about her wish to go to university in 
order to study philosophy, all of  a sudden, they remember that she is actually a 
girl. “The university is not for women,” says the king. “Why not?” Gertrude asks. 
“I’m not a woman, father,” says h. After h.’s departure, the queen feels lonely and 
unhappy. She is in her forties, but that is not the reason. The king will not have 
sex with her anymore; his hope to have a boy someday has faded away. This is the 
moment when Claudius, the king’s brother, stops by. Suddenly, she finds a reason 
to live: there is a guest at the court, and he must be treated right.

At Wittenberg University, h. finds a trustful friend, a clever guy, and a fair 
man, all in one person: Horatio. She thinks she could love and marry him if  he 
ever loved her as a woman. Many people suspect h. is gay because of  her lack of  
interest in women. Still, some courtesans would spread the word that they spent 
the night with him/her and that he/she was spectacular in bed. Some men would 
also claim the same. Soon she receives the news about her father’s death, and that 
is when h. decides to start living a real life. She will attend the funeral and she will 
tell the truth about her gender identity. Her father is dead, and the promise about 
keeping the secret accompanies him to his tomb. Before she leaves Wittenberg, h. 
will tell Horatio the shocking truth about herself.  

Now that her father is dead, for the first time in her life, h. has the 
possibility of  choosing between “coming out” as a woman or “staying” as a 
man; she now has the gender choice. To be a man would mean keeping on 
lying (in order to please a dead father) and eventually becoming the king of  
Denmark. To be a woman would mean she could marry Horatio and have 
children with him (at least one boy!). To assume her future life role of  being 
a woman would mean she would have to study girlish behaviour; therefore, h. 
starts flirting with Ophelia, the pretty but not necessarily smart daughter of  
Polonius. On the other hand, to be a man would mean she would be able to 
read and learn whatever she pleased, to have the freedom to stay or go, while 
being a woman would mean embroidery and getting bored, trying hard to get 
noticed by a man and lure him into marrying her.

They say men are clever, they fight fairly and write books in which they 
are searching for the truth (without ever finding it, but that is another story), while 
women are led by their sexual instinct and by men, and they will stop at nothing 
to satisfy their lust (for instance to legally re-marry right at the beginning of  the 
mourning period, as Gertrude did). h. worries that, the moment she reveals her real 
gender, all the defects of  womankind would suddenly be attached to her name. To 
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be neither man nor woman then seemed to be the best choice. Everyone blames 
h.’s sorrow on the death of  the father and the marriage of  the merry widow. All 
the talking about human nature and the common-versus-particular issue is very 
close to h.’s thoughts, but in a different way from what the others could even 
assume. Her mother’s question: “If  it be [common]/Why seems it so particular 
with thee?” (Hamlet, 1.2.277-8) gets on h.’s nerves. The queen is so taken with 
her new life that she does not even try to understand her daughter’s thoughts. 
This is why h. so brutally answers her: “Seems, madam! Nay, it is; I know not 
‘seems»,’” (Hamlet, 1.2.279) meaning: “Yes, not only do I seem uncommon, but I 
am uncommon; I am a case, a particular uncommon in-between character, and 
you know it.”

h. would look at her mother and realise that apparently the queen could 
not care less about her dead, loving husband. “This is how women are,” she 
would then think, and “I definitely do not want to be one of  them”: “Frailty, 
thy name is woman.” (Hamlet, 1.2.350) Of  course, at the same time, she cannot 
help but think of  her own “frailty” as well: the present one (determining the lack 
of  decisiveness in her acts) and the future, unimaginable one, that comes after 
becoming a woman (like Gertrude or Ophelia). Horrified by this vision, h. decides 
not to choose the way of  a woman. And this is the exact moment when Horatio 
and two other men enter the scene. This is when h.’s decision vanishes into thin 
air: Horatio came here for her. However immediately after, h. meets the ghost of  
her father, who asks his “son” for revenge. Even the ghost of  her father does not 
treat her as the daughter she really is. Since Orestes refused to be born, Electra 
has to do everything in his place. 

The Body, the Soul, the Spirit, and the Corpse

h. appears to be avoiding physical contact with other people; she cannot stand men’s 
touch even when they want to protect her; even when in contact with Ophelia, as 
we know, she barely touches her wrist. She touches books instead of  people, and 
she will die by the poisoned “touch” of  a sword without any bodily contact with her 
killer. h. rejects human touch; she rejects the flesh (including her own). The flesh, 
that is, women’s flesh, her mother’s flesh, is to blame for everything. While hating 
flesh, h. is fascinated by bones. While death is ungendered, life is always gendered. 

h.’s indecision is directly related to her body; it refuses to be a man’s body; 
she calls it “this body” (Hamlet, 1.4.718) instead of  “my body” (Hamlet, 2.1.1035-
41). This objectification of  the body also implies that she hasn’t decided what to 
do with it just yet: whether to accept it, along with its sexualities, or to deny it and 
keep on hiding it. She is not afraid of  what lies outside (ghosts, for instance), but 
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of  what lies inside, her corporeality. The same dichotomy, appearance–identity, 
is present in the ghost’s speech. Her father’s ghost talks about the father as if  they 
were different identities. The ghost only bears the dead king’s appearance, it is 
not the dead king himself. Taking this into consideration, it is safe to assert that 
there are not only two but four participants in the scene of  the dialogue on the 
platform: a body (in conflict with the soul), a soul (tortured by its corporeality), a 
spirit (which seems to be misinformed about the true story of  h. and treats her as 
a man), and a corpse (the ex-tyrant who becomes the victim). The spirit laments, 
revealing the dead father’s demand to be avenged. The soul gets the message. 
However, the body does not get the chance to speak for itself.

h. suffers a double shock during this encounter: She finds out that Claudius 
killed his brother (so, as it turns out, it is men who are the meanest ones); she also 
finds out that the ghost asks her to kill Claudius. The tyrant’s wish is to make her 
behave like a man again and fulfil a male duty. If, up until that moment, she had 
doubts whether she wanted to be a woman or a man, from then on the gender 
choice would be transformed into a dilemma about duty and responsibility. If  h. 
were to behave in a “mannish” manner, she would avenge her father’s murder 
and become the king of  Denmark; this means that she would assume this male 
role for the rest of  her life. If  h. were to behave in a “womanish” manner, she 
would sit aside, waiting for heavenly justice to take care of  everything, and she 
would do that for the rest of  her life.

h.’s first impulse is to rise against this tremendous obligation imposed by a 
dead but still present father. She desperately tries to reveal herself  as a woman and 
hence, get rid of  the new burden. She runs to Ophelia’s room, determined to come 
out and expose her female body to the other young woman. She runs to Ophelia:

with his doublet all unbraced;
No hat upon his head; his stockings foul’d, 
Ungarter’d, and down-gyved to his ancle; 
Pale as a shirt; his knees knocking each other; 
And with a look so piteous in purport 
As if  he had been loosened out of  hell, 
To speak of  horrors (Hamlet, 2.1.1035-41)

to find support in this girl who gets interrupted from her sewing. But Ophelia is 
not able to understand h.’s painful dilemma. h. will then repeat the same scene, 
motivated by the same hope of  being understood by another woman; she runs to 
her mother’s bedroom, starting a discussion about the “inmost” part of  her, her 
female hidden part, her female body evidence, which is a reflection of  Gertrude, 
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the woman, the queen: “You go not till I set you up a glass / Where you may see 
the inmost part of  you.” (Hamlet, 3.4.2405-6) Gertrude, terrified that Polonius, 
hidden behind the curtains, will hear her royal secret, screams for help. Polonius 
rushes to her help; through his incidental death, he actually helps the queen get 
rid of  the unpleasant, unwanted conversation. h. will end up behaving in a manly 
manner by accident; she will kill a man with her sword. Faith has decided for her.

Claudius has no idea about h.’s real gender. If  he had known the truth, he 
would be relieved: a girl is less dangerous than a man. In her disappointment, h. 
oscillates between the only two possible genders of  her time: she is disappointed 
by both woman and man, and when she says that “man delights not me; no, nor 
woman/neither,” (Hamlet, 2.1.1402-3) she actually means it. h.’s pain is her lack of  
models on both sides. The two female models, the dumb, daddy’s girl Ophelia 
and the nymphomaniac queen, seem as terrifying as any other patriarchal model 
-the tyrannical father who had transformed her into a boy, his brother and killer, 
or the stupid spies. Perhaps Horatio really is a valuable model (at least she sees 
him that way), but in this case another poignant problem lies beneath: h. may 
want to be with him, but certainly does not want to be like him. In the end, being 
human does not seem to be a good choice in any of  these cases.

The responsible figure for all h.’s dilemmas is the patriarch himself, who 
has rejected her as a daughter from the very beginning but does not hesitate to 
come back after his death and ask her to avenge him; he is Jephtah, the judge that 
did not love his “fair daughter” (quite a transparent allusion, in Hamlet, 2.2.1482-6). 
Then, with the arrival of  the actors, another possible solution also comes forward. 
h. knows theatre, she has practised it since birth. The actors are transvestites, 
like her. Suddenly, h. finds herself  hoping she has found a non-violent solution 
because she blindly believes in the powers of  theatre. If  Claudius gets to see his 
crime on stage, he will fall into this trap and instantly confess everything. Then, he 
will be punished, and everyone can go home in peace. This optimistic-pacifistic 
vision certainly gives a clear hint at h.’s gender.

Of  course, things happen in a different way. Before her death, h. asks 
Horatio to spread her painful yet true story because Horatio is the only trustworthy 
witness to her life and death. And so he does, and he will make her story immortal. 
He will not forget to say that the prince was not guilty of  the crimes. He will not 
hide any of  “carnal, bloody and unnatural acts;/Of  accidental judgements, casual 
slanders;/Of  deaths put on by cunning and forc’d cause.” (Hamlet, 5.2.4049-50). 
Horatio will tell it all, carefully restoring his sweet prince’s voice. He will patiently 
dictate the entire story to one of  the actors so that they can later stage it. There is 
only one small gender detail that was left out. 
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Conclusion

The method proposed by me and exemplified by working on Hamlet (the 
character and the play) offers a chance to reinvent and revive the classics (all the 
classic dramatists, not just the old Bard, mentioned here as an example). All the 
lines of  the play are here to stay, while the meaning is twisted in a new, coherent 
and interesting way.  The process of  reinventing the characters’ gender offers 
infinite ludic alternatives to the old plays and, as a follow up, it reconquers, even 
recon-queers the stage by transforming the play’s genre. 
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Abstract: This article explores the extent to which the actor’s face has impacted society 
to the point that it is no longer a personal possession and that its usage and context 
are difficult to control. I bring together perspectives from visual studies and celebrity 
studies to address the issues of face borrowing and identification. I examine the 
engagement of the general public with the actor’s face in an attempt to create the basis 
for a critical analysis. I propose viewing the actor’s face as an image-object, detached 
from the physical body and able to travel without the actual presence of the actor. Three 
defining stages are identified in social behaviour that are a direct result of capturing the 
face in a photograph: detaching, owning and wearing the face. The need for intimacy 
and identification that governs the relationship between audiences and celebrities has 
an effect on the handling of images of actors. Furthermore, this article investigates the 
concurrence of technological advancements that allow individuals to use actors’ faces 
for shaping their own identities and highlights the danger that actors are facing as the 
rise of artificial intelligence can render them as replicable digital assets.

Keywords: actors, images, celebrity, intimacy, identity.
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Introduction

For centuries, starting with the first forms of  theatre, the actor’s face was hidden 
behind a mask. The actor would take a painted face, put it on his own face, and 
through a form of  ritualistic transformation, he would become someone else. 
In that process, his own face would become irrelevant. Only after the fall of  the 
mask in the sixteenth century did the actor’s face take on the role of  expressing 
the character portrayed on stage. The actor lends his own face to the character, 
and through a blending of  identities, the uniqueness of  the character thrives on 
the uniqueness of  the actor’s face. Until the invention of  photography in the 
nineteenth century, the actor’s face would be glued to the body. No travel was 
possible without the movement of  the actual body. The presence of  the face 
was linked to the presence of  the actor in a particular place and time. Only in 
rare occurrences, when a painted portrait of  the player would be exhibited for 
public viewing, could the countenance be visible without the physical presence 
of  the body. Photography forever changed that by taking an imprint of  the face 
and enabling it to travel with virtually no physical limitations. The arrival of  
mass media, later the digitalisation of  media, and the emergence of  a digital 
world pertaining to the internet have rendered the actor’s face a mobile entity 
that can be copied, altered, and transferred with almost no restrictions. The 
actor seems to have lost control over his face’s media presence and its multiple 
visual manipulations. 
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To better understand the endless propagation and recontextualisation of  
the actor’s face, it is imperative to take a few steps back and establish the ways 
in which photography has aided this process. For our analysis of  the relationship 
between the actor’s face and its public, I suggest following three defining stages. 
The first one, detaching the face, has to do with the ability of  the photograph to 
extract an impression of  the face and transport it to various places without the 
presence of  the body that contains it. Secondly, by means of  analogue and digital 
photography, the public can receive the face as an object that leads to owning the 
face. And lastly, through diverse methods of  visual reproduction that range from 
cosmetic surgery to artificial intelligence, humans are able to replicate and attach 
the actor’s face to their own body, which I define as wearing the face. In a sense, these 
stages can be observed in a condensed form in the success of  the Groucho Marx 
wearable masks, commonly known as Groucho glasses (Viegut, 2023). Made up 
of  a pair of  glasses with attached eyebrows, a nose, and a moustache, the masks 
embody the principles of  detaching the face, owning it, and then wearing it, even 
though in the case of  Groucho, it’s the face of  a character played and not of  the 
actual performer. 

Detaching the Face

We’ve had photography in our world for almost two hundred years. Its birth, 
part of  a technological and social revolution, created new means for people to 
represent and consume reality. The possibility of  having one’s portrait taken, a 
luxury that only the rich and the elites had access to in the past, by affording 
to commission painters, empowered the emerging bourgeoisie of  the nineteenth 
century. Self-representation for the newly formed social class was a need that 
would be met by the reproductive qualities of  photography (Freund, 1980, pp. 
19-35). The rapid spread of  photographic studios provided an accessible form 
of  affirmation for the middle class. It was cheap, and it was fast. People were 
able to express their newly acquired social status through images and promote 
their businesses. The carte de visite, a small format photograph mounted on a 2.5 
x 3.5 inch paper card, was increasingly popular in the 1860s. Everyone bought, 
collected, and traded them; parlours and store windows were displaying them, 
and industrialists were using them as advertising material (Volpe, 1999, p. 43). 
For actors, the carte de visite became a powerful promotional tool. In the United 
States and all across the United Kingdom, cartes de visite of  actors flourished. “It 
became essential, in the competitive struggle for bookings, roles, and professional 
recognition, that actors, artists, and musicians be photographed and their images 
be available to their public [...]” (Mayer, 2002, p. 229). It was the first time that 
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an actor’s portrait could travel to otherwise unreachable audiences. The general 
public could then put a face to a famous actor’s name that they read about in the 
newspaper. Detached from the physical body, the actor’s face would travel and 
represent its wearer, creating opportunities with booking agents, and helping to 
develop fan bases of  potential audiences.

Photography created what Susan Sontag calls “the Image-World,” a visual 
realm that surpasses reality and encourages society to favour representation, to 
prefer the copy to its original. People are no longer viewing images as a form 
of  looking at reality, but because of  the innate quality of  photography to be a 
footprint of  the real, they grasp reality as a photographic image. 

The credence that could no longer be given to realities understood in the 
form of images was now being given to realities understood to be images, 
illusions. (Sontag, 2005, p. 119) 

We see a similar argument in Boorstin’s highly popular book, The Image: A 
Guide to Pseudo-Events in America, where he points out that mass media has created a 
need for images that can only be filled with staged copies of  the real. Spontaneous 
events happen rarely and unpredictably, so the media fabricates pseudo-events, 
as Boorstin calls them, to feed an audience hungry for images. In that sense, 
the world we see is actually a fantasy, much more interesting than reality itself  
(Boorstin, 1992, p. 37). 

Actors took centre stage in this world of  mirage, becoming idols for 
the viewers. In the 1920s, Hollywood developed the star system, a process of  
manufacturing celebrities that relied mostly on the looks of  the actors and 
actresses. Besides the occasional name change and biography adjustments, a 
complete transformation of  the actor’s image was necessary. To become stars, 
chorus girls from vaudeville shows needed to be touched up so that they acquired 
the highly praised glamour (Dyhouse, 2010, pp. 9-48; Gundle, 2008, pp.179-180). 
Take, for example, Greta Garbo, considered the epitome of  glamour, for whom 
photography played a crucial role in shaping her persona. Barthes described 
Garbo’s countenance as an “Idea,” “an admirable face-object.” 

Garbo still belongs to that moment in cinema when capturing the 
human face still plunged audiences into the deepest ecstasy, when one 
literally lost oneself  in a human image as one would in a philtre, when 
the face represented a kind of  absolute state of  the flesh, which could be 
neither reached nor renounced. (Barthes, 1972, p. 56) 
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The “deity face” of  Garbo was mainly constructed through photography 
techniques like the floating face that professor Michelle Henning links to death 
masks, photographed as timeless white faces detached from a dark background 
(Henning, 2017, pp. 163-170). Here is a face that lives in its singularity, that 
becomes an object in itself  (Fig. 1). 

Fig.1 Greta Garbo, Donaldson Collection, (1929) “The Kiss” Film Still, Available at: https://
www.gettyimages.fi/detail/uutiskuva/actress-greta-garbo-poses-for-a-publicity-photo-for-the-

mgm-uutiskuva/517553038 (Accessed 6 February 2024)

When we look at the portrait of  an actor, we’re not actually seeing the 
face, but an image of  it. We can only see an expression of  that face, frozen as a 
mask, because, as Barthes puts it, photography can only have symbolic values 
by assuming a mask (Barthes, 1980, pp. 60-61). The face is something that every 
person carries with themselves, an animated structure of  muscles and skin that 
gives birth to countless expressions. A photograph, bound to capture just one 
expression, is like a mask, one that can be separated from the body. Through 
portraits, actors operate in this domain of  removed countenances. We could also 
argue that while cinema renders a sequence of  images of  the actor as a realistic 
animated experience, the extensive use of  the close-up has a similar detaching 
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effect on the face. In Gilles Deleuze’s words, the close-up “abstracts it from all spatio-
temporal coordinates, that is to say, it raises it to the state of  Entity” (Deleuze, 1986, 
p. 96). The actor’s face that we are used to seeing is thus an entity, a symbol of  
the actual moving face of  the real-life actor. Faces, or sometimes even parts of  
faces, become symbolic of  the actors that own them. Someone could use an eye 
pencil to draw a dot on the right cheek that looks like a mole, then point down the 
corners of  the mouth, and we would think of  Robert de Niro. The actor’s face 
that audiences are exposed to is in fact an image-object, a symbol that refers to the 
actual face that people could only see if  they met the actor in person. 

Owning the Face

Once photography has enabled the actor’s face, or any face for that matter, to 
become an image-object, especially by facilitating a physical reproduction of  that 
image, any person could possess it. Starting with the cartes de visite of  actors, which 
made their way into family albums amongst pictures of  relatives, people had the 
ability to own the images of  the actors they admired. Sometimes erotic in nature 
(Senelick, 1991, pp. 1-49), sometimes out of  admiration, the cartes facilitated a 
sense of  intimacy between the owner and the subject of  the pictures. As celebrity 
culture developed, actors achieved godlike status. I describe elsewhere how the fall 
of  religion in modern society has impacted celebrities, offering them a similar role 
to that of  the saints of  yesteryear (Runcanu, unpublished). Fans’ rooms filled with 
posters and pictures of  actors they worship resemble shrines built for religious 
figures. Images of  actors facilitate devotion in the private space of  the devotee. 

The rise of  television created a new type of  interaction between the 
actor and the audience, a para-social relationship, as Horton and Wohl called it, 
describing an “illusion of  face-to-face relationship with the performer” (Horton 
and Wohl, 1956, p. 215). As a result, “we inescapably enter into webs of  intimacy 
with celebrities that are based on impersonal print, photographic, and electronic 
systems of  communication” (Rojek, 2001, p. 124). Mass media intensified people’s 
identification with the stars, which was defined as “a process by which individuals 
to reconstruct their own attitudes, values, or behaviours in response to the images 
of  people they admire, real and imagined, both through personal and mediated 
relationships” (Fraser and Brown, 2002, p. 189).

The need for intimacy demands stripping away the fabricated image to 
reveal a true self  with whom identification can occur. People understand that 
constructed images of  actors are just the part that those actors are showing to 
the public. Everyone clearly recognises the difference between the public and 
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the private selves of  a celebrity. In the 1960s, actors still had control over how 
the photographers captured them during public appearances. Snapshots of  them 
attending events looked like covers from Vogue, with impeccable hairstyles and 
makeup and a radiating majestic glow (Cashmore, 2006, p. 22). The growth of  
paparazzi photography offered audiences the unseen and unfamiliar faces of  stars 
– sometimes exhausted, saggy, and unkempt, sometimes disturbed or angry. For a 
lot of  people, bringing down the idols to their level of  human experience meant 
an increased identification with them. Barry Levine, the famous tabloid editor, 
considered that “to some people, the work of  the paparazzi is as important as 
their own family photos” (Howe, 2005, p. 21). 

The illusion of  intimacy has been further enhanced with the help of  the 
bounteous environment of  social media. Celebrities have been able to partially take 
control over how their private persona is exposed. Having an official social media 
account allows them to create a direct communication link with their audiences, 
and from time to time, give them access to parts of  their lives that otherwise would 
never have met the public eye. In 2021, one of  the top five fashion models in the 
world, Bella Hadid, shared on Instagram a series of  intimate selfies in which she 
was seen crying. Her swollen face and puffy red eyes were the exact opposite of  
her usual perfect retouched look, with spotless coiffure and makeup. (Fig. 2) The 
post was an invitation to witness some of  her difficult moments by taking off the 
mask of  perfection that social media encourages everyone to use. “Sometimes all 
you’ve gotta hear is that you’re not alone. So, from me to you, you’re not alone. I 
love you, I see you, and I hear you,” said Hadid to her fans (Eckardt, 2022).

Fig.2 Bella Hadid, (2021), Available at: 
https://i.insider.com/618af85223745d001825c858 (Accessed 4 February 2023)
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What she aims to say is that her Instagram account is not just a one-way 
communication channel but that the connection is bidirectional, and that her 
followers are also acknowledged and cared about in this relationship (though we 
know it would be impossible to establish a proper one-to-one relationship with 
each of  them),  the intimate pictures standing as proof  of  that. I would argue that 
in the digital era, owning a picture does not necessarily mean possessing it as a 
physical object. Knowing its location in the file structure of  our devices or how to 
search for it online is enough to retrieve it in a matter of  seconds or minutes. If  
the picture exists and we know how to find it, we own it. We could even go back 
to Sontag, who considered that a photograph “turns people into objects that can 
be symbolically possessed” (Sontag, 2005, p. 10), so consequently consuming an 
image of  a face is an act of  possession. Conjointly we can consider that a superior 
sense of  intimacy was facilitated by the public’s granted ability to possess Hadid’s 
crying face. As Victorians were holding a carte de visite of  an actor that they most 
probably had never encountered, people nowadays are having intimate pictures 
of  their favourite stars on a device in the palm of  their hands.

Detached faces of  actors have often been loaned to third parties for 
commercial purposes. Famous perfumes incorporate celebrity endorsements into 
their branding strategy (Boorstin, 2005, pp. 38-40). In the 1930s, Schiaparelli 
haute couture house created a perfume bottle in the shape of  Mae West’s figure, 
and in the 1950s, Givenchy produced a perfume for Audrey Hepburn. Since then, 
big fashion names have associated themselves with famous Hollywood actresses. 
I can name just a few of  the lustrous faces that so glamorously inhabit perfume 
shops nowadays: Nicole Kidman for Chanel No. 5, Keira Knightley for Chanel 
Coco Mademoiselle, Charlize Theron for Dior J’Adore and Julia Roberts, and 
Penelope Cruz for Lancôme. Kidman was paid 2 million British pounds for a 
Chanel commercial for the No. 5 perfume, so lending one’s face to a company 
does come at a high cost (Wigham, 2011). Perfume is a product linked to intimacy 
and identity, so it comes as no surprise that its promotion is based on the general 
public’s need to identify and create a perceived intimacy with celebrities. Pictures 
of  actors are also being exhibited in restaurants that they have previously been to. 
It is a known practice to ask a celebrity to pose with the owner of  a restaurant to 
increase its prestige. Even though actors have no culinary expertise, their presence 
is somehow a guarantee for a tasty meal. In these cases, the actor’s face is a token 
that can be traded or borrowed for financial gain.

The representation of  the human countenance, and particularly the 
photographic picture, has always been a paradoxical play of  absence and 
presence. The portrait is rendering an absent subject present: absent as body, 
present as image. Photography’s ability to convey a truthful version of  reality has 
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been praised by some and contested by others. It is still an ongoing debate, but 
ontologically, one thing is incontrovertible: photography is a proof  of  presence. 
Unless an image has been manipulated, the subject of  the picture was present 
when the picture was taken. It is this intrinsic quality of  photography that people 
are aware of  when they meet a celebrity in real life, and ask them to take a picture 
together. It is presence captured in a photograph. A selfie with an actor is an image 
with two faces: one of  the taker of  the picture, and one of  the person who offers it 
as a free token to validate a special encounter. As the actor leaves, his detached face 
remains in the possession of  the fan, as proof  of  a fleeting moment of  intimacy.

Teenagers used to cut out actors’ faces from magazines and newspapers, 
and add them to their journals or personal albums. We can understand this 
process as a further detachment of  an already detached face with the purpose 
of  integrating it into someone’s personal life or identity. A general ownership 
of  the magazine as an acquired object transmutes into a specific ownership 
of  the particular face that was taken out of  its editorial context, and relocated 
into a personal one. Once re-detached, the face is recontextualized, acquiring a 
different existence and meaning. An example of  recontextualization of  famous 
faces happens in fake celebrity porn, where pornographic pictures or videos are 
digitally altered by attaching celebrity faces to naked bodies, engaged or not in 
a sexual act. The actresses, as this is a practice predominantly targeting female 
celebrities, appear to be inhabiting an erotic context that was never real and was 
created for the sake of  the viewer’s sexual fantasies (Popova, 2019, pp. 6-8). The 
law is still unable to protect individuals whose faces are used in digitally altered 
pornographic material (Harris, 2019, p. 128). It seems that once a face has been 
detached from the body and has entered the public sphere, the ownership and its 
usage can never be fully controlled.

Wearing the Face

We have established that, through the use of  photography, the faces of  actors can 
be detached from the body, owned and recontextualized by others. By mentioning 
fake celebrity porn, we’ve glimpsed at the possibility of  faces being attached to other 
bodies. Famous faces can be worn on clothing in a manner that is, most of  the 
time, legally and commercially constrained. Faces can also be worn directly on 
the body as tattoos. Tattoos are subject to copyright laws (Wills, 2021, pp. 625-
626), but infringements are not easily solved. At the time of  writing this article, an 
ongoing trial has yet to decide if  tattoo artist Kat von D has infringed photographer 
Jeffrey B. Sedlik’s copyright of  a photograph of  Miles Davis by using his picture 
as reference for a tattoo created on one of  her clients’ arms (Luck, 2022). (Fig. 3)
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Fig.3 Kat von D, (2017), Available at: 
https://copyrightlately.com/wp-content/uploads/2021/02/Kat-Von-D-Tattoo-Case-Graphic.png 

(Accessed 6 November 2023)

Tattoos work in a majority of  cases as tools for integration in a specific 
group of  people; they are shaping self-identity by expressing interests and beliefs 
and are usually personally meaningful (Rees, 2022). Wearing an actor’s face on 
the body can be viewed as a public display of  affinity, but we can assume that it is a 
result of  a perceived intimate connection with the actor. Sometimes identification 
can take drastic forms, such as shaping one’s face to resemble a celebrity through 
cosmetic surgery (Blum, 2003, pp. 145-187). At the core of  celebrity culture lies 
“the desire to imitate or copy” (Elliott, 2011, p. 140). Research has shown that in 
young adults, “higher levels of  celebrity worship will be associated with elective 
cosmetic surgery, with the individual establishing an identity using the celebrity 
as a physical exemplar” (Maltby and Day, 2011, p. 488). A reality TV show aired 
in 2004 and 2005 on MTV called I Want a Famous Face focused on regular people 
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undergoing plastic surgery to look like Brad Pitt, Kate Winslet, Pamela Anderson, 
Britney Spears, Elvis Presley, and other celebrities. Imitating a face through 
medical intervention is always mediated by images, as people don’t really have 
access to the original face. Examining photos of  celebrities, and then creating an 
‘after’ picture of  the patient to resemble those pictures are the initial steps that set 
out the plan for the procedure. It is the detached face of  the actor that is copied 
and carved onto a new body.

In the digital world, wearing an actor’s face is much easier. With the 
evolving technologies of  machine learning and artificial intelligence, deepfakes, the 
changing of  facial appearance to resemble someone else, can be used by practically 
anyone. Apps like FakeApp or Faceswap can be used by amateurs to look like 
celebrities. An aspiring American actor has gained massive success on social 
media platform TikTok by using deepfake technology to create videos in which 
he acted as Tom Cruise (Fisher, 2022). Deepfakes are not only meant for personal 
use. The advertising industry has already integrated them. In 2021, a Russian 
telecommunications company created an ad where one of  the characters had the 
face of  the famous American actor Bruce Willis (Coffee, 2022). As I’m writing 
this article, the actors’ strike in Hollywood between the SAG-AFTRA Union and 
the studios has been going on for 116 days without reaching a deal. One of  the 
main goals of  the Union is to prevent production companies from using artificial 
intelligence to scan actors’ faces, and then generate digital performances, in effect 
replacing actors on set. If  the actor’s face has become a digital asset, specific laws 
must be put in place to control its usage and manipulation. 

Conclusion

Theatre is a medium that is part of  a system of  iconic signification, and its basic 
unit is the image (Rozik, 2007, p. 19). Whether it was a mask or the real face, the 
actor operated with images of  faces. As soon as the face could be detached from the 
body by means of  media replication, the image became an object that could have 
an existence of  its own. As an object, whether physical or digital, the face borrowed 
the properties of  a mask. It can be owned, altered, and borrowed. It can be attached 
to different bodies, recontextualized, and have its significance and uses changed. 
Before the invention of  photography, the actors’ face was appurtenant to the body. 
It was a tool that could only be used by its owner. Separating the face from the 
body, transforming it into an image-object, using it for promotional purposes has 
practically offered it for mass consumption and usage. As one of  society’s chattels, 
it needs regulations for control of  usage. Once the ancient use of  the mask was not 
the norm in theatre anymore, and the focus was on the real countenance, the actor 
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was empowered as a unique performer with a unique face. Ironically, by using the 
face as the main tool for acquiring success, the actor lost control of  it to media and 
technology. In danger of  being digitally replicated, altered, or replaced, actors must 
exert themselves to maintain the ownership of  their faces. 
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Abstract: The film De Humani Corporis Fabrica has repeatedly been dubbed in the 
English-speaking film criticism media as a “non-fiction shocker” (Chang, 2023), a 
sample of “tactile cinema” (Mullen, 2023) with “ample gore on display” (Mintzer, 
2022). This paper, firstly, aims to contradict these claims, as the film’s goal is not to elicit 
an immersive representation of the human body but a reflection on how it is instead 
objectified, abstracted, and interpreted by means of deconstructing the medical gaze 
and via a complex interplay between the viewer’s quasi-identification and alienation. 
To this end, it closely analyses the patterns in the camerawork, the various degrees 
of remediation of the medical imagery, and the relationships between denotation and 
connotation, highlighting the prevalence of de-dramatization strategies, which run 
counter to societal taboos and conventional representations of the hospital in popular 
culture as a sensationalized site of emergencies. As such, we argue that De Humani 
Corporis Fabrica is an essay film that seeks neither to “shock” viewers nor to mount a 
narrow institutional critique of the French sanitary system. By delving into the film’s 
intricate biopolitics, we outline how the various levels of transgression, the emphasis on 
“malfunction,” and the pervasiveness of technology are framed as symptoms of broader 
tensions between paternalistic modes of interaction and patient-centred approaches 
within the Western sanitary system at large. Finally, by interpreting the ending as a 
counterpoint to the objectifying gaze that the film lures us into adopting throughout, 
we consequently stress the film’s defiant sense of “anarchy,” as it urges us to reclaim 
“our” bodies, be them individual or collective. 

Keywords: essay film, biopolitics, medical gaze, medical anthropology, “non-human” 
aesthetics, de-dramatization, De Humani Corporis Fabrica.

How to cite: Mihalcea, A. (2023) “The Politics of Transgression in De Humani Corporis 
Fabrica”, Concept 2(27), pp. 166-183. DOI: https://doi.org/10.37130/vxs1zb51

Introduction 

Shortly after its premiere in the Quinzaine des cinéastes programme of  the 2022 
Cannes Film Festival, De Humani Corporis Fabrica (directed by anthropologists and 
filmmakers Lucien Castaing-Taylor and Véréna Paravel) has repeatedly been 
dubbed in the English-speaking film criticism media as a “non-fiction shocker” 
(Chang, 2023) with “ample gore on display” (Mintzer, 2022), a sample of  “tactile 
cinema” (Mullen, 2023), or even “haptic cinema” (Muralha, 2023), which 
“emphasizes the visceral” (Tobias, 2023). Interestingly enough, this presumably 
sensuous and gory documentary is also supposed to be shot in a manner reminiscent 
of  that of  veteran observational filmmaker Frederick Wiseman, according to a 
host of  media outlets, notably The Hollywood Reporter, Slant Magazine, Los 
Angeles Times and Cineuropa. This paper aims to contradict these claims and 
show how the film makes use of  essayistic strategies and relies on biopolitics in 
order to critique paternalistic modes of  thinking within the Western healthcare 
system at large.
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After having shot for hundreds of  hours in five Parisian hospitals and 
a ten-hour interim cut, Paravel and Castaing-Taylor decided on a collage of  
materials shot in just two of  these hospitals, Beaujon and Bichat-Claude Bernard. 
De Humani Corporis Fabrica consists of  alternating footage shot from within and 
outside the bodies of  patients. The footage shot “within the body” – the endogenous 
imagery – consists of  recordings of  surgical procedures (a brain surgery, an eye 
surgery, an artery intervention, a prostatectomy, an emergency C-section birth, 
and a spinal intervention) and standard medical imagery, equivalent for the most 
part to still images (X-rays, MRIs, ultrasounds and 3D ultrasounds, microscopic 
slides of  tissue samples). Alternately, we watch the unfolding of  exogenous images of  
security guards patrolling the underground hallways of  hospitals, the medical staff 
working in the operating rooms (mostly heard offscreen), elderly patients suffering 
from neurodegenerative diseases in the geriatric and psychiatric ward, the corpse 
of  an elderly man as it is being dressed by morgue attendants, a farewell speech in 
honour of  a departing doctor filmed on a hospital rooftop, and a nighttime party 
in a salle de garde. 

Castaing-Taylor and Paravel filmed over roughly five years and colla-
borated with Patrick Lindenmaier and his company, Andromeda, to create small 
“lipstick” cameras that allowed them to move around more freely (Frodon, 2022, 
p. 14) than is the case of  conventional cameras, so as to attain an aesthetic close 
to that of  medical lenses. The two also had access to and could control highly 
specialized equipment, such as scialytic cameras (placed over operating rooms), 
laparoscopic cameras, as well as sterilized hydrophones and contact microphones 
(Lim, 2023). I argue that the resulting assemblage of  these types of  endogenous 
and exogenous imagery relies on specific shooting and editing strategies that aim 
to elicit cognitive responses and frameworks on the part of  the viewer based on 
an interplay between quasi-identification and distance. 

Camerawork and Spectatorship: The Gaze Anew

First of  all, in regard to the patients’ bodies, the only ones we get to see in their 
entirety are the psychiatric patients and the deceased man shown towards the 
end of  the film. The camera is static for a great deal of  the film, as is usually 
the case with the surgical procedures shot inside the patients’ bodies. This fixed 
positioning of  the cameras while shooting extremely long takes, coupled with 
our cultural bias of  mentally classifying these types of  images as “scientific”, 
as a sub-type of  “training films,” make us doubt that there is intentionality 
at work. Thus, by forgetting that the filming devices are, in fact, operated by 
humans, we are potentially confronted with the apparent indifference of  the 
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“non-human” recording machines. This minimalist and unflinching gaze of  the 
fragmented human body, which mimics the “medical vision,” allows the viewer 
to conceptually identify herself  not with the subjects on screen, in the sense of  
entities endowed with personhood, but with their materiality. In a sense, some of  
the body fragments we see on screen are conceptualized as “our” own body parts, 
as demonstrated by this subjective account of  the film: 

It’s likely that internal organs are as particular and unique as human 
faces; my organs are so intimate and yet so strange to me, though, that, 
when watching the film, I found it easy to believe I was seeing some 
universally transposable <human body>—or even my own body—
from within. (Werder, 2023)

Additionally, this propensity towards fragmentation, coupled with the lack 
of  medical expertise among the majority of  the audience and, most importantly, 
with how our spectatorial gaze is being directed by the camerawork and through 
editing – all work towards decontextualizing the body and thus making the 
viewer unsure of  what it is that she is seeing. For instance, a dissected fragment 
of  a cancerous breast shown, firstly from the inside out, interestingly triggered an 
association with minced meat in the critical coverage of  the film (e.g., Sight and 
Sound, The Hollywood Reporter). Equally, when the camera enters a room in the 
geriatric ward and, as it were, “finds” out of  nowhere a paralyzed elderly woman 
screaming, her scream is compared by several different film critics either as a 
“bird-like squawking” (Brady, 2023) or as being “barely human” (Latif, 2022). Not 
in the least, we also take in different medical instruments with uncertainty, as is the 
case with another reviewer who compares what appears to be an artery-cleansing 
instrument to “a combination of  a micro lawnmower and welding machine” 
(Chang, 2023). This state of  uncertainty and free association is not something 
left to chance by the filmmakers, as demonstrated by them including, not without 
humour, a fragment of  a conversation between doctors about a “Kalashnikov” 
mode of  a device used to penetrate a penile urethra. These are just a few examples 
of  the cognitive and sensorial juxtapositions we, as viewers, are encouraged to 
make in a surrealist fashion. As a result, these decontextualizing practices mediate 
our engagement with the representation of  body parts and medical instruments 
in such a way that one may question one’s own perceptions and assumptions in 
regard to how well we actually know “our” bodies.  

Furthermore, another strategy of  modulating the viewer’s perception relies 
on confronting it with various examples of  still medical imagery. In the absence of  
an interpretation of  these images provided by experts, the average viewer is left 
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to ponder and take in their expressive qualities. This time, decontextualization is 
achieved by means of  denotation, by showing the scientific image by itself. The 
most evocative scene in the film that speaks to this tension between denotation 
and connotation is that where the shot is almost entirely filled with slides of  
cancerous cells as seen under a microscope. In this case, as opposed to the other 
examples of  using still medical images throughout the film, we do hear a didactic 
type of  verbal presentation given by a doctor off-screen. However, this mix of  
images and voiceover does not really abide by the logic of  the classical expository 
documentary mode. The framing of  the shot and the increasing speed at which 
the slides are shown on screen encourage the viewer not just to correlate the 
non-figurative microscope images with, for instance, Abstract Expressionism but 
also, and more importantly, to reflect on her own perception as she is doing so. In 
other words, in moments such as these, it becomes quite clear that the filmmakers 
are interested in highlighting how relative our understanding of  the body is and, 
more specifically, how dependent this knowledge is on prior experience. We 
become aware of  how unfamiliar these images of  the body are, in fact, for most 
of  us. Decontextualizing the body via abstraction, as is the case with all the still 
medical imagery included in the film, works not unlike a Rorschach test. While the 
images of  cancerous tissue bear scientific meaning for the oncologists decoding 
and interpreting this imagery, in the eyes and minds of  the average viewer, they 
are simply abstract visual representations. Confronted with our lack of  familiarity 
and knowledge, we must, therefore, adjust our gaze and see de novo. 

Nonetheless, the surgical footage displays some remarkable and 
spectacular qualities. Many a time, its spectacular valences rely on the actions 
that are being performed by the medical staff; some of  them are ridden with 
suspense (e.g., a baby is delivered prematurely due to complications) or with a mix 
of  suspense and dark humour (e.g., a prostatectomy attempted for the first time by 
two doctors goes terribly wrong as one of  them says he’s learned how to perform 
it by watching “this Indian guy on MasterClass,” turning the intervention into a 
literal bloodbath). But there is also a spectacular quality in what concerns the use 
of  technology, whether we’re talking about metallic “analogue” tools or robotic 
“smart” devices. In both cases, the medical instrument is shown in a way that 
emphasizes the contrast between it and the organic nature of  the human body; 
the most poignant of  these contrasts can be observed during and after a cervical 
kyphosis correction procedure, which entailed implanting a pedicle screw fixation 
system inside the spine. This contrast between the organic and the inorganic is 
further heightened by the paradox of  using these instruments to begin with, as it 
appears that the body needs to be cut, prodded, pulled – in a nutshell, invaded 
or transgressed – in order to be “repaired.” Hence, the video footage of  the 
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surgical interventions is not meant to play a scientific role or a purely epistemic 
function, for it is not an “objective” recording. It is instead a recontextualized 
and editorialized type of  footage by means of  aurally synching the “bodily live-
stream,” as it were, with the medical staff’s commentary. Therefore, the viewer 
may watch the surgery unfold with a quintessentially spectacular question in the 
back of  her mind: will they manage to “repair” the body or not? 

On the other hand, when it comes to certain scenes with patients and 
doctors shot from outside of  the body (the exogenous imagery), the reverse seems 
to apply, as if  the filmmakers were trying to purposefully find a “non-cinematic” 
way of  filming by employing bizarre types of  shots with respect to how the human 
body is generally framed in classical film language and unexpected angles from 
which to observe and follow the patients. This is usually the case, for instance, 
with how the doctors are shot in the operating rooms, framed at times from their 
necks down to their knees, even though the camera is fixed. We also see this non-
standard style of  filming when the camera is in motion, tracking, for example, two 
elderly women walking together on a hallway; the camera is “handheld,” but it’s 
not filming the subjects in motion from a “standard” human angle and height, 
as we are accustomed with in the vérité documentary tradition, but from an oddly 
high angle.

Moreover, we can notice a pattern of  making certain areas of  the hospital 
system appear “banal” as opposed to how they are generally represented in fiction 
films and popular culture, as though the filmmakers were trying to demystify 
and render them unsensational. For instance, the two elderly women filmed in 
this “non-cinematic” manner are not just any patients, they are residents of  the 
geriatric-psychiatric ward. Equally, a space that usually has a taboo-like aura, such 
as the morgue, is depicted here at its most mundane: the orderlies are dressing a 
deceased man while listening to reggae music on the radio. By the same token, 
body parts that tend to be highly sexualized in pop culture, such as the breasts or 
the penis, are seen and shown here simply as “malfunctioning” lumps of  flesh.

 Hence, if  we were to speak strictly in terms of  cinematography and mise-
en-scène, it would appear that the filmmakers are trying to highlight the dramatic 
qualities of  the endogenous imagery, whereas the exogenous shots, portraying 
patients “from the outside,” seem to be taken from a “non-human perspective” 
and to follow de-dramatization principles. 



p—— 172

CONCEPT   2(27)/2023

Making Sense of  the “Malfunctioning” Body 

Let us further examine the implications of  these strategies in relation to the film’s 
larger discourse about the human mind and body in a medical setting. 

To decontextualize the human body speaks to a mechanistic view, or an 
analytical approach, at odds with a person-centred approach; to focus on an organ 
is different from assessing the person. Up to a point, doctors frequently have to 
do this as part of  their job, and, in a sense, we, as viewers, are also invited at 
times to operate shifts in terms of  gaze and perception. If  in everyday life we are 
used to watching bodies generally in motion and conceptualizing them in a social 
paradigm as subjects endowed with agency, Castaing-Taylor and Paravel often 
“tempt” us to purposefully think about the body as an object. In other words, 
they encourage us to distance ourselves from the representation of  the body on 
screen and to think about it, for instance, as an object of  study, by orchestrating 
conditions that favour a pseudo-scientific gaze. One such example would be the 
editing logic of  a scene whereby the new-born child in the film is closely observed 
in a tight frame, followed right away by a scene in which a placenta is being 
dissected and studied. Linking these two scenes makes us apprehend the child not 
with, let’s say, attachment, but think about it from a biological perspective.  

However, the idea of  the body as an object, as a “thing,” delves deeper than 
understanding it as an object of  study, for, in a sense, the film is meant to explore 
this idea at its most striking philosophical potential. Interestingly, for most viewers, 
it may be easier to integrate the idea of  the body as a “malfunctioning system” 
rather than the idea of  the body as an object. As such, the content of  the scenes 
involving medical procedures is somewhat to be expected within our general frame 
of  reference for the hospital world. As previously suggested, the surgical footage 
highlights that the bodies on screen need to be cleansed, maintained, managed. 
There is something about them not working “properly.” This is also rather easy 
for us to accept on a cognitive level. But given the insistence on the inorganic 
nature of  the medical tools that are penetrating the flesh and bones of  the patients 
(e.g., the cleansing of  the arteries with a drill-like instrument, the screws inserted 
in the spine of  a patient with extreme kyphosis), we begin to see the body strictly 
as organic matter, as though stripped of  other qualities. The exogenous imagery 
further emphasizes this chore hypothesis that the film puts forward. All of  the 
patients undergoing surgical procedures are either under general anaesthesia and 
hence unconscious, or they are at least under  partial anaesthesia (e.g., the man 
undergoing brain surgery). In both cases, their bodies are laying still, extracted, 
as it were, from their regular flow. There are several degrees of  stillness of  the 
body, which we are left to reflect on. For instance, we can think about the boy 
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with kyphosis as he is waking up from the anaesthesia after his surgery; he is shot 
from an oddly canted low angle, slightly and barely moving as he is regaining 
consciousness, connected to a host of  devices. Here, this quasi-passive state of  
the body might lead viewers to reflect on the vulnerability the patients generally 
experience during most, if  not all, surgical procedures and on their dependence 
on the medical staff or on life-support devices. A more extreme example in which 
the body is still is, undoubtedly, best illustrated by the morgue sequence. Since 
we are not completely sure that we are in the morgue until the very end of  the 
sequence, when we get a glimpse of  the many more other corpses in line to be 
dressed, we question this man’s stillness as he is being dressed: is he dead or is 
he in a coma? Furthermore, the women’s gestures as they are dressing the man’s 
body might come across as ambivalent, a mixture of  care and detached routine. 
At any rate, the sequence literally conveys the idea of  the body as an object, as 
we are encouraged to aurally and visually inspect this motionless body in order to 
detect signs of  life. 

But the evocation of  death brought about by this lifeless, inert body 
is only one of  the ways in which the film urges us to see and contemplate the 
literal limits not just of  the body but of  the human condition altogether. In the 
geriatric ward scenes, we observe elderly patients suffering from what appear to 
be neurodegenerative diseases. Three women are walking across a hallway. One 
of  them is telling the others to hurry up, but they can only advance ever so slowly, 
an oxymoron emphasized by the camera that is tracking their motion up close, 
handheld, filming them frontally, sometimes from odd high angles. Their chatter is 
disturbingly repetitive, syncopated and, more importantly, it makes no discernible 
sense. At some point, they cross paths with a middle-aged man locked inside a 
room who is looking out towards the hallway and gesturing by a porthole-like 
window. The first time we see the man, the camera walks on by “indifferently,” as 
though the women’s slow march was the motion vector of  the scene. It is at this 
point, however, that the camera does “wander off” in one of  the rooms and reveals 
to us another patient, an immobilized woman sitting in a chair, in a catatonic 
state, screaming in a manner that has been described by film critics as “barely 
human” (Latif, 2022). The camera stops at the sight of  this chilling image, as if  
it, too, freezes. In a subsequent scene, the locked-in man is released by another 
geriatric patient. He is compulsively and incoherently repeating fragments of  
sentences and protesting against him being locked up again, as he is gently being 
handled by two male orderlies. One of  the few coherent things he does say to the 
medical staff is “I want to work like you,” not “I want to be healthy” or “free,” 
but “I want to work,” that is, to be “useful,” which goes to show just how deeply 
ingrained our contemporary obsession with work and productivity is if  we end up 
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craving to work even under such horrendous conditions. Naturally, this is merely 
speculation, more so on how his assertion could potentially be understood by 
viewers, since it is impossible to grasp what the man truly meant by it.  

The way these patients behave as the camera observes them, in a 
repetitive and incoherent manner, and the fact that we see them trapped to 
various degrees (first of  all, by their own condition) seem to enforce the idea of  
“malfunction,” which, thus, extends to mental health. Hence, it would appear 
that the film’s discourse runs counter to an analytical or dualistic approach, 
adopting instead a more holistic perspective based on a mind and body unity. 
On the one hand, if  we were to agree with this framing of  neurodegenerative 
conditions as “malfunctions” of  the mind or as “anomalies,” then the lack of  
agency and autonomy a patient may experience in a hospital setting becomes 
clearer. This is not to say that the film harbours an ableist undertone in any 
way or that it is casting judgment over the patients it observes. It does, however, 
speak to how the idea of  “malfunction” (dysfunction) fundamentally informs 
contemporary Western medicine and culture. 

The Politics of  Transgression

Going deeper into the analysis of  the film, we could ask ourselves whether these 
strategies of  questioning and shifting our gaze and perception in relation to the 
hospital world bear any political relevance. 

In the film’s opening sequence, we hear a conversation between doctors 
about how the French sanitary system is understaffed, thus leading them to work 
overtime. While the commentary is, of  course, an overtly political critique, the 
film altogether does not attempt to offer a narrow institutional perspective of  
the French sanitary system, let alone follow-up on this incidental commentary 
and deliver along its lines, as some film critics have erroneously pointed out, by 
claiming, for instance, that “the film’s opening sequence lays out the political 
framework for the project at large” (Jenkins, 2023). Nevertheless, this is not to 
say that Castaing-Taylor and Paravel do not have a political project in mind. In 
fact, from a political perspective, their proposal is, in my opinion, much more 
radical than that. 

 Instead of  depicting a temporary crisis of  the French sanitary system, 
I would say that they call into question certain fundamental assumptions, 
principles, structures, and limits of  contemporary evidence-based medicine at 
large. As such, by focusing on norms rather than exceptions, it is not completely 
unreasonable to draw a parallel to the institutional critique documentary 
filmmaker Frederick Wiseman has been engaging in from the late 1960s up to the 
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present day. However, Castaing-Taylor and Paravel’s methods bear no resemblance 
to Wiseman’s approach to direct cinema, whereby he reveals institutions through 
the prism of  everyday life. The two filmmakers/anthropologists don’t rely on an 
accumulation of  mundane interactions shot from a so-called witness perspective 
but on depicting instead the interaction between the medical staff and patients and 
on how this interaction is perceived as an embodied experience. Moreover, their 
approach has very little in common with an observational mode of  documentary 
filmmaking but more so with a reflexive mode of  representation, in the vein of  the 
film-essay tradition. Additionally, by addressing the topic of  the patient’s body as 
an object, the film taps into much broader debates about power dynamics within 
medical anthropology.

On the one hand, conceptualizing the body as an object by means of  
fragmentation, decontextualization, and, ultimately, abstraction gives us, in a 
sense, access to both a ‘direct’ and a technologically-mediated medical gaze, 
which can be correlated with a dominant trend within modern medicine 
starting with the second half  of  the nineteenth century, based on the experimental 
observation of  the “patient”: 

During the second half  of  the nineteenth century, new technologies 
(the microscope, germ cultures) favour the development of  laboratory 
microbiology (Tubiana, 1995; Sournia, 1997; Chastel, 2004; Jewson, 
2009), chief  among which are Pasteur’s discoveries. These scientific 
discoveries and their integration into clinical practice or “observational 
medicine” amount to a true “cultural revolution” (Tubiana, 1995: 
192-3). The sick then change their status: “The sick become patients 
and medicine, determined to be a science, is no longer empirical but 
experimental instead”. (Pierron, 2007: 53). During this modernisation 
process of  medicine which extends to the twentieth century, the sufferer’s 
body is gradually objectified. The body becomes a platform for the 
diagnostic, regardless of  the particularity of  the subject (Pierron, 2007). 
Thus, the term «patient» [Fr. patient] gradually replaces the term “sick” 
[Fr. malade]. (Bureau-Point et. al, 2014)

As I have already suggested, while watching or even “examining” the video 
surgical footage shot during the surgeries and the still imagery in the film, we are 
confronted with our lack of  medical expertise in interpreting these images in a 
scientific way. Simultaneously, this means that we become aware of  the authority 
of  the trained professional: 
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This term [patient], derived from the Latin patiens (who bears, who 
endures) and patior (to suffer, to endure, to bear) and from the English 
patient references the idea of  a “person who is undergoing a medical 
treatment” and, more specifically, that of  a dependence with regard to 
the biomedical institution and the doctor. The expertise and medical 
authority are recognized and legitimized by the social body as the only 
ones fit to cure. (Bureau-Point, et. al. 2014)

In their essay “Les patients contemporains face à la démocratie sanitaire,” 
anthropologists Bureau-Point and Hermann-Mesfen argue that after World War 
II, Western evidence-based healthcare has been founded on a paternalistic mode 
of  interaction between health providers and patients: 

In this context dominated by palliative medicine, characterized by 
an ever-increasing presence of  technology, the patient is considered 
incapable of  self-governance and is placed under the responsibility of  
the doctor. The specific role of  the «patient» is built around notions 
of  unaccountability, acceptance, cooperation and submission (Klein, 
2012), what Talcott Parsons has termed the «profane patient» (1955: 
237). The absolute power of  the doctor goes hand in hand with the 
blind trust patients place in them, a mode of  interaction commonly 
called the paternalistic model. (Bureau-Point, et. al. 2014)

Bureau-Point and Hermann-Mesfen frame various later key developments 
in medical thinking from the second half  of  the 20th century onwards as 
ideological shifts towards a participatory patient-centred approach, which inform 
the contemporary “sanitary democracy” of  the 21st century. The patient’s role has 
undergone many changes over time, and this relationship has, at least in theory, 
moved away from the paternalistic model towards a more egalitarian partnership 
as Western societies have integrated ever more neoliberal democratic values: 

Autonomy and self-determination, the responsibility of  the individual, 
her capacity of  exerting an influence over matters that concern her, 
of  identifying and satisfying her needs, of  managing her problems and 
asserting control over her life are emblematic values of  contemporary 
individualism (Gagnon et al., 2014). Sharing knowledge and power, 
equality, respect, benevolence and deeming the subjectivity of  the 
individual as important have been placed at the heart of  the medical 
practice. (Bureau-Point, et. al 2014)  
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After the 2000s, these values justified major institutional changes, 
particularly in countries such as the US, Canada and Switzerland, and less so 
in countries from the Global South (Bureau-Point, et. al 2014). The authors 
examine these structural developments and question whether the patient is 
truly at the centre of  the sanitary system or if  she is merely thought of  as such. 
Thus, they highlight a number of  limits and contradictions within these actual 
systems, notably that while the research activities the hospital staff have to engage 
in consolidate the idea of  medical progress, the time and energy required risk 
undermining a holistic consideration of  the patient, that the focus on pathology 
at times supersedes practices of  care, that self-empowerment sanitary policies 
run the risk of  benefiting only the most educated and informed patients (hence 
perpetuating prior inequalities and leading to an increase in bureaucracy) but, 
most importantly, that, in practice, this model can lead to a “disengagement of  the 
State,” while simultaneously masking the prolongation of  paternalistic relations 
between doctors and patients. As anthropologist Vintilă Mihăilescu puts it: 

Paradoxically, the increase in the sick’s power to choose is gained at the 
expense of  the doctor’s agency: I treat you in a personalized manner 
but, in fact, you remain an impersonal disease, a code in a European or 
international register that the hospital, the ministry, the health system 
and the international conventions compel me to adhere to. (Mihăilescu, 
2019, p. 114)

While the film itself  does not explicitly address any of  these debates within 
the field of  medical anthropology, the fact remains that this tension of  utmost 
importance between the paternalistic model and the patient-centred approach 
basically stems from the power dynamic between the sick and the medical staff. 
And while the film does not pass any judgments, it does, however, offer us enough 
cues to reflect on the concept of  authority and on matters of  dependence. 

To start with, we observe the patients in situations in which, for one 
reason or the other, they are either lacking agency or even basic awareness, 
or are experiencing extreme distress and even death: the unconscious patients 
undergoing surgery, the disoriented patients in the psychiatric ward, the woman 
undergoing an emergency C-section as a result of  complications, the elderly 
deceased man in the morgue. 

Secondly, there are times when the doctors’ expertise, on which their 
authority relies on, is called into question. We understand that they are not 
flawless; for instance, during a robotic Retzius-sparing radical prostatectomy, 
attempted for the first time, one of  the doctors says that he doesn’t know what 
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he is doing. He actually says “I’m a bit lost. We zoomed in too much. It’s getting 
a bit abstract.” Because just like the patients are indeed highly dependent on the 
medical staff, the doctors, in turn, are also very much dependent on technology. 
The film does not depict, for example, conversations between doctors and patients 
(as is the case, for example, with Wiseman’s films about the sanitary system); it 
instead shows doctors as hermeneuts of  medical imagery or of  bodily details, 
and many a time this rapport between doctors and patients is an indirect one, as 
the former are interacting with the bodies of  the latter via medical instruments. 
Technology, thus, plays the role of  a double-edged sword, particularly when the 
doctors analytically focus on the organ, the disease, and not holistically on the 
patient. In this sense, despite its benefits, technology can also play a significant 
role in increasing the gap between the “passive” patient and the already ‘ 
distant’ doctor. As Mihăilescu puts it: 

Ever since it appeared, it [medical technology] has been an exosomatic 
extension of  the doctor’s eyes, ears and hands. These “extensions” 
can now reach places unimaginable by the classical doctor. This 
“outsourcing” is, thus, wonderful. However, the ingenuity with which 
many doctors proclaim their power right as they are losing it in favour of  
technology is hilarious, for they have “outsourced” it to the Machine and 
they have become its mere servants: a delegated power. But what is risky 
is if  the doctor, so to speak, equally outsources his thinking, thus leaving 
the Machine to also think in their place. (Mihăilescu, 2019, p. 99)

Hence, by revealing the vulnerabilities underlying the complex 
relationship between patients, doctors, and technology, the filmmakers are trying 
to unveil “the cloak of  invisibility” (Frodon, 2022, p. 14) surrounding hospital 
life.  Unsurprisingly, this aura has long been connected to the “mystique of  the 
medical profession and expertise” (Bureau-Point, et. al 2014) that has fuelled over 
time asymmetrical structural power dynamics in modern medicine. 

	On the other hand, to show and to think about the body as an object 
or as organic matter is, by itself, a radical act of  transgression. This idea of  our 
bodily limits, inasmuch as the idea of  losing one’s mental faculties, works together 
towards testing our levels of  comfort all throughout the experience of  engaging 
with the film. In everyday life, we are used to think about our “selves” in a 
culturally-mediated way, as active agents determined by various macro conditions 
or even as narrative selves. At any rate, in the least, it is usually more comforting to 
try and assign some type of  meaning during instances of  self-referential thinking. 
The film’s anarchist and destabilizing potential lies precisely in its attempt to 
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undermine all the intellectual “coping mechanisms” we have set in place as 
ways of  protecting ourselves from being reminded of  our mortality and from 
the subsequent unsettling fear of  death. As Vintilă Mihăilescu (an anthropologist 
forced by personal circumstances to observe the sanitary system from the added 
role of  a patient) puts it: 

(...) the Hospital is a space in which you get to meet your body, in a 
rather radical manner. I wouldn’t call it your «true» body or your «real» 
body but simply your un-masked body. And one is surprised, one is 
confused, one is outraged. This pain in my chest is nothing more than 
a pain in my chest, a pain which exists because it is the way it is. It has 
no additional meaning, it doesn’t mean anything other than it being a 
sensation of  pain, it’s offensively trivial; it has no special «story» – so 
you rush to find one to account for it� But the pain carries on, with a 
placidness that insults your entire human dignity. This situation gives 
rise to a state of  perplexity that has often struck me late at night: who is, 
in fact, the subject of  suffering? (Mihăilescu, 2019, pp. 230-231) 

The film rigorously exploits the tension between identification and alienation, 
which modulates the viewer’s experience. As a basis for her engagement, the viewer 
is asked to intellectually recognize herself  on screen and, thus, become quasi-
subjectively invested. However, to see “her” body as an object from a privileged 
epistemic vantage point favours a paradoxical situation where the viewer has access 
to the medical perspective but, in most cases, does not have the necessary expertise 
to fully grasp the meaning of  what is being displayed. Hence, the film is showing us 
something that we know but are trying to avoid, and at the same time, it’s showing 
us what we think we know but from a perspective that proves to us the limits of  our 
“knowledge.” As filmmaker Castaing-Taylor puts it:

I think we were interested in lots of  different things, but mainly in the 
perversity of  our relationship to our bodies, which is [that] our body is 
the object that we are most intimate with, that we know the best, but 
simultaneously it’s the object that we’re most alienated from. And we 
felt that this coupling, this conjugation between intimacy and alienation 
we hadn’t really seen expressed. (Lazzarini, 2022)

Finally, we should also briefly analyse the film’s ending. After a short 
sequence depicting a humorous farewell speech in honour of  one of  their 
colleagues, the film cuts to a party of  the medical staff in a darkened salle de 
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garde. The staff is off-duty; everyone appears to be dancing, smoking, drinking, 
and singing along to Blue Monday by New Order. We see glimpses of  their blurry 
silhouettes at the beginning of  the sequence, lit in contre-jour, as they are filmed out 
of  focus and in slow-motion. They remain in the hors-champ as we go on to hear their 
disembodied voices and, thus, more so, imagine them having fun while the camera 
turns its attention and glides over an orgiastic memento mori mural. Thus, the walls are 
filled with skeletons, genitalia, and satirical sexual illustrations, drawings which the 
camera subversively observes with hilarious seriousness as if  they were some kind of  
relic. The last audiovisual tableau of  the film juxtaposes Blue Monday and disco lights 
with another painting on the walls, a blasphemous pastiche of  the Last Supper. 

If  in everyday life we have to “deny,” ignore, or dissociate from the idea of  
our own mortality in order to attempt to lead meaningful or at least ‘functional’ lives 
and, thus, to see ourselves as subjects, when we become patients, this status becomes 
extremely relative in the eyes of  the doctors who, according to Castaing-Taylor: 

[...] need to put distance between themselves and their patients. They 
need to objectify and instrumentalize them to some degree, superficially 
at least, in order to be able to perform all these perverse transgressions 
on their bodies, even if  it’s in view of  repairing them, healing them. 
But obviously that is an extraordinarily perverse and powerful and 
overwhelming position to be in, and their transgressions also exact a toll 
on themselves. (Rapold, 2022)

By contrast, this “Dionysian ending” (Rapold, 2022) allows the doctors 
“everything they repress, in order to carry on with their day jobs, to surge to the 
fore” (Rapold, 2022), so that it can “then be sublimated again, and then carry 
on.” As such, the film invites us to reflect not just on the distance associated with 
the medical gaze and its objectifying effects, but it also invites us to see the medical 
staff as individuals in the flow of  life. In this brief  moment, by juxtaposing sex, 
humour and liveliness, the doctors are temporarily reclaiming the territory of  
their own bodies, and the viewer is, thus, left with this defiant sense of  joyous 
anarchy of  life over death and of  agency over passiveness and structure. Hence, 
by ending the film in this manner, we move away from the objectifying medical 
gaze we were attuned to until then and we are indirectly encouraged to consider 
if  instead of  having bodies, we are, in fact, bodies.
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Conclusions 

To sum up, I have first looked at the different types of  footage employed in the 
film, and I have compared the treatment of  the endogenous imagery to that of  
the exogenous imagery. Then, taking as a starting point the static camera used 
for shooting the long takes during medical procedures, I have correlated its 
corresponding apparent indifference of  the ‘non-human’ recording machines 
with an unflinching medical vision. 

This particular type of  gaze lets us understand that the bodies on 
screen bear structural similarities to our own and, thus, allows us, as viewers, 
to be simultaneously invested via a quasi-subjective mode of  identification and 
more so, to experience the distance required of  the doctors to “repair” the 
“malfunctioning” bodies. 

I have further underscored that by depicting the biological body as 
fragmented, and by means of  the overall open structure, the viewer becomes 
uncertain of  the meaning behind the surgical video footage. In what concerns the 
usage of  the still medical imagery, I have argued that it is edited so as to follow a 
policy of  denotation, leaving the viewer to focus on its’ expressive qualities, as she 
is confronted with the lack of  knowledge about her “own” body and has to adjust 
her gaze so as to see de novo. 

What is more, I have highlighted a dramatic quality connected, on the one 
hand, with the juxtaposition between the “bodily live-stream” during surgeries and 
the disembodied commentaries of  the medical staff and, on the other hand, with 
the juxtaposition between the human flesh and the inorganic medical instruments. 

By contrast, I have claimed that when the patients’ bodies are shot from 
the outside, they are depicted in a purposefully “non-cinematic” manner. This 
goes hand in hand with the fact that certain areas of  the hospital, such as the 
psychiatric ward and the morgue, are rendered unsensational, particularly 
by comparison to fiction films and popular culture, and that sexual organs are 
desexualized and presented instead merely as ‘malfunctioning’ lumps of  flesh. 

In the second part of  my analysis, I have called into question what the 
broader implications of  these strategies are. I have suggested that decontextualizing 
the body is indicative of  an analytical clinical approach towards the patient, and 
that it highlights the distance the medical staff has to adopt in order to do their job. 
This distancing is also relevant in what concerns the viewer’s engagement, who, 
thus, thinks of  the body as a “malfunctioning,” vulnerable, dependent, and still 
object. Similarly, I have stated that the apparent lack of  meaning in the behaviour 
of  the elderly residents of  the psychiatric ward is yet another example of  a limit, 
of  a “malfunction,” and I have tried to emphasize how this notion is a cultural 
by-product of  the larger framework of  contemporary Western medical thinking. 
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More specifically, I have inquired whether the strategies of  questioning 
and shifting our gaze and, with it, our understanding of  the hospital milieu 
bear any political relevance. Contrary to the film critics’ opinions who see in 
the film a post-Wiseman institutional critique of  the French sanitary system, I 
have argued that Castaing-Taylor and Paravel have a much more radical political 
project in mind,  indirectly tapping into broader debates over the promises, limits, 
and contradictions of  how the patient-centred approach informing our current 
sanitary democracy is being implemented. What is political about their film is 
that their methodologies probe into basic power dynamics between doctors and 
patients. Thus, I have correlated the idea of  objectifying the patient with the ever-
increasing pervasiveness of  medical technology and how it can work as a double-
edged sword when paired with a paternalistic mode of  interaction between 
doctors and patients. Furthermore,I have stressed that some of  the efforts the film 
makes are aimed at  demystifying the medical profession altogether. 

In the end, I have claimed that thinking about the body as an object 
is radical from a philosophical perspective as well, since it is a mechanism for 
reminding us about our own mortality. In contrast to the distance the film strives 
to foster and to interrogate throughout, the Dionysian ending of  the film is marked 
by a defiant sense of  anarchy that gives the viewer hope of  reclaiming her body 
and, with it, her agency. 
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Abstract:  History lessons, in particular, and human sciences, in general, tend to 
be more appealing to students when film analysis or filmmaking and role play are 
regularly integrated in the teaching process. In the wake of the recent pandemic, which 
imposed remote learning, multimodal teaching strategies have gathered momentum 
due to their potential of increasing student creativity and insight into the topics under 
research, and of developing the formative goals of education. Expanding history lesson 
competencies, values and skills into an interdisciplinary approach to the humanities 
field by incorporating methods from cinematography and theatre is been proven to 
stimulate the authenticity of education, thus teaching sustainable citizenship. The 
article presents two examples on the use of film analysis and dramatization of source 
information as part of history lessons, which were applied successfully in the case of 
high school students. By aiming to implement multimodal digital methods of teaching, 
learning, and assessment at a systemic level, the article demonstrates that experimenting 
with and using the language and tools of filmmaking and improvisational theatre and 
dramatization has helped increase student intrinsic motivation to explore their potential 
vocation, has decreased absenteeism, has raised achievement levels, and enhanced the 
students’ overall understanding of life and wellbeing.  

Keywords: experiential learning, filmmaking projects, digital history learning, authentic 
assessment, interdisciplinarity, improvisation, role play, sustainable education.  

How to cite: Răducanu, C. (2023) “Uses of Cinematography and Theatre in Developing 
History Competencies. Proposals for Supporting Film-Making as Mainstream 
Teaching Strategy of Human Sciences”, Concept 2(27), pp. 186-207. DOI: https://doi.
org/10.37130/r4xmtm14 

Introduction

The period in which education was carried out remotely, due to the 2020-2021 
pandemic, required the wider adaptation of  teaching-learning and assessment 
methods to the online environment. In the practice of  the last decades, since 
education is in a continuous reaffirmation of  its methods all over the world, 
lessons based on the teacher’s masterful speech have been rethought to include 
interactive activities that directly involve the student in the knowledge process, 
asking thinking operations across the spectrum of  difficulty, from simple to 
complex, from identification and analysis to evaluation and reasoning.

In this article I want to show that the film has an important role as a 
didactic material, for the high degree of  addressability to the students. The 
online school has generalized the use of  multimodal digital materials, whether it 
is the viewing of  video clips specially designed for the presentation of  a topic, or 
fragments of  documentary or fictional films, whether it is the creation and editing 
by students of  short footage for the formative assessment of  scientific acquisitions 
at the conclusion of  a study chapter. In the present article I will resume the key 
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concepts of  education through film as a didactic material and as an alternative 
way of  assessment (Răducanu, 2015), bringing in addition analytical sheets that 
can facilitate the practical everyday work in the classroom with video sources.

Hypotheses, methods and research sources

My approach is an inductive one and addresses the field of  the methodology 
of  teaching history through film and theatre (Drăgan & Nicola, 1993, p. 75). 
The research considered the following hypotheses: film/theatre education helps 
to understand historical changes and the highly mobile contemporary society; 
the analysis of  a cinematographic material can be carried out in full accordance 
with the school programs, by selecting the contents and adapting the general and 
specific skills from the program; approaching the study of  school subjects through 
the use of  visual and theatrical arts brings added value to the educational process. 
We proposed to develop a work grid for the method be operational and efficient, 
which would respond to different learning styles.

The present study was done by applying experiential learning methods to 
history classes and leadership, by observing the effects of  the use of  film materials 
on the quality of  education. Didactic, documentary or fiction films were watched, 
in part or in full, which were then analysed by means of  thematic sheets with open 
questions adapted to each individual case and with an emphasis on the message 
of  history and the way in which the film technique enhances certain ideas. An 
important contribution to the research theme comes from the use in the classroom 
of  biographical films about the Jewish community in Central and Eastern Europe, 
made by Centropa (Central Europe Center for Research and Documentation), a 
non-governmental and non-profit organization based in Vienna.

When the film becomes didactic material for learning through discovery, 
or created by the student as part of  a film-project, it becomes a “document”, 
a source of  historical reconstruction. As a result, an important place in the study 
is held by the documentary film. Specialized studies talk about the success of  the 
“neodocumentary” among viewers and about its educational value (Lipovetsky & 
Serroy, 2008, p. 141). The “neodocumentary” genre borrows more and more from 
the fiction film, becoming a hybrid genre that includes defining features of  the artistic 
film and the documentary, a melange of  aesthetics, science and social attitude.

The theoretical framework of  the research comes from experiential 
learning (Peterson & Kolb, 2017) and through Project Based Learning (Chong, 
2017). Authentic Assessment (Allen, 2004) ensures that the goal of  education 
is to correlate learning to society and the labour market, which starts from the 
following premises:
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• students learn differently and some prefer to personally “live” the learning 
experience, to create, rather than listen to reports

• kinaesthetic students need authentic learning tools and situations
• regardless of  their needs and interests, some students like to create more 

than to listen
• the effect on the student of  the film production in particular, and of  

experiential education in general, will generate an intrinsic motivation, related to 
the student’s personality profile

• in the case of  working with the film, the students realize an authentic 
appreciation of  history by confronting the immediate reality.

Intrinsic motivation or “self-efficacy in learning” (Cocoradă, 2010, pp. 
104-106) proved to be the strongest form of  motivation, with beneficial effects 
such as: creating effective work skills, valid products, comprehensive learning.

In order to dissect the cinematographic reception, I used specialized 
literature. The terminology of  cinematography and the paralinguistic language 
of  film served to design the film analysis/production for the history class. We 
processed the sequential analysis sheets proposed by specialists in the field such 
as Dominique Chansel (Chansel et al., 2001, pp. 213-215), Clifford Thurlow 
(Thurlow, 2010), Angelo Van Gorp (Gorp, 2011), Francis Vanoye & Anne 
Goliot-Lété (Vanoye & Goliot-Lété, 1995, p. 50) as well as the rules regarding 
the improvisation game and the pedagogy of  the young actor, from the modern 
vision of  Viola Spolin (Spolin, 2014) – all this in order to make “visible” a story of  
“invisible” history (Bețiu, 2018, p. 141), for the students to discover it.

Interactive teaching methods and the new profile of  the student – actor 
and director

The education reform is marked by the dispute between traditional and modern 
methods for the emancipation of  intellectual expression against rigid models and 
against authoritarianism (Bețiu, 2018, pp. 136-137). One solution is to appeal to 
the students’ artistic instinct, which would put education in line with the vision of  
democratization and individualism and the polyarchy specific to today’s society.

Thus, on the one hand, in the spirit of  the traditional school, the 
teaching of  history presents the facts according to school programs that obey 
the laws of  science and conform to the political-ideological spirit of  the era. 
On the other hand, the nature of  the language of  film and improvisation – 
the materialization “here and now” of  a possible situation – resorts to the 
detachment of  layers from the construction of  historical facts, to direct and 
authentic learning through discovery.
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In the face of  the contemporary educational crisis, we aim to promote 
education through film and theatrical improvisation from a double perspective: 
as a particular material for self-knowledge and acceptance by society and as a 
practical method of  learning and evaluation.

In the history or literature class, the teacher and the students put themselves 
in the position of  the characters who make history move forward. Interpreting a 
role in front of  students, during class, through awareness campaigns and debates, 
has obvious formative effects because it conveys the message dressed in feelings, 
attitude, challenge and dedication, and problematizes aspects of  the past from the 
perspective of  the present. Thus, the students of  the high school where I teach 
participated in the “Direction Hour” project initiated by directors and actors of  
the Excelsior Theatre in partnership with ISMB in the 2022-2023 school year, as 
well as in the practical theatre-forum workshops for active learning through civic 
involvement offered by the Transcena Association between March and May 2023.

For example, role play and simulation in history class have been used as 
didactic methods to illustrate an international congress: students present the role 
of  participating countries, understand diplomatic relations, interests, strengths 
and weaknesses, and actively discover the position of  each in relation to the other, 
by listening and debating with colleagues. The student transfers to the scene 
through analysis of  some sources and adaptive intuition, many of  the possible 
actions of  the state he represents in the simulation.

The roles played by the teacher and the student – and I could say “how 
many hours, so many roles” – the interactive methods involved in the classroom 
such as debate, role play, simulation, reflective journal or the RAFT method, 
role-auditory-format-thematic (Bercea et al., 2009), are all inspired by the world 
of  improvisational theatre and film, and are modelled after them (Spolin, 2014).

Experiential knowledge of  local history, through documentation 
on digital media created by students (Răducanu & Munteanu, 2022) is an 
independent creative activity, with its own rules, methods and products. It offers 
the reinterpretation of  reality: the life experiences that the students reproduce 
through projects reveal models for the evolution of  society and give them a 
perspective on the future, equipping them with tools and skills that can be 
transformed into a profession.
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Forms of filmic expression which the student can carry out

The documentary film has the advantage of  being an active witness to some 
events, because the student who makes a film project or analyses a film must be 
aware of  the perspective from which the film is made and how the point of  view 
changes the message conveyed. “Documentary stands out from the other types of  
non-fiction films for providing an opinion, and a specific message, along with the 
facts it presents” (Ward, 2009), so it is comparable to what in education is called a 
structural essay, a controlled study of  reality.

Starting from the “neo-documentary” model and benefiting from the freedom 
to choose the form in which he expresses himself  most appropriate to the subject 
being treated, when he will be asked to become a director himself, the student 
will engage in his film-project with the tools of  the journalist, the reporter which 
investigates phenomena and events. The product – an analytical investigative 
documentary – will highlight the causes of  the problem, but also the student’s 
point of  view, born from his curiosity. The images used will be those filmed by the 
student or brought from other sources to illustrate the ideas.

Or maybe the student will choose the intimate style, of  the reflexive 
experiential diary, in which he will narrate situations that happened in history 
and note personal reactions, he will build a world of  the past with the expectations 
and language of  the present. The student-filmmaker conquers the anxieties or 
crises of  history with the force of  detachment, with the various sources that the 
specialized bibliography offers him for study and with the modern methods of  
filmmaking with the help of  the mobile phone. In the same register, the student 
can choose to make the observational documentary of  his own community 
that is currently going through mentality, status or institutional changes.

Another way of  expression – so well demonstrated by the Centropa 
institute – is that of  the biographical documentary. By collecting the photos 
and video recordings of  the film’s character, the student can resort to unfolding 
the images according to a scenario adapted from real history. The film tells the 
thread of  the character’s life – the unintentional hero of  an unexpected history, 
sometimes absurd and cruel, other times full of  light and hope. A story of  survival 
in the maelstrom of  events of  the 20th century. The student completes an act of  
justice by even meeting the survivor, by interviewing, by dialogue, by taking care 
of  the details of  the film’s production.

On the other hand, the fictional film with a historical or biographical 
subject contributes in particular to the revelation of  human attitudes and values, 
it transposes the viewer into a realistic universe recreated by the filmmaker, which 
reconstructs the spirit of  the era and uses stylistic figures that chisel emotional 
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intelligence and the creativity of  the viewer. The historical fiction or biographical 
film succeeds more than the documentary film in offering models of  behaviour, 
which the viewer learns to appreciate, either positively, through assumption, or 
negatively, through opposition. It produces that catharsis, the transfiguration of  
the viewer, known by the theatre authors of  antiquity.

Thus, as a director of  a historical fictional short film, the student 
will put himself  in the position of  a short theatre director, of  a sketch writer. 
The small filmmaker will cast colleagues in the role of  historical characters, who 
will interpret and improvise a score adapted from a literary text and historical 
documents. The film uses costumes, props, sets and locations appropriate to the 
historical setting.

Results of  teaching through the use of  film. Methodological proposals

Correlating film and history study skills

Experiential learning-teaching with the help of  film requires that each of  the 
skills formed in the history course be approached from the perspective of  the 
simultaneous use of  film analysis and historical study. In order to simplify the 
follow-up of  the observations, I have developed a table in which we look in parallel 
at the categories of  competencies that must be practiced at the history class, the 
concrete learning activities and the competencies of  film analysis and making that 
are activated together with those of  history through these projects.

What I propose in Table 1 is the addition to the general competencies 
from the history curriculum of  references to the expression in filmic language of  
historical information, attitudes and values ​​of  a liberal democracy.
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Table 1. Development of  history skills through film analysis

Nr. 
Crt.

Curricular 
competencies of  
history (adapted 

for film-making & 
analysis)

Specific learning 
activities about society

Proposals of  film 
analysis competencies

1. Use of  vocabulary 
and information in 
oral, written and film 
communication

• the student identifies 
topics, events, eras

• the student schematically 
presents the subject

1.1. Writing an analysis of  
film plans

1.2. Elaboration of  the short 
film

2. The development of  
civic behaviour by 
practicing social skills 
and social learning projects 

• the student values ​​the 
models of  civil society

• the student investigates 
and offers through film 
solutions to social issues

2.1. Representation of  
diversity through film

2.2. Remembrance, 
clarification and restoration 
of  some aspects of  the past

3. Developing and expressing 
a positive image of  
oneself  and others

• the student discovers 
through personal study 
family and local history

• the student traces and 
reenacts the experience of  
some historical characters 
through film, using 
alternative methods such as 
oral history, investigation

3.1. Making biographical 
films

3.2. The transposition 
of  moments of  historical 
significance into image and 
narrative, in a form that 
impresses and stimulates 
action

4. Sensitization through 
analysis and creation to the 
aesthetic value ​​of  culture

• the student gets familiar 
with the aesthetic reception 
through film watching and 
analysis

• the student engages 
directly in artistic creation 
by making a film 

4.1. Development of  
aesthetic perception by 
educating the “inner eye”

4.2. Participation 
through film techniques 
in the development of  a 
multimodal style of  aesthetic 
communication

5.  The use of  historical 
sources, specialized 
methods and techniques, 
including from the visual 
arts for problem-solving

• the student reconstructs 
the historical causal 
relationship by consulting 
the documents

• the student establishes 
the historical truth by 
investigating multiple 
versions of  studied events 
and phenomena

5.1. The reconstruction of  a 
possible reality by respecting 
the mise-en-scène and 
plausibility rules

5.2. The composition of  the 
filmic point of  view from 
the ideological and value 
perspective of  democracy
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Correlation between the purpose of  learning and the type and techniques 
of film-project used by the student

I will move on to analyse how choosing the right kind of  film can serve didactic 
interests. For this purpose, we have identified six constants for the description of  the 
educational process that accompanies working with the film: the theme, the narrative 
style, technical procedures, documentary resources, learning-
assessment operations, motivational effects. 

We can look at these criteria as the interchangeable components of  
a multiform mechanism, because the film wants to benefit from maximum 
creativity. Skipping the lines, the descriptors become pieces that can be combined 
differently depending on the purpose of  the material, so that the final product is 
original, breaking out of  patterns and formal constraints. There is no ideal recipe 
for success for film analysis or film-project, that is why we suggest the free choice 
of  combinations between the project components, grouped in the form of  a table.

Grouped by three according to the informative content, the criteria 
describe, on the one hand, the film conditions – in Table 2, and on the other 
hand, the human aspects involved in working with the film – in Table 
3. In the actual elaboration of  the analysis and/or the film, the two tables will be 
viewed by overlapping. The information must therefore first be read vertically, in 
each column, to discover the multitude of  approach possibilities, then it will be 
transformed into its own product, through independent combinations between 
the columns, horizontally, or better said in a zig-zag or fan, by accumulating 
several components in the finished product.

Their separation takes into account the observation made by the film critic 
Christian Metz, according to which the filmic statement is non-anthropomorphic, 
because it has a materiality beyond human limitations (Vanoye & Goliot-
Lété, 1995, p. 28). The terminology used in the tables was adapted from the 
explanations of  Francis Vanoye and Anne Goliot-Lété in Short Treatise on Film 
Analysis (Vanoye & Goliot-Lété, 1995, pp. 24-27, 31-32, 34-36, 41-42) and after 
Clifford Thurlow’s short fiction guide (Thurlow, 2010, pp. 102-103, 159-161, 
177-180, 200-202).
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Table 2: Thematic, artistic and technical components of  the film

Topics Narrative style Visual techniques

basic alternative basic alternative basic alternative

Bios historical Narration with extradiegetic 
narrator

Staging rehearsed

through acting improvised

family Reflective journal fictional Animation drawings

archive photos

Events historical News reels investigative Editing sounds  
and images

real time 
sequences 

neutral
local Dramatic evocative Dramatization narrative 

episodic or 
ordinary 
sequencing

personal analytical

Tradition ethnic Analysis scientific Observational 
documentary or  
Cine verité

voice off

private poetic voice  in

urban fictional staged

Outdoors ecology Description informative Master shooting 
zooming in/ out 

fixed

travel promotional travelling

Society economy Experiential situational Demonstration  
by docu-drama

roleplay

migration processes real cases

Politics youth 
participation

Report investigation Coverage master shot

exposure cine verité
opinions and 
attitudes

reportage voice over 
analysis

Culture architecture Educational explanation Documentary stop-motion

masterpieces demonstration time laps 
sequences

literature art through art dramatised

Contro-
versies

myths Reenactment hypothetical Multiple view  
points 

film essays

accidents investigative staging
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Table 3: Didactic components of  the film

Resources Learning & assessment 
methods Inspirational effects

Still images
Archive photos Identifies the topic and utility of  the 

document
Makes learning palpable

Family pictures Makes connections with general 
history

Values ancestry

Contextual photos (events, 
situations)

Interacts with reality and makes sense 
of  it 

Connectedness to current 
issues

Places and extracts the particular in/
from the contextual

Flexibility, adaptability

Photos taken by the 
student 

Probing understanding of  historical 
fact and context

Authentic learning

Pictures used as proof  
of  documentation 
(screenshots of  book, 
article, newspaper pages, 
buildings, people)

Builds arguments Research skills

Illustrates ideas and explanations Powerful demonstrations

Moving images
Archive movie cuts Learns by direct discovery Sense of  accuracy of  

historical knowledge
Fragments of  fictional/ 
art movies

Learns based on perception through 
multiple senses

Strong memory due to 
emotional, visual, audio 
input

New footage made by 
student

Helps understanding of  social trends Contribution to document 
current events

Interview clips Discovers, understands and can 
formulate informed opinions

Understanding of  source 
authority
Accepting diversity and  
multi-perspectivity

Metaphorical frames for 
enhancement of  meaning 
or connectivity

Learns by using creativity and 
deepens understanding 

Development of  aesthetic 
taste and expression

Mise en scène made by 
the student

Sees and acts history through re-
enactment and role play 

Offers a complex way of  
problem-solving regarding 
social matters

Outdoor/ indoor filming Makes proper use of  the historical 
location 

Gives extra value to local 
culture 
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Sound design
Intro/ outro/ Film credits 
music

Chooses music based on 
understanding of  topic 

Builds synaesthesia

Music accompanying the 
main character 

Learns to express feelings Empathy

Score Researches the music of  the time, 
area, social status

Cultivates audio and 
multiple focus

Foley Depicts reality by sounds Enjoys palying, builds 
musical intelligence

Recording voice in 
(dialogues)

Chooses the right ideas, language and 
attitudes

Values differences in 
individual styles  

Adding voice off (extra-
diegetic comments)

Elaborates scientific explanations Develops responsibility and 
study ethic

Recording inner voice 
(”me”-confessions)

Learns to differentiate between the 
personal perspectives of  historical 
characters

Intuitive learning

Assumes diversity

Consistency of  image and 
sound (in/ hors-champ/ off)

The student is proactive while finding 
his and characters’ position in the 
score and final cut of  the movie

Control and self-regulating 
understanding of  
environment, concepts
Enhances viewer’s curiosity 
and expectation

Writings
Credits (graphics, titles, 
crew)

Chooses graphic illustrations and 
shapes according to goal, historical 
taste

Acknowledges importance 
of  team work

Chronological and spatial 
indications

Arranges ideas, frames and 
scenes cinematographically and 
chronologically

Develops spatial-temporal 
orientation 

Illustrations and grids Model-based learning Visual and synthetic 
learning

Quotes, comments Finds and selects powerful ideas Recognition of  sources 

Suggests one or multiple points of  
view

Builds authenticity

Subtitles, captions Practices language skills through 
translations

Openness to external 
criticism

Thinks of  an alternative 
interpretation to messages 

Addresses multiple ways of  
perception 

Animation and visual 
metaphors

Demonstrates a visual understanding 
of  facts

Develops visual intelligence

Metaphors Expresses more than words Increases symbolic and 
deductive learning
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Examples of  how to use film in teaching history

The first application is a lesson plan incorporating film analysis. Lessons plans are 
used to explain the steps the students have follow in order to accomplish a set of  
learning outcomes. The second application is a source-based historical fictional-
movie making exercise about the socio-economic, religious and political features 
of  the late 16thc. Netherland, focusing on Kenau, the Dutch woman from Haarlem 
that fought the Spaniards during Low Countries’ war of  independence from Spain.

Learning strategy 1: Lesson Plan – The Holocaust in Romania
Learning outcomes: multiple perspectives, argumentation, film analysis, active citizenship

Film resource: Attitudinal documentary Charging the Rhino by Simcha Iacobovici 
(2006)
Teacher: Cristian Rӑducanu
Discipline: History
Target group: Grades 10 and 11 (Curricula: Modern History & Jewish History. 
The Holocaust)
Topic: The Holocaust in Romania
Learning unit: The Great Conflicts of  the 20th Century
Lesson type: revisional, informative, formative
Classroom organisation: student groups of  4
Specific competencies:
At the end of  the unit the students will be able to:
Competencies targeted by learning history (according to the History 
Curriculum for 10th Grade):
1.2. Formulating arguments about a historical topic
2.1. Recognizing and accepting multiple perspectives on historical facts and 
processes
2.5. Examining the direct and indirect consequences of  human action
4.1. Expressing an opinion towards a cultural work in a debate
4.2. Appreciating the values ​​of  the past by relating to the present
4.3. The formation of  cultural representations about different historical spaces 
and eras
5.1. Constructing statements based on sources and formulating conclusions 
relative to historical sources
5.3. Placement of  historical events and processes in a wider Romanian, European 
or universal historical context
5.4. Carrying out comparative analyses and syntheses regarding historical spaces 
and periods



p—— 199

I.RESEARCH

Competencies targeted by filmmaking (according to Table 1 from this 
article):

1.1. Writing an analysis of  film plans
2.3. Remembrance, justification and repair of  some aspects of  the past
3.2. The transposition into image and narrative, in a form that impresses and 
stimulates action, of  some true histories
5.2. Composing the filmic point of  view from the ideological perspective
Operational objectives: During the learning activity, students will be able to: 
O1. to express their feelings about prejudice, discrimination and indifference
O2. to draw up a logical scheme of  concepts and explanations about the Holocaust
O3. to compare the crimes of  Nazism with the crimes of  communism
O4. to have the initiative of  a civic project to repair the mistakes against minorities
O5. to deepen the documentation of  the controversial aspects related to the 
Holocaust/communism
O6. to use oral history sources related to the Holocaust and communism in Romania
Teaching methods: text/film analysis, problematization, heuristic approach, 
game, investigation
Learning resources: the documentary film, worksheets, documentary sources
Types of  assessment: face-to-face and on individual and group sheets
Diagnosis: The students studied totalitarianism, the causes and the development of  
the Second World War. In the previous hour, they watched the entire documentary 
film “Facing the Rhino”
Prognosis: Students are familiar with film analysis, and will be able to indicate 
the type of  documentary, are used to freely express their emotions and opinions, 
and will know how to reflect on the reasons and consequences of  the subjective 
directorial approach.
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No.

Stage of  
the lesson/ 
operational 
objective

Content of  learning/
teaching methods Teacher actions Student practice

1 Organizing 
moment
2 min.

Organizing the classroom 
for the lesson

- directing 
students for team 
work  (for stage 4 
of  the lesson)

- prepare materials for 
the lesson
- pick up numbers 
and form 8 teams of  3 
students

2 Drawing 
attention to 
the subject
1 min.

Lesson Title
Operational objectives

- Indicates the 
topic of  the 
new lesson and 
the operational 
objectives

- write on notebooks

3 Retrieving 
learnt 
information/ 
O1
5 min.

The heuristic 
conversation: Why did 
I choose the film? How is the 
film related and constructed? 
What motivates the author?
Problematization 
(worksheet): What feelings 
did watching the film cause 
you? 

- asks the students 
to review the 
historical context 
studied, the issues 
addressed by the 
film, the subjective 
perspective inside 
and outside the 
film 

Individual work:
- remember the main 
themes covered in 
previous history classes, 
report the author’s 
personal involvement 
and the narrative style 
of  the story
- note and justify 
feelings (on the work 
sheet)

4 Scaffolding 
learning 
through 
step by step 
practices/ 
O2, O3, O4, 
O6
- introduction, 
analysis and 
synthesis 
5 min.
- presenting the 
essential:
12 min. (1’30” 
each team)
- opinions and 
answers:
8 min.
- roleplay: 
reflection and 
conclusions
2 min.

Critical analysis of  
the film: (slide with 
the chapters of  the film 
and summary of  those 
that cause reception 
problems: Ex: 4’30, 18’, 
26’, 38’; reading sheets 
with fragments from the 
scientific literature on the 
Holocaust) 
MOSAIC method:
1). Romania’s 
responsibility 
towards the victims 
of  the Holocaust 
(the pogrom in Iasi, the 
death trains, the Odessa 
massacre): name a moment 
in the film in which your 
feelings resonate with the 
author’s and one in which they 
do not (justify), comment on 
the contrast between image-

- presents the 
sequences to 
the students 
in an image-
text summary 
and proposes 
an analytical 
approach to them.
- distribute 
reading sheets 
with distinct texts 
and questions to 
each team
- offers general 
historical 
information and 
support for in-
depth study
- makes 
assessments on 
the relationship 
between cliché/

Teamwork:
-situates the 
cinematographic 
text in the context of  
history with the help 
of  reading sheets and 
previous knowledge
- cooperates with 
teammates
- analyse the texts 
from the handouts and 
extract the essentials 
that they fix in notions 
(logical chain) and 
judge
- try to identify 
points of  view and 
arguments opposed to 
those supported by the 
director in the texts 
written by the authors 
analysed on the sheets
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voice-music, identify the clichés 
about Romania and explain 
their origin
2). the relationship 
of  Jews with 
communism 
(propaganda and 
indoctrination, staging 
and show trials as a 
means of  denigrating 
political opponents - the 
film “Reconstitution” 
1960, violation of  
fundamental rights, 
mystification of  history): 
what significance do you give 
to the bank robbery process? 
what are the abuses of  the 
communist regime in this case? 
support or fight the comparison 
between nazi and communist 
anti-Semitism, counter with 
arguments prejudices about 
minorities
3). Analysis of  filmic 
metaphors and 
filming styles (cultural 
associations, transgression 
of  time and space, slice of  
life-photo album)
4). Role-playing game: 
how do you rate the director’s 
initiative? what would you do 
in his place?

stereotype and 
particular fact
- directs and 
systematizes 
the students’ 
observations
- follows the way 
in which the 
students argue 
their ideas
- follows the 
formation of  self-
efficacy learning 
skills, critical 
thinking, the need 
to recover the past
- recommend 
sources from oral 
history
- cultivate the 
sense of  justice, 
civic initiative, 
respect for the 
past

- reveals colleagues 
the consulted source 
and the way of  
argumentation
- make operant the 
newly acquired 
knowledge in the team 
study, by commenting 
on the concepts and 
metaphors in the film
- makes an effort 
to reflect on the 
ideas expressed by 
colleagues from other 
teams
- requests additional 
clarifications
- draw pertinent 
conclusions, justifying 
them
- they put themselves 
in a position to find an 
active, living solution 
for the problems raised 
by the facts of  the past
- shows support 
for the memorial 
to the victims of  
totalitarianism of  any 
nature
- apply oral history

5 Checking for 
understan- 
ding/ O5
10 min.

Applications 
(evaluation sheets)
1). structured selection 
from a list of  anti-Jewish 
measures from 1938-1944
2). INSERT (thinking 
hats): negatives, 
positives, new 
information, questions 
about the movie
3) Write a QUINTET 
about the message of  the 
lesson

- on the basis 
of  the form, the 
teacher ascertains 
the acquisition 
of  concrete 
knowledge by 
the students, 
the power of  
application, 
selection and 
synthesis, the 
degree of  interest 
and attention 
of  the students, 
as well as their 
creativity

- realizes a structuring 
of  the studied material
- draws up a list that 
includes three anti-
Jewish measures each, 
considered serious 
offenses against 
personal rights and 
economic obstacles
- prove critical attitude 
and creativity
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6 Formal 
assessment 
of  student 
work
3 min.

Quantification of  the 
acquisitions and the result 
of  the students' teamwork

- marks the teams 
and explains the 
grades awarded

- assume the 
observations 
- make comparison 
between their own 
and the other teams’/ 
students’ work
- ask for clarifications 
on the grades received

7 Lesson 
closure – 
homework/ 
O5
2 min.

The methodology of  
the study of  history: 
Writing an essay on the 
topic "How do we distinguish 
truth from myth in history?"

-highlights 
the degree of  
participation of  
the class in the 
lesson
- announces the 
homework

- writes down the 
homework and asks 
for clarifications about 
it.

Learning strategy 2: Exercise for illustrating multiple perspectives
Author: prof. Cristian Rӑducanu
Learning outcomes: illustrating a point of  view and dramatization of  historical contexts, 
based on written sources

Case study: Netherland’s War of  Independence

Based on some sources cited from the CCD course support on active methods in 
history (Bercea et al., 2009, pp. 24-25), considering the analysis of  the multiple 
perspective and the importance of  its knowledge in establishing the historical 
truth and the diversity of  reception of  reality, we propose an exercise with the 
following structure:

a) documentation
b) script writing
c) programming of  frames through storyboard
d) filming
e) film editing

Starting from the literary and documentary accounts of  the war of  the 
Netherlands against Spain, select the information that will help you in building 
your own screenplay/storyboard. Have in mind:
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- fix the version of  the truth you prefer (from at least three sources)
- compose the director’s point of  view on the subject
- choose the theme and style of  the presentation
- diegetic frame and location
- the characters, the narration and the dialogue
- mise-en-scène (camera angles, shot framing)
- dramatization with plot, development, climax and denouement
- the voiceover commentary (if  you think it’s appropriate)
- the soundtrack
- unfolding of  frames and synchronized sound design (story-board)
- shooting and editing the film (in teams, in the next phase of  the assignment)

Two examples of  solving learning strategy 2:

If  the student chooses to create a fictional short film, an essay recreating the 
historical moment of  the siege of  Haarlem from the perspective of  the Dutch, he 
can primarily exploit the mentions left by the historian Hooft in 1642. 

The director’s point of  view will emphasize the just desire for freedom, 
introducing a diverse but united community – where trades and social status are 
suggested by costumes and representative objects from late 16th century Holland. 
The community is in full preparation for defence, the student-director using the 
traveling technique in a single general frame, or by mounting sequences in braces. 
From the overall plan, suggestive of  the idea of  ​​solidarity and help, the camera 
moves to the close-up shot and the insert of  some details – preoccupied faces, 
busy hands, weapons. Diegetic sounds of  organized hustle and bustle: teamwork, 
shouts of  encouragement, clatter of  metal, wood, falling sandbags reinforcing the 
defensive wall. The camera angles are right, because there is nothing to hide in 
this race against time with the spectre of  a siege that will prove merciless – the 
hint comes through an apparent flash-back, an overexposed, burned-in shot, a 
panning close-up of  reproductions of  the city of  Haarlem later destroyed by the 
Spanish, while the background sound fades to an echo. The freeze-frame of  the 
ruined city heightens the emotional intensity.

Jump cut, and then the montage suddenly introduces a close-up with a 
gun, the frame widens and reveals the protagonist – Kenau, a brave woman, who 
was walking with a gun on one side and an axe on the other. The frame follows 
her into the room where, determined, she tells the defence commander that she 
is putting her fortune on the line to organize a women’s army, arguing that she 
is doing it together like mothers, wives and daughters who want to defend their 
freedom after the loss of  sons, husbands and to their fathers in the battles with 
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the Spaniards. In the background, a cannon blast, and the all-male Spanish army 
launching the attack. The final sequence, played in slow motion, with parallel shots, 
without sound, shows Kenau in various poses – in battle but without showing her 
opponents, tending to the wounded, feeding and giving them drink, lighting the 
wood for fire, filling the gaps in the wall left by the Spanish guns. The denouement 
is intentionally open, inviting students to analyse and interpret, facilitating learning 
of  such values as freedom, solidarity, power of  example, sacrifice, patriotism.

Another version of  the project film can be that of  a documentary in 
the form of  a reflective diary or study diary. The filmmakers reconstruct 
the historian’s work – they can even resort to editing some interview sequences of  
real historians or they can illustrate the historical data by reading some colleagues, 
with diegetic sound or voice over, mixed with sound offs. The director’s point of  
view will be an objective, impartial, critical one, it will question the springs of  
Kenau’s attitude. The historical analysis will resort to all documentary sources: 
the diary written during the Spanish siege of  Haarlem in 1573, by the Dutch 
scholar Arcerius, a witness to the event, which agrees with the diary of  a German 
soldier, mercenary in the Spanish army, a letter written in 1586 by Kenau 
Simonsdochter Hasselaars and addressed to the mayor of  Haarlem, in which 
she asks for compensation of  250 guilders for the construction timber made 
available to the community to strengthen the city’s defences, a request reinforced 
by her daughter through her lawyer in a letter from 1589, a year after the death 
of  Kenau and the historian Hooft’s work on the army of  3000 women enlisted 
with Kenau’s money. The voice-over commentary reads the research hypotheses, 
especially the arguments for and against the status of  the heroine of  the Dutch 
resistance in 1573, paints the economic, political, social and international context 
of  the Dutch War of  Independence, balances the weight of  the reasons why the 
woman chosen to act in this way, to delimit what is truth and what is myth and 
draw conclusions. This documentary-project will help students learn how to 
evaluate source utility, weigh arguments and choose fact from fiction. 

Conclusions

Through the classroom application of  the methods from theatre and film, I 
witnessed an increase in teaching efficiency and student motivation, due to 
the emotional, kinaesthetic and visual perception of  information through film 
analysis/production. Students understand the information taught more easily 
and achieve better results, because they apply it through film-projects. They come 
to history lessons with more interest and share their authentic learning experience 
with family and friends, engaging the community.
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I emphasized the need to return to documentary-type investigation, which 
justifies the merits of  the film used as didactic material for the development of  the 
active component, authentic knowledge, the formation of  scientific skills for the 
study of  history, which convey to the student “what”, “how” and “why to know “. 

From a didactic point of  view, adding value to the interactive methods 
from the history course by the use of  film and improvisation as teaching material, 
insures a smooth transition from the linear didactic path, with few challenges for 
the students, to an engaging one, appropriate to the psychological profile of  the 
current generation. The battery of  interactive methods is already within reach of  
history teachers who experiment, create moments of  intellectual revelation with a 
pronounced artistic side. The teacher has the chance, together with the students, 
to design and run a show-like history lesson.

The inventiveness of  the students and their motivation by watching the 
film, approaching current topics and themes that concern them directly, are the 
arguments for the involvement of  this new didactic strategy in the entirety of  the 
learning process, in the spirit of  the theory of  multiple intelligences, creativity, 
critical thinking, multiple perspective analysis and cooperative learning.

Finally, it should be noted that the limited material resources and short 
time available to the school when learning through the film-project requires the 
intelligent selection of  the script and the drafting of  a story-board that most 
eloquently illustrates the director’s intended idea: the emphasis must fall either 
on the character of  the hero – through dialogue, borderline situations, or on 
the historical importance of  the moment – through details about the historical 
context that enhance the sensation of  change, or on a critical aspect of  history 
that are shock the reception of  the viewer. 

This way of  teaching-learning must be encouraged at the level of  the 
educational system, because it provides the student with social-affective and 
cognitive benchmarks in the middle of  an environment that changes alertly. It helps 
the student to know, interpret and adapt the environment according to his own 
personality, through media literacy. At the maximum level of  the benefits of  teaching 
through cinematographic and theatrical literacy, the student becomes an actor 
of  social events, assumes roles of  sustainable citizenship through the democratic 
valorisation of  the past and by learning to assume the truth in a creative, positive 
and critical way, which increases the quality of  his life. At the minimum level of  
expectation, the student becomes aware of  subjectivism, the interest behind any 
type of  opinion, developing his autonomy, which is not little gain either.
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Abstract: Cinematic art, as one of the most diverse art forms, underscores the 
importance of integrating motivation and creativity into the educational process. Since 
the absence of motivation can complicate even the simplest tasks, understanding how to 
effectively apply motivation within the educational environment is essential. Intrinsic 
and extrinsic motivation are not necessarily in conflict; they can coexist and interact, 
producing favourable outcomes in the teaching and learning process. Recognizing 
these facts, it becomes crucial to incorporate game-based and playful elements into 
cinematic educational workshops to stimulate student’s creativity. Practical exercises 
including such initiatives play a significant role in enhancing children’s imagination. 
Therefore, this study explores the realm of film pedagogy, with a specific emphasis on 
the power of fostering creativity and motivation.

Keywords: cinematic educational workshops, motivation, creativity, cinema, film 
pedagogy.

How to cite: Mititelu, I. (2023) “Enhancing Student Motivation and Creativity 
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doi.org/10.37130/y49b1754 ,

Introduction

The cinematic art represents one of  the most diversified arts, revealing the motivation 
and creativity and taking a position of  interdependence with the freedom of  speech. 
Since ancient times, the film producers have needed a significant period to become 
aware that their activity is actually an artistic manifestation. The product of  Hugo 
Munsterberg “The Photoplay: A Psychological Study” (1916) marked out the first 
attempt of  including the film in the category of  art (Gaut, 2002). 

First of  all, the cinematography offers a wide landscape of  unique 
experiences that may nourish the creativity of  pupils and extend the thinking 
horizon. From educational perspective, the seventh art may be expressed by a pure 
singularity with motivation and creativity, since films fundamentally represent a 
source of  creative inspiration and explore heterogenous experiences. Therefore, 
the motivation symbolises a key factor in the film pedagogy and represents a 
primordial component, closely related to the efficiency of  the teaching methods 
and teaching process. 

With a view to acquire motivation and, implicitly, creativity, it is necessary 
a thorough understanding of  the key issues of  such essential components related 
to learning process. Since the motivation of  pupils represents a fundamental need 
positioned on base of  the current education system, it is essential to discover the 
factors that motivate or discourage the pupils in the learning process (Șerbănescu 
et al, p. 120). 
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From Theory to Practice: Understanding and Applying Motivation

In discussions of  motivation, it is typically associated with a strong and unwavering 
enthusiasm that drives the execution of  envisioned actions. The motivation derives 
from the existence of  some eloquent stimuli that determine the individual to 
express interest and perseverance in achieving the objective, to provide them with 
the motivation necessary to successfully progress through the stages associated 
with the attainment of  such objectives. In this context, when we discuss about the 
motivation of  pupils, we implicitly allude to the establishment of  goals as well. 
Considering this, the initiation of  the process is characterized by the shaping of  
the objective, followed by the establishment of  a conducive psychological state to 
facilitate the attainment of  the target. 

The etymology of  the notion of  “motivation” may be identified by 
derivation from Latin of  the verb “movere”, meaning “to move”. Consequently, 
the motivation makes us “move” and to “direct” in a particular direction. Briefly, 
we may define this powerful force as an inner initiative to successfully achieve our 
pre-established targets. Brophy defines the motivation as “a theoretical construct 
used to explain the initiation, direction, intensity, and persistence of  behaviour, 
especially goal-directed behaviour” (Brophy, 1998, p. 3).

In the classroom context, considering the aforementioned issues, it becomes 
evident that the motivation of  pupils constitutes a crucial element that should be 
centred in the teaching process. In this respect, it is noticed that motivation supports 
the pupils in focusing on specific objectives. From this perspective, distraction 
becomes more difficult if  the pupils set a tangible target. Considering this example, 
integrating motivation on a subconscious level involves behaviours aimed at 
executing plans and results in enthusiasm, initiative, curiosity, determination, and 
appreciation for one’s efforts. Eliott, Hufton, Willis and Illushin (2005) present 
an intriguing perspective on motivation and closely associate it with attribution 
theory.  More specifically, the attribution theory was studied by other several 
researchers, analysing thoroughly the studies related to educational performance 
and represents a fundamental method practiced by several individuals who are 
constantly trying to understand both their environment and themselves. In this 
context, the individuals are trying to find an explanation to every small thing that 
happen to them and to each action undertaken. An example in this respect may 
include failing an exam that may be correlated to the incapacity of  a pupil to 
learn, the lack of  luck or the incapacity of  the teacher to adjust its curriculum. On 
the other side of  the spectrum, in case of  a favourable event, such as obtaining an 
excellent result to an exam, the same attribution theory will be applied to explain 
success (Eliott et al, 2005, p. 17). We therefore notice how the motivation process 
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of  pupils represented and represents further on a sinuous road that needs an 
exhaustive debate in the complex academic context.  

Besides the foregoing, the researches have demonstrated that there is no 
strategy of  solid and functional motivation applicable to all typologies of  pupils. 
Nevertheless, it is noticed the presence of  some functional strategies, however, it 
does not certify their long-term success. Moreover, it is fundamental to notice that 
every pupil has individual scopes, particular needs and distinct preoccupations, 
as well as variable levels of  empathy towards different contexts and situations. 
Consequently, it denotes that every pupil is unique and, consequently, it may be 
motivated by distinct methods (Fluke et al, 2015). In the light of  such issues, how 
may we motivate the pupils in order to maintain a proper level of  involvement 
and perseverance? How can we emphasize the power of  cinematic education 
workshops so as to obtain satisfying results? Which are the key ingredients that 
may be included in the paradigm of  film pedagogy? 

When the teachers are motivating the pupils during the classes, the pupils 
are immersed in an environment specific to their own personal development and 
creativity, by applicative exercises or debates. Therefore, they are supported to 
acquire different motivational behaviours including collaboration and teamwork, 
development of  curiosity and building realistic objectives, increase of  the interest 
level, behavioural modifications, as well as the development of  some general or 
specific skills:

In the classroom context, the concept of  student motivation is used 
to  explain the degree to which students invest attention and effort in 
various pursuits, which may or may not be the ones desired by their 
teachers. Student motivation is reflected in the motives and goals they 
strive to achieve, and is rooted in their subjective experiences, especially 
those connected to their willingness to engage in learning activities and 
their reasons for doing so. (Wentzel et al, 2014, p. 3)

Building upon the aforementioned points, it becomes evident that the 
professor plays a pivotal role in shaping the development of  the students from the 
early stages of  their academic formation. Under the guidance of  the teacher, the 
children may develop their own behaviour, acquiring new interests and skills or 
they may improve the existing skills. It is vital to encourage the pupil during all 
learning stages since they learn the power of  their own dreams and may develop 
a behaviour governed by optimism and ambition. As an example, we notice that 
contemporary society is creating pupils liable to abandon their own dreams too 
early, as a consequence of  not being encouraged enough by parents or even by 
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the teacher. The pupil may develop its own skills during cinematic workshops, 
however, the absence of  motivation and confidence offered by the teacher may 
contribute to an easy waste of  a potential talent. Therefore, discouragement 
interferes as an element on which the absence of  motivation relies. 

Yair (2000) has analysed in time the experiences of  dozens of  students 
from several schools in United States of  America. He investigates in his studies, 
on empiric level, the consequences of  authentic teaching on pupils in the USA 
schools. One of  the areas investigated is the authentic teaching that generates 
the ambition of  pupil and the development of  some skills that lead to the pupil 
autonomy. With respect to the study results, we notice that, when the teacher 
has properly educated the pupil and relied on teaching based on options and 
challenging from the perspective of  skills, the pupils recorded more satisfying 
results. When such factors are not introduced in the teaching process, the study 
reveals depressive and disinterested pupils (Yair, 2000, p. 191-210).

Based on such findings, the teacher must support the pupils and 
encourage them to enjoy their own potential, to challenge them, to determine 
them to experience the power of  subconsciousness and consciousness. Hence, we 
encounter motivation once more, which plays a significant role in the people’s 
development from the early stages of  their academic journey. When we deal with 
an unmotivated pupil, it is often noticed a lack of  enthusiasm and the absence 
of  a specific objective. In this context, it may be noticed the occurrence of  an 
improper behaviour as well that may generate challenges both for the teacher, 
for the pupil itself  and for the other pupils. Considering the foregoing, as well as 
the results of  Yair´s research (2000), we notice how structuring the instruction of  
teacher influences the learning experiences of  pupils: 

The findings suggest that the structures of  instruction that disaffect 
students are overwhelmingly represented in students’ daily school 
life; those that spark their hearts are not frequent enough to motivate 
students. They also imply that students do not have a general tendency 
to be emotionally depressed in school; rather, they perceive their 
experiences to be highly influenced by specific structural characteristics 
of  instruction. (Yair, 2000)

From the didactic, it is noticed a high degree of  difficulty in generating 
the motivation of  pupils, as well as in structuring a training favourable for the 
stimulation of  ambition. The studies of  Dweck (2003) have a strong foundation that 
emphasizes the cultivation of  a growth mindset. The researcher views education as 
a path to evolution and continuous learning, rather than as a linear process. This 
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contributes to the development of  thinking process and, concurrently, facilitates 
the restructuring of  previous knowledge, leading to heightened awareness. In 
the light of  such issues, the pupils will no longer experience feelings related to 
disappointment in the academic environment and will turn the challenges into 
beneficial experiences, by stimulating the optimistic mindset. More specifically, 
the pupils will manage to consider critically their own actions and to turn them 
into experiences beneficial for their own personal development. Dweck (2003) 
offers an interesting perspective about the challenges that may be applied in the 
wide academic context:

People in a growth mindset don’t just seek challenge, they thrive on it. 
The bigger the challenge, the more they stretch. And nowhere can it be 
seen more clearly than in the world of  sports. You can just watch people 
stretch and grow. (Dweck, 2003, p. 11)

Nonetheless, it is still noticed the presence of  pupils with rigid mindset, 
characterised by a lack of  orientation towards deviation from conventional. 
This typology of  pupils finds it difficult to accept an educational failure and 
focus mainly on immediate and implicit acknowledgement, on immediate visible 
results. In order to illustrate this phenomenon, it is important to mention a study 
of  literature, namely The Marshmallow Test, that may represent a potential subject 
of  debate in the classroom, to instil in the mind of  pupils the importance of  
motivation and to prove them the role of  delayed gratification. In this context, 
we refer to the prestigious study led by the psychologist Walter Mischel, professor 
at the University of  Standford, in 1970, that analyses the power of  delayed 
gratification. In this paper, it is demonstrated that such children that have resisted 
temptation and did not seek only for immediate results, have experienced more 
generous results during their lives: 

From the age of  antiquity, to the Enlightenment, to Freud, to the present 
day, young children have been characterized as impulsive, helpless, 
unable to delay gratification, and seeking only immediate satisfaction. 
With those naive expectations, I was surprised as I watched each of  my 
three closely spaced daughters, Judith, Rebecca, and Linda, change in 
their first few years of  life. They quickly morphed from mostly gurgling 
or screaming, to learning in exquisite detail to annoy one another and 
enchant their parents, to becoming people with whom one could have 
fascinating, thoughtful conversations. (Walter, 2014)
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We often notice how children find it difficult to observe the norms of  
adults. In this context, it is incontestable that this situation also applies to the 
didactic process and the prestigious study The Marshmallow Test illustrates a 
marshmallow put in front of  some children who were told that they could receive 
another marshmallow if  they waited 15 minutes. The test represented a useful tool 
in analysing the mind of  children and how they use their cognitive tools to resist 
temptation. Consequently, after 15 minutes, it was noticed that some children 
did not resist the temptation at all and ate the marshmallow whereas others tried 
to hide that they have taken a bite of  it. On the other hand, those who resisted 
temptation received gratifications. The study demonstrates that those children 
who passed the test, obtained more satisfying results in life. We therefore notice 
the importance of  proper training of  children, of  teaching them what waiting 
and patience mean to acquire subsequently a more developed self-controlling skill 
and to discover the benefits of  delayed gratification. 

Therefore, returning to our study, it is necessary to contribute to the 
restructuration of  pupil´s mindset and prove them that such fixed mindset 
focused on rejection of  failure and immediate results, is not beneficial. In order to 
avoid being vulnerable to the above-mentioned behaviours, it is necessary that the 
pupils enjoy appreciation and be guided to the development of  thinking process, 
in order to become more cooperative and resistant. The encouragement and 
appreciation represent vital components in the learning process and increase the 
critical mindset and certain connections and modifications occur on brain level 
(as it may be noticed in the practical activities carried out during the cinematic 
educational workshops like: analysis of  a silent movie, study of  character or 
storyboarding technique). Despite the external factors (material situation or 
home environment), the encouragement, ambition and understanding capacity 
of  pupils increase cooperation and the challenges will be faced in a much more 
open manner. Nevertheless, the curriculum of  the teacher as well as the attractive 
learning materials represent a significant factor in the learning process:

Teaching engaging lessons is a „baseline reward” expectation of  
students.  Boring lessons will not help students to develop their intrinsic 
motivation to learn. That does not mean, however, that teachers have 
to put on costumes and become entertainers. It can, however, suggest 
that teachers consider keeping lecturing to a minimum and, instead, 
use many of  the teaching strategies that have been found to be more 
effective for student learning. (Ferlazzo, 2011)



p—— 215

I.RESEARCH

The Intersection of  Intrinsic and Extrinsic Motivation

Moreover, the teachers are generally dealing with pupils that experience two kinds 
of  motivation: intrinsic and extrinsic. For the sake of  illustration, the intrinsic 
motivation exists within a person. On the other hand, the extrinsic motivation 
comes often from external sources. As for the pattern of  intrinsic motivation, 
this motivation typology often appears on early age, when the child develops a 
natural curiosity. We notice, for instance, a pupil with intrinsic motivation when, 
during a cinematic educational workshop, it is motivated and evolves, the teacher 
not needing to apply stimulants or punishments. The future activities will be 
exclusively carried out to intensify its satisfaction and pleasure during the activity 
process. In this respect, the motivation becomes a toll of  pupil´s work and not 
of  a person or its decisions (National Guide, 2023). Consequently, more relevant 
behaviours will be observed among pupils with intrinsic motivation, leading to 
more favourable study results.

In the context of  extrinsic motivation, according to several studies, it may 
be reached easier than the intrinsic motivation. However, the extrinsic methods 
are frequently used by the teachers to stimulate the intrinsic motivation. For the 
sake of  illustration, when a teacher organises, during a cinematic educational 
workshop, a creative activity (e.g. character study), it will be noticed that the 
majority of  pupils are motivated only by the gratifications acquired after the 
end of  the exercise or by certain prizes. A representative didactic activity could 
include the selection of  a movie character and scenario rewriting to turn the 
selected character into a protagonist. The active participation of  pupils to the 
cinematic educational workshops is often determined as well by the interest in 
the topic of  each workshop. Due to the general framework of  the previously 
mentioned exercise, the pupils will have the opportunity to understand the 
development of  characters, the construction of  storyline, the primordial 
elements of  cinematic language. Moreover, if  the teachers include in the 
teaching methods strong tools (enthusiasm, relevant and organised materials, 
actual examples, verified and easy to understand, proper difficulty level, 
construction of  a strong relation between the teacher and pupils, diversified 
learning duties), the chances to increase the motivation of  participants to the 
course are higher (Coman, 2021). 

In the past, intrinsic and extrinsic motivation were considered opposed 
concepts. When extrinsic factors were identified (such as external gratifications 
to encourage the accomplishment of  duties), for the stimulation of  certain duties, 
it is noticed a trend of  reduction of  intrinsic motivation of  the individual to 
complete such duties. Nevertheless, the recent searches suggest that these two 
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kinds of  motivation may coexist independently. In other words, an individual may 
simultaneously possess high levels of  intrinsic and extrinsic motivations, have low 
levels of  both, or exhibit high motivation in one action while being less motivation 
in another. Such notion is supported by a wide meta-analysis of  four decades of  
search of  motivation. According to such analysis, stimulants like strong extrinsic 
motivators, are properly managed, they do not have a negative impact on intrinsic 
motivation (Fluke et al, 2015, p. 3).

Under such circumstances, it is necessary that every teacher reveals both 
the factors related to intrinsic and extrinsic motivation in order to encourage and 
improve the results of  pupils. In the context of  delayed gratification previously 
analysed, we may come with an argument related to gratification, offered by 
Professor Frédéric Guay, specialist in motivation from Laval University of  
Quebec. The researcher considers vital that the professors focus mainly on the 
quality of  their relationship with pupils and not only on gratification. Despite 
the fact that there may be an apparent lack of  empathy comparatively to the 
previously mentioned pattern, the pupils keen on knowledge will register the same 
favourable effects as those with a marked intrinsic motivation. Consequently, it 
is necessary that the professors support the pupils in the communication process 
and respect their freedom to speech.

Motivation and Creativity: A Symbiotic Partnership

First of  all, there is a strong relationship between creativity and motivation and 
the two components represent a significant vector in the educational process. 
Since the factors previously mentioned are positioned in interdependence, 
it is noticed that they have a high degree of  mutual influence. For the sake of  
illustration, we may analyse the intrinsic motivation. We will notice that, as this 
motivation becomes more visible among the pupils, their creativity will be more 
marked. On the other hand, we have the extrinsic motivation that often relies 
on gratification or punishment. This kind of  motivation involves a low creativity 
degree. Therefore, we face a wide range of  perspectives that may improve or slow 
down the educational process of  pupils. 

Starko (2022) discusses, in his recent study, the three factors of  creativity 
in an educational context. The first factor involves establishing an environment 
conducive to the development of  skills and attitudes. The other two crucial factors 
encompass incorporating creative approaches into the curriculum and cultivating 
a conducive and creative atmosphere in the classroom (Starko, 2022):

Both approach motivation and optimism are associated with challenge 
appraisals, cognitive flexibility, excitement, and intrinsic motivation, 
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which are conductive to high levels of  creativity. Intuitively, we may 
therefore expect the combination of  approach motivation and optimism 
to be optimal for creativity. (Icekson et al, 2007-2015)

In addition, creativity has been studied since antiquity by researchers, within 
a wide range of  fields. Depending on the typology of  creativity acts, it is necessary 
to acquire certain experience in heterogenous specialisation fields. Consequently, 
despite that an individual may be creative in a field, this is not a guarantee of  the 
same creativity degree in another field (Griffith et al, p. 137). For instance, if  a pupil 
is extremely skilful in conceiving short film scenarios, this does not mean that it will 
be equally creative in conceiving marketing strategies for a product. 

Creativity is often acquired by games also representing a strong tool of  
motivation of  pupils. James (2019) considers that both the notion of  “play” and 
“game” are often used interchangeably, despite that, from grammar perspective, 
these two words are not synonyms. James (2019) perceives games like activities 
mainly based on strict rules. On the other hand, the researcher considers the game 
a means of  expression, freedom and openness and builds a visible connection 
between game and creativity:

Similarly, play and creativity are often conflated, and yet they are not 
identical in meaning; play is not necessarily creative, not is creativity 
always playful. They have much in common, being experiences all can 
enjoy, being stimulating, energising and freeing; one which can take you 
beyond yourself. (James, 2019, p. 7)

In the light of  such facts, it is essential to introduce the game and play in 
the cinematic educational workshops in order to arise the pupils´ creativity. The 
practical exercises involved in such initiatives contribute to fostering children´s 
imagination. Therefore, by applicative exercises (execution of  a short film or 
video), the pupils have the opportunity to creatively express themselves and to 
develop a unique style. Consequently, we witness a process of  stimulation of  love 
for art and a potential future focused on creative industries. The creative mindset 
may be developed, taught and learned during the cinema workshops through 
co-curriculum. Bill & Spencer (2019) analyse in a study of  creative mindset 
the 5 dimensions of  creative mindset: imaginative, inquisitive, persistent, disciplined, 
collaborative. Such dimensions offer a wide perspective on creativity and are 
applicable to several activities and fields (Bill, Spencer, 2017).
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Educational Cinema Workshops: Shaping the Future of  Film and 
Education

The cinematic education represents a significant vector in the education of  pupils 
and necessary to the contemporary education system. For the sake of  illustration, 
the skills and knowledge acquired have a mutual relation with the development 
of  creativity and motivation, vital elements in the cinematographic universe. The 
film pedagogy is characterised by the application of  theoretical knowledge in the 
practical exercises and entails the collaboration and team work, indispensable 
in the process of  development of  creative thinking capacity. It is necessary 
for the subjects of  the current education system to place greater emphasis on 
practical exercises and collaboration. In this regard, the pupils will experience 
high creativity and engage in projects with a higher degree of  complexity. In 
order to understand the need of  practice in schools through cinema educational 
workshops, the teacher may organise a range of  applicative exercises that may 
intensify the motivation and creativity of  pupils. 

Therefore, it is vital to understand the utility of  practical exercises 
in the learning process, since they contribute to the application of  theoretical 
knowledge studied and contribute to a more efficient and durable assimilation 
of  it. Furthermore, through exercise, one can identify the types of  skills that 
characterise pupils: technical or creative. In this context, the teacher may organise 
a range of  exercises to support the pupils: watching a silent movie and analysing 
it, writing a scenario, creating sound effects, film analysis, character study, 
storyboarding techniques, acting techniques, photo-video workshops, montage 
workshops or film critics. The teacher may also provide a theoretical foundation 
to present career opportunities in the cinema industry, adaptations of  books or 
dramas, and elements of  cinema history. 

The cinematic education may arise motivation even when it is not 
interactive. Consequently, the teacher may establish few means of  understanding 
better the emotions of  pupils and develop their technical skills, creativity and team 
work skill by: role play, debates, group discussions, games, creative projects, trips. 
Through such techniques, the pupils will understand the process of  producing a 
cinema product, as well as the fact that the execution of  such product involves a 
wide human resource. Therefore, collaboration may be learned by role play. The 
children may learn to communicate efficiently, to share ideas and delegate duties. 
Through the techniques mentioned earlier, the pupils will develop their skills and 
effectively communicate their unique vision in their projects.  In this respect, 
they may create an original style of  approaching the cinema product. Through 
teamwork, pupils have the opportunity to engage with different perspectives and 
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techniques. In a competitive cinematic environment, nurturing originality is a 
crucial skill that should be fostered right from the outset of  their projects.

In addition, the exposure of  pupils to different cinema products worldwide 
(films produced by different cultures) may contribute to the development 
of  a consistent cultural understanding and intensification of  their empathy. 
Consequently, through the educational cinema workshops, the teacher may 
contribute to the development of  a more inclusive and more tolerant society.  
Another essential aspect involves building of  self-confidence through practical 
exercises. Self-confidence enhances creativity and reduces the fear of  failure 
among pupils. Through regular practical exercises, the teacher can foster an 
environment conducive to the development of  skills relevant to a professional 
setting, thereby providing pupils with the opportunity to become familiar with an 
authentic work environment. 

Consequently, pursuant to analysing the foregoing, it becomes evident 
that practice is crucial in cinema education. It offers the pupils the opportunity to 
apply theoretical knowledge, develop their skills, foster creativity and innovation, 
build self-confidence and present their own work. Schools must provide pupils 
with the resources and opportunities necessary for practice and for experiencing 
different techniques, preparing them for the challenges of  the industry. Through 
regular practice, pupils may develop the skills and habits necessary to thrive in the 
competitive world of  cinema, media and entertainment. 

Conclusion

In conclusion, the cinema educational workshops represent a moving universe that 
metamorphoses the classical practices of  pedagogy. Cinematography represents 
the opportune environment for the development of  creativity and motivation of  
pupils and provides a wide landscape of  unique experiences that may nourish the 
creativity of  pupils and extend their mindset horizon. 

Through the studies presented, we notice that the development of  pupils is 
complex and the Marshmallow test may represent a significant tool to interpret the 
behaviour of  children in the adult life. Although this psychological examination 
does not completely represent an indicator of  success or failure, the test may 
provide a valuable perspective related to delayed gratification and an element of  
reference in the educational environment.

In the light of  the arguments presented in the study, we notice that 
the pupils are immersed in an environment that prioritizes their personal 
development, motivation and creativity, through practical projects, role-playing, 
and debates. Within this context, the pupils are guided in developing a range of  
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motivating skills that demonstrate the power, influence, and practicality of  these 
exercises in the field of  film pedagogy. In summary, the introduction of  interactive 
elements makes the teaching-learning process more engaging and fosters a deep 
appreciation for cinematic arts. Finally, by aligning teaching methods with the 
framework presented by Yair (2000), the teaching process may become more 
authentic, characterized by choices, challenges and efficiency. 
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Abstract: Model for an entire generation Lucian Pintilie, a creative genius,  takes on 
the role of revealing the world as it is, with all its shadows and ambiguities, as depicted 
in his films through absurdity, grotesque or farcical elements. The artistic approach of 
director Lucian Pintilie becomes redemptory, aiming to foster responsibility and awaken 
a collective consciousness. Lucian Pintilie’s intellectual preoccupation provides solid 
study material  for the creators of the New Wave in the Romanian cinema, both through 
his films and through the volume Bricabrac, which includes his directorial poetics.
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Introduction

Throughout his entire cinematic oeuvre, which stands at the crossroads between 
modernity and postmodernity, Lucian Pintilie professes the creed that guided him 
in all he achieved: the courage to express his inner freedom through art. Although 
embarking on a war he knew he could never win, Lucian Pintilie understood that 
experiences and trials are worth more than victory itself. His rebellion against 
the communist regime, death, and illusory happiness took on a metaphysical 
direction, explored through both theatre and film.

The example set by director Lucian Pintilie through his cinematic creations 
captures the profile of  an artist with social responsibility, needing to cultivate a 
sense of  morality and act accordingly. Without his fundamental contribution, the 
birth of  the New Wave in Romanian cinema would have been impossible.

An intellectual per se, passionate about knowledge and reading, Lucian 
Pintilie is one of  the conceptual artists with a strong theoretical concern. Though 
impossible to imitate, his style offers a series of  best practices that new creators will 
assimilate and incorporate into their own films. Not only does his cinematic activity, 
but also his theatrical one, share a stylistic unity specific to Lucian Pintilie. Here we 
talk about elements such as the grotesque, slapstick humour, transcendental farce, 
apocalyptic vision of  the world or denunciation of  imposture in all its forms.

Lucian Pintilie’s films are composed of  bitter comedy and laughter, which 
can sometimes be cheerful but at other times indicate inner despair. However, each 
of  his feature films represents his creative genius: cynical, subversive, disturbing, 
intelligent. They inherently contain a true academy of  cinematography, which has 
inspired and developed creators of  the New Wave, including figures like Corneliu 
Porumboiu or Cristi Puiu.
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Regarding the creative personality of  Lucian Pintilie, director Andrei 
Șerban says: 

Who was Lucian Pintilie? What remains behind an artist who was an 
example of  courage for us all, who took the risk of  showing us that 
distorted mirror of  the world so we could see clearly what surrounds us, 
but, most importantly, the most difficult thing to accept: to see ourselves 
as we are, without illusions, to receive that necessary shock to awaken us 
from passivity and sleep. (Șerban, A., 2018)

Lucian Pintilie proved to be the only victor who was not crushed by the 
totalitarian utopia before 1990, nor was he dulled (or embittered) by the utopia 
of  unrestrained freedom afterward (Rădulescu, M., 2016). Silenced by the 
communist regime, the director chooses the solution of  imposed exile, and for 
20 years, he no longer creates films in Romania. This absence is compensated for 
by an extremely well-controlled fury, which he will transpose into his cinematic 
creations after 1990.

Through his films, Lucian Pintilie aimed for and achieved the transition 
from a bourgeois cinema to a political one. With his unparalleled ability to dissect 
human psychology transversally and the effects of  politics on social and individual 
behaviour, the director gives rise to truthful films with layered depths.

Reconstituirea (The Reenactment) – a decisive moment in the history 
of  Romanian cinema

Three years after his debut in cinema with the film Duminică la ora 6 (Sunday at Six) 
in 1965, Lucian Pintilie directed Reconstituirea (The Reenactment). The film only had 
one month of  screenings, being subsequently banned despite full theatres and 
positive reviews from critics. “It failed to replace a cinema of  mystification with 
a faithful cinema, fanatically faithful to the truth,” but – more prominently or 
more faintly – found echoes in some important moments in the filmography of  
other top directors, such as Mircea Daneliuc, Dan Pița, Alexandru Tatos, Mircea 
Veroiu, Andrei Blaier, Dinu Tănase, Stere Gulea, Iosif  Demian, Cristi Puiu, 
Cristian Mungiu, Radu Muntean, Radu Jude (Rădulescu, M., 2016).

Considered by specialized critics as the best film in the history of  Romanian 
cinema, Reconstituirea (The Reenactment) was directed by Lucian Pintilie and Horia 
Pătrașcu, based on the homonym novella. Horia Pătrașcu wrote the story inspired 
by a real event. A group of  young people, graduates of  the evening high school in 
Caransebeș, celebrate on the terrace of  a garden near the Teiuș railway station. 



p—— 225

I.RESEARCH

After getting drunk and engaging in a fight, the authorities reconstruct a filming, 
aiming to provide a negative example of  the events. The film was declared one 
of  the most courageous Eastern European creations, criticizing the oppressive 
system. Additionally, it’s quality is confirmed by the fact that it was acquired by 
one of  the world’s most important art institutions, the Museum of  Modern Art – 
MoMA in New York. 

Reconstituirea (The Reenactment) marks the debut of  two valuable actors: 
George Mihăiță and Vladimir Găitan. It was filmed under the pressure of  rumours 
that Romania was to be invaded like Czechoslovakia after Nicolae Ceaușescu’s 
speech on August 21, 1968, but also with the hope that it would produce a cultural 
thaw in the Romanian space. However, the film’s effect was not the desired one, 
but, on the contrary, it generated so many echoes that it was almost swallowed 
by the stories surrounding it. The film also addresses a phenomenon in full swing 
at that time: the National Film Archive contained numerous reconstructions of  
crimes, focusing on more or less relevant criminals.

Lucian Pintilie’s approach has numerous meta-cinematic notes, 
despite the fact that the film seems to unfold in real-time. The author 
uses visual quotes from recognizable sequences in cinema history. 
Pintilie’s staging, coupled with the abstract and humorous strokes of  
the script, cleverly employs both long takes and scenes with a brisk 
pace, creating both visual metaphors and complex choreographies. 
A remarkable moment in this regard is an ambulance appearing on a 
television watched by a character and then passing by them, all within 
a single frame. (Dima, F., 2018)

The main action of  the film parallels the way the cinematic process itself  
works, how the artistic and technical team operates, and how a directorial act is 
perceived as tyrannical. Another element used by Lucian Pintilie is playing with 
the subjectivity of  the camera. The film assumes the representation of  the things 
it sees through the lens, moved and chaotic in its stupid play (Dima, F., 2018).

Shortly after the film’s release, in an interview with journalist Max Bănuș, 
director Lucian Pintilie offers an objective perspective on the state of  Romanian 
cinema at that time, its relationship with politics, and cultural liberalization.

I have a position of  ferocious intolerance. [...] Romanian cinema does 
not exist in a problematic and aesthetic aspect. Its representative works 
were either produced entirely by chance or under the sign of  solitary 
bursts of  talent. [...] The successes of  Eastern cinema are well known: 
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Hungarian, Czechoslovak, Polish, Yugoslav, and even Bulgarian. I 
consider its lag even more serious, considering that many more countries 
around us, and even further away, in Latin America, are energetically 
bursting from the start. And we remained stuck, paralyzed, amazed by 
our helplessness. All the more serious because the prestige of  a country’s 
culture is established most rapidly, most dynamically, most modernly, in 
a consumer society, through this fantastic means of  propaganda, which 
is cinema. (Turcuș, C., 2017) 

Lucian Pintilie demonstrates radicalism in his field. From the director’s 
point of  view, Romanian cinema bears the aesthetic mark of  the socialist 
direction and influences from South American third cinema. Lucian Pintilie 
excels in underlining the relevance of  comparisons for a better understanding of  
Romanian cinema. Phrases like “modern society” or “propaganda” can have a 
double meaning, the former referring to both the socialist modernization cliché 
and the censorship of  a society that wants to be progressive, while the latter 
indicates an efficient means of  cultural promotion.

Lucian Pintilie calls the Romanian cinema of  the 1960s a typical bourgeois 
film, considering it a particular case, as national art did not follow this trend.

Put all these works face to face with our cinema, and the important fact 
is not that the opposition is disappointing, but that Romanian films seem 
to be the product of  another unreal and idyllic country. Film should be 
a moral, political discourse. It should not be entertainment, but a means 
of  knowledge and analysis. (Dima, F., 2018)

He draws attention to filmmakers’ predilection for a romantic or backward-
looking evasion into history or even evasion into eroticism, which the state should 
condemn, not encourage, because it does not reflect the needs of  current society, 
but rather a mimicry taken from Western films. All cinematographic creations 
of  that period declared themselves apolitical. However, the rise of  historical film 
undermined Ceaușescu’s nationalism, which later turned into an entertainment 
tool in the nationalist propaganda of  the 1970s-1980s. Conversely, Lucian Pintilie 
advocates for the need for political films that are capable of  truly problematizing 
socialism. He supports lucid revelations of  concrete situations, addressing serious 
questions that resonate with the individual’s intellect.

Reconstituirea (The Reenactment) was conceived as a political film, accusing 
and highlighting Stalinist abuses, through a new aesthetic dimension of  social 
life at the end of  the 1960s. The core of  the film is based on concepts such as 
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constraint, manipulation, and denial of  freedom. Lucian Pintilie explores through 
this film how the mechanisms of  operation of  the communist state impact social 
communities, interpersonal relationships, the creation of  new hierarchies, but 
also the effects on the psyche and destiny.

Regarding the importance of  the film Reconstituirea (The Reenactment) and 
the pedagogical impact it generated, director Corneliu Porumboiu states:

It is very important and influenced almost all directors of  the New 
Wave. Perhaps the most important film in Romanian cinema so far. 
It influenced me a lot personally. I saw it three or four times. It’s very 
good in terms of  the relationship between fiction and reality, the way it’s 
made, and the actors’ performance. We’re talking about a great theatre 
director and a great film director. I was fascinated by the way he wrote 
his scripts because at some point they turned into a kind of  director’s 
notebooks. (Porumboiu, C., 2018)

De ce trag clopotele, Mitică? (Carnival Scenes) – a lesson about the lights 
and shadows of Romanian society

An important moment in Lucian Pintilie’s cinematic creation is De ce trag 
clopotele, Mitică? (Carnival Scenes), released in 1981. Appearing in parallel with the 
“intellectualization” process of  Romanian filmmakers, the film approaches, from 
a unique, raw perspective, the overwhelming world of  Caragiale.

Lucian Pintilie’s admiration for the work of  playwright Ion Luca Caragiale 
is evident from the early years of  his artistic career. The fact that he directed Dale 
carnavalului in 1966, and a decade later, in 1979, he released De ce trag clopotele, Mitică? 
(Carnival Scenes) based on his own script derived from the same text, proves his 
affinity for this Caragialian play. The cinematic production becomes a masterpiece.

The revolt, the repression, and the internal scream that Pintilie feels 
towards the apathetic Romanian society coincide, artistically, with Caragiale’s 
feelings. Although expressed differently from an aesthetic perspective, their visions 
overlap and complement each other. The playwright selects fragments from the 
carnivalesque landscape of  our people, which he weaves with intelligence and 
boundless doses of  humour into mirror plays. You recognize yourself, you identify 
with his characters, so real and theatrical, yet you maintain distance and mix guilt 
and shame inside your consciousness, which, in the end, disappear with bursts 
of  laughter and applause. In contrast, in Pintilie’s work, the dramatic situations 
acquire deeper dimensions. Caragiale’s understanding encompasses numerous 
texts, with distinct hypotheses and themes, which, in Pintilie’s cinematic puzzle, 
individually bring value and meaning. 
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The political delirium (a degenerate form of  bourgeois liberalism, whose 
irreconcilable enemy was Caragiale, thirsty for order and authority - 
Situation, A Gap, Charged Atmosphere... and of  course, primarily A 
Lost Letter), as well as the delirium of  irresponsible living, from which 
the delirium of  mockery, the deep, eternal pleasure for the macabre 
farce (April 1), will intertwine, in a terrible organicity, with the other 
delirium characteristic of  the Caragialian hero, the delirium of  passion. 
(Pintilie, L., 2017, p. 457)

The director seeks the fullness of  the world evoked in all of  Caragiale’s 
writings and refers to the enormous sensitivity and monstrous vision declared 
in the playwright’s work. Pintilie resonates with Caragiale’s hyperbolic instinct 
to translate Romanian weaknesses, excesses, and pathos with a note of  irony. 
Following this artistic encounter, two worlds merged and gave birth to another 
with the character of  a work of  art.

In Lucian Pintilie’s personality, there is this healthy inclination towards 
a synthesis of  universal character, in which the oldest and most 
enduring moments of  theatre find themselves with the newest and 
most interesting experiences, where the elements of  literature, theatre, 
cinema, television fuse into a unified methodology, and the art of  the 
actor and the director together provide clear and complete knowledge 
of  the stage. (Silvestru, V., 1964, p. 23).

Balanța (The Oak) – the phenomenology of  the past

The first film made by Lucian Pintilie after the fall of  communism was Balanța (The 
Oak). Its purpose was to urge Romanians to look at the past with more lucidity, 
to stimulate critical thinking, and to gain a deeper understanding of  what they 
had experienced. Under the sign of  a carnivalesque delirium, the film captures 
Romanian entities and representative typologies placed in total ridicule.

In Balanța (The Oak), the pastoral landscape becomes intertwined with 
small, grey, and cold industrial towns. The film proposes a universe in which the 
protagonists are two nonconformists who treat reality with indifference. Their 
lives have been so wasted and worn out by the communist regime that it has led 
to a sinking into existential fatigue and their inability to react to the injustices 
committed by the system. Their lack of  response and reaction represents the only 
way to revolt.
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The society shaped by the communist ideal represents, therefore, an 
imbalance: people who fit the established pattern, according to current 
concepts, cannot be called people; they are just traitors – traitors to 
morality, traitors to humanity; the two (…) are also, obviously, placed 
under the sign of  a very well-defined imbalance: in them, there is so 
much humanity that every action of  theirs seems like a dramatization 
of  life. These are the two opposite ends of  the axis. Two extremes that 
compensate for each other’s exaggeration. (Albu, Ș., Grădinaru, D., 2021)

The characters in Balanța (The Oak) live by their own rules but do not have 
the power to change or stop the tragedy of  an entire population. However, their 
power lies in provoking internal changes. We also find in this film the theme of  
the struggle between life and death, translated through the opposition between 
man and regime.

The image of  Romania, as depicted in the film, is disastrous and desolate. 
The scenes are set in schools, hospitals, presenting images of  sick children and brutal 
people. Recurrent in the depiction of  the hospital are squalor, poverty, and suffering.

An enlightening sequence for Balanța (The Oak) is the one in which Nela and 
Mitică, the two protagonists, bury their past, being witnessed by an old oak tree, 
a guardian of  secrets. Up to that point, the film seems to split into two separate 
narratives evolving in parallel but, from this point on, the two stories become one.

The characters’ struggle unfolds on two levels: the exterior, where they 
encounter the oppression of  the communist regime and the elimination of  
people’s freedoms, and the interior, where they find the strength to preserve their 
humanity in the face of  this unjust existence.

Discussions and Conclusions

Lucian Pintilie manages to give a positive meaning to the evolution of  Romanian 
cinema. For younger creators, his films become milestones in understanding their 
own past and finding a voice that speaks accurately, in aesthetic language, about 
the issues of  today’s society.

We find Lucian Pintilie’s penchant for the idea of  carnival, a term he often 
uses when discussing his films. The justification was provided by the director in an 
interview with critic Mihai Chirilov:

Carnival attracts me, seduces me as one of  the riskiest and most 
provocative attempts to parody death. As I reach the end of  my life 
and, whenever I mock the name of  God, I immediately look around in 
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fear, in case there are informers nearby jotting down notes in a hidden 
notebook. I am superstitious. Not at all religious. Pretty pathetic, isn’t it? 
Carnival therapy is enormous. (Pintilie, L., 2012)

Another influence that Lucian Pintilie exerts on the creators who follow 
him is reflected through extremely specific temporal references he uses in some 
titles: Duminică la 6 (Sunday at Six), O vară de neuitat (An Unforgettable Summer), Prea 
târziu (Too Late), După-amiaza unui torționar (The Afternoon of  a Torturer). And the action 
in Reconstituirea (The Reenactment) unfolds over the course of  24 hours. Thus, the 
sensation of  overlap with real time is amplified. The same mechanism is found 
used in certain films of  the New Wave creators, whose narrative thread covers the 
duration of  a single day or provides exact temporal clues – 4 luni, 3 săptămâni, 2 zile 
(4 Months, 3 Weeks and 2 Days), A fost sau n-a fost (12:08 East of  Bucharest), Marți, după 
Crăciun (Tuesday, After Christmas), Povestiri din Epoca de Aur (Tales from the Golden Age) etc.

Stere Gulea’s film Stare de fapt (State of  Things) was based on an idea of  
Lucian Pintilie, after he produced the documentary Piața Universității – România 
(University Square – Romania), in 1991. Lucian Pintilie expresses his predilection 
for editing and mixing, and the friendship that is created between the two stages. 
The director places special emphasis on the sound universe of  his films, through 
the exploitation of  diegetic sounds and the expressive power of  silence. In his 
films, silence becomes oppressive, loaded, and generates unrest. We frequently 
encounter sounds of  car horns, trains, cameras, rustling leaves, the noise of  
crowds, or acapella melodies.

Another technique that Lucian Pintilie uses is the repetition or reiteration 
of  frames, such as frames with people at the train station, the movement of  going 
down into the basement of  the building or the elevator. “Repeating frames fits 
into the puzzle structure of  the film: it’s as if  their repetition attempts a gradual 
understanding, putting together the parts of  an ambiguous and incomplete story.” 
(Tăbleț, A., 2013)

In Lucian Pintilie’s films, we know almost nothing about the characters’ 
history, and the dialogues they have with each other are marked by ambiguity. 
There are some references to things that only the characters know and understand. 
It is the duty of  the viewer to gather clues throughout the film, which they then 
assemble and find an explanation for at the end.

In most of  his films, Lucian Pintilie maintains the unity of  time and place 
invoked by Aristotle in his Poetics. This is the case in films like Reconstituirea (The 
Reenactment), Salonul nr. 6 (Ward Six), De ce trag clopotele, Mitică? (Carnival Scenes), O 
vară de neuitat (An Unforgettable Summer), După-amiaza unui torționat (The Afternoon of  a 
Torturer), Tertium non datur and Niki Ardelean, colonel în rezervă (Niki and Flo). The action 
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in each film predominantly takes place in unique and well-defined spaces, such 
as the sanatorium, the restaurant, the hair salon, the household in the Dobrogea 
village, the torturer’s house, a former classroom. Regarding temporal unity, the 
action in Reconstituirea (The Reenactment) unfolds over the course of  just a few hours, 
as does De ce trag clopotele, Mitică? (Carnival Scenes) or După-amiaza unui torționar (The 
Afternoon of  a Torturer), where the duration is indicated even in the title. Regarding 
time, another aspect must be mentioned: in the process of  making Reconstituirea 
(The Reenactment), there are constantly disruptive factors that block the outcome, 
thus introducing unforeseen events. 

An important category that Lucian Pintilie introduces into his creations is 
that of  outsider characters, who come from other backgrounds. Here, we bring 
the example of  Theresa from O vară de neuitat (An Unforgettable Summer) or Dumitru 
Gosta in Prea târziu (Too Late). Additionally, we encounter protagonists who are 
disregarded, marginalized, or who contrast with the world they live in through 
their beliefs and way of  life. This is the case with characters like Nela and Mitică 
from Balanța (The Oak), Norica and Mitu from Terminus Paradis (Next Stop Paradise).

Lucian Pintilie undertakes the mission of  a creator who must show the 
world as it is, yet the stylistic methods he chooses to represent it involve a taste 
for exaggeration. In his films, reality appears distorted, hyperbolized, sometimes 
even grotesque. However, this exaggeration could be understood as an assertion.     

Lucian Pintilie’s artistic endeavour aims to be a redemptive one, to awaken 
and hold accountable a consciousness that has lost its vibration and become 
inert. Through the grotesque and exaggerated dimension of  the world, Lucian 
Pintilie indicates that people fail to perceive the misery around them because it 
has become implicit. Presented aesthetically through his films, this degraded and 
grey reality becomes more visible and evident to the spectator.

“Young filmmakers are, fortunately, unfortunately, I have no idea anymore, 
the only chance of  Romanian cinema.” (Pintilie, L., 2003) The generations that 
have claimed influence from Lucian Pintilie include directors like Mircea Daneliuc, 
Alexandru Tatos, Mircea Veroiu, Dan Pița, Cristi Puiu, Corneliu Porumboiu, 
Cristian Mungiu, Tudor Giurgiu. The fact that he has inspired and become the 
model for such different creative personalities reaffirms the uniqueness and power 
of  transmitting his artistic belief  further.

As the creator of  magical realism in Romanian cinema, Lucian Pintilie 
leaves an extremely important imprint through his work. For a fair appreciation of  
contemporary Romanian cinema, the genesis of  his creation must be understood. 
Realism taken further by representatives of  the New Wave renounces the 
dimension of  the absurd and uses the mundane to highlight the surrealist elements 
emanating from a society still deeply marked by the period of  communist 
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dictatorship. Cristi Puiu is the first to valorise this detailed naturalism in his 
film Moartea domnului Lăzărescu (The Death of  Mr. Lazarescu) (2005). In the same 
series of  courageous films are Corneliu Porumboiu’s A fost sau n-a fost (12:08 
East of  Bucharest) (2006) and Radu Muntean’s Marți, după Crăciun (Tuesday, After 
Christmas) (2010). In these films, absurdity manifests as melancholy, a sadness of  
young creators generated by Romania’s inability to fully rid itself  of  the shadow 
of  communism.

One of  the qualities of  the new Romanian cinema refers to the exceptional 
quality of  the actors, but it removes the concept of  the star. The method of  making 
films fosters a sense of  teamwork, almost as if  reacting against the cult of  personality.

The most important concept that Lucian Pintilie invests in the artist is 
the desensitization of  the camera apparatus and the profession of  truth. Lucian 
Pintilie’s model emphasizes the importance of  forming a program that involves 
resolving tensions between ethics and aesthetics to achieve the authorship of  a 
new vision of  the world. In his view, real change can only be brought about by a 
radical rupture, by people who revolt, who challenge the limits of  what is known or 
tolerated. Lucian Pintilie’s pedagogy encourages courageous voices that manifest 
through radical and uncomfortable speeches, through an unquestionable verticality.

Regarding the direction that Lucian Pintilie’s films have imposed on his 
own creation, director Tudor Giurgiu mentions:

For me, as a person who was forming in those years, Balanța (The Oak) 
and, afterward, De ce trag clopotele, Mitică? (Carnival Scenes) have become 
flagship films. [...] Seeing him at work, I didn’t necessarily learn about 
cinema, but a way of  relating to cinema, a way of  extracting things 
from life, a way of  working with actors, of  being demanding with those 
around you, of  understanding that without this sometimes maniacal 
demand, you can’t achieve what you want in a country where there is 
this myth that it can be done anyway. (Giurgiu, T., 2018)

At the end of  his professional career, Lucian Pintilie offered an extremely 
generous legacy to the generations that followed him and to the entire filmmaking 
community: 11 landmark films, the volume of  memoirs Bricabrac, a collection of  
four screenplays, and a monograph in Italian. Lucian Pintilie’s creative genius 
will be carried forward by the young creators who have learned and adopted 
principles and techniques from him, with the most important urging them never 
to turn their gaze away when confronted with evil.

Lucian Pintilie’s invitation to young creators, as well as to audiences, is 
to succeed in seeing and perceiving the distorted world, to set aside the ugliness 
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once they have known it, and to recover the latent beauty. Lucian Pintilie’s 
cinematography is, ultimately, an act of  patriotism and profound love for the 
beauty within us, which still exists hidden in some corner of  the soul or mind.
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Multe dintre facultățile de teatru din România funcționează încă pe ideea 
maestrului2 – profesorul este totodată coordonator de clasă și mentor al studenţilor 
săi. În cele mai multe cazuri, acești profesori coordonatori îi introduc pe studenți 
în una sau mai multe metode și moduri de a crea și de a înțelege teatrul. Deși, 
treptat, aceste clase încep să nu mai existe, iar profesorii de tip maestru dispar încet-
încet, clasele având acces la mai multe viziuni și metode din partea mai multor 
profesori, există câteva facultăți de teatru în țară, cum ar fi cea din Cluj-Napoca, 
care până anul trecut încă mai funcționau în totalitate pe modelul coordonării 
unui profesor maestru ca are alături 2-3 asistenți.

Desigur, se poate dezbate eficiența acestui mod de predare, se pot 
analiza metodele folosite, dar nu acesta este scopul nostru acum, ci mai degrabă 
mă interesează să înțelegem contextul în care ultimele generații de studenți 
au fost conduse și crescute. Numeroase instituții de învăţământ teatral din 
Europa sau din Statele Unite funcționează exact în opoziție cu această formă de 
predare. Deși există ideea de coordonator al unei clase de actorie, studenții nu 
împărtăşesc viziunea singulară a unui maestru sau un legământ puternic față de 
un singur profesor-artist. Cu toate acestea, este important să înțelegem ambele 
perspective, să înțelegem ce înseamnă să fii lider în fața unei clase, alături de 
asistenții3 tăi, care este responsabilitatea pe care o ai în această relație strânsă 
cu elevii tăi și, mai ales, care este motivația din spatele unui profesor care ține 
în mâini o întreagă generație.

Pentru a înțelege mai bine aceste perspective, am realizat un interviu 
cu profesorul și actorul Filip Odangiu. Printre motivațiile personale pentru 
realizarea acestui interviu s-a numărat dorința de a înțelege ce înseamnă să fii 
profesor în acest domeniu, care sunt temerile și vulnerabilitățile unui profesor, ce 
înseamnă cu adevărat să conduci o clasă întreagă în calitate de îndrumător – și, 
în plus, pentru că eu însumi sunt absolvent al aceleiași instituții în care predă Filip 
Odangiu, m-am întrebat dacă există vreo competiţie presupusă sau inventată cu 
alte instituții similare din țară.

Născut în 1976 la Timișoara, România, Filip Odangiu este unul dintre 
promotorii unei noi abordări în propedeutica artei actorului. Este doctor în 
domeniul artelor spectacolului, cu o teză dedicată formării actorului. Printre 
publicațiile sale se numără două cărți de referință în domeniul practicii teatrale: 

2  Un maestru este un erudit în artă, un expert al domeniului artistic. Termenul este aplicat 
cel mai frecvent în domeniul muzical și descrie o persoană cu multă experienţă şi pricepere în 
interpretarea şi/sau conducerea unui act muzical.
3  Formula de predare actuală, cel puțin la FTF Cluj-Napoca, nu mai este cea a profesorului 
secondat de asistenți, ci de echipe de profesori egali ca statut universitar, dar cu specializări 
congruente.
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Corpul inteligent. Strategii metacognitive în antrenamentul actorului și  Praxis. Exercițiul 
strategic (ambele publicate în 2013 la Editura Casa Cărții de Știință,   Cluj-
Napoca). Este profesor și coordonator al unei clase de actorie la Facultatea de 
Teatru și Televiziune, din cadrul Universității Babeș-Bolyai şi actor colaborator 
al Teatrului Național Cluj-Napoca. Printre cele mai importante spectacole în 
care a jucat sau pe care le-a regizat, se numără „Tzara Arde și dada se piaptănă” 
(2016), în regia Ștefanei Pop-Curșeu, “Succubus” (2019) – scenariu de F. Odangiu 
după proza fantastică a lui I.L. Caragiale, regia: F. Odangiu şi Sinkó Ferenc, precum 
și Zero Grade cu soare (2024), scenariul și regia Filip Odangiu, proiect al Centrului 
de Creație MAIDAN (pe care l-a fondat în 2020).

Sorin-Dan Boldea: Permiteți-mi să încep cu o întrebare aparent simplă, dar care cred că 
ne provoacă pe noi toți, actorii, la reflecție de fiecare dată când trebuie să răspundem. Ce înseamnă 
teatrul pentru dumneavoastră?

Filip Odangiu: Îmi ceri să definesc un fenomen, de fapt o întreagă clasă de 
fenomene aflate, azi, mai mult ca oricând, în schimbare. Teatrul nu mai arată 
la fel, eu însumi nu mai arăt la fel ca acum doi ani, de exemplu. După cartea 
lui Olivier Py4, care cuprinde nu mai puțin de o mie de definiții ale teatrului, 
o nouă definiție e greu de formulat. Fiecare dintre cei care lucrăm în vreo 
formă de conexiune cu teatrul, avem la un moment dat o definiție personală, 
despre ce e și mai ales ce nu e teatru. Această definiție personală se schimbă, 
cum spuneam la început. Unii vorbesc azi despre moartea teatrului. E vorba, 
desigur, despre moartea teatrului așa cum îl înțeleg respectivii. Așadar, „teatru”, 
termen polisemantic, acoperă o arie foarte largă de înțelesuri, de la TEATRU 
cu majuscule, în sens de REȚEA de instituții, SISTEM, la „teatru” ca termen 
brookian peiorativ, adică teatru mort sau joc scenic lipsit de conexiune reală între 
părțile componente ale expresiei (imaginar–voce–corp). Dacă e să rețin totuși o 
trăsătură definitorie a „teatrului meu” azi, ea se referă la o experiență artistică ce 
presupune co-creația unui spectator și a unui actor, prezenți nemijlocit în același 
spațiu. Ceva care cuprinde atât viață cât și vis. Teatrul e o nevoie obscură, ascunsă 
adânc în oameni, o nevoie care cuprinde porniri paradoxale, tensiuni extreme, 
nevoia de a fi văzut, recunoscut, nevoia de a te convinge că exiști prin a te vedea 
reflectat, înscenat de către Celălalt. Înscenarea nu ține doar de scenă, ci și de 
viață. Teatrul ține de viața noastră, de instinct. Arta teatrală doar canalizează 
în anumite contexte această pornire atavică. Alina Nelega, citându-l pe Nikolai 
Evreinov, vorbește despre „instinctul transformării”, specific nu numai omului, ci 

4  Py, Olivier (2020) Les mille et une définitions du theater. Paris: Actes Sud-Papiers. 
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întregii naturi, de la animale la plante. Acesta ne duce spre a-l înțelege pe celălalt 
și a empatiza cu el, spre a căuta transformarea și a o celebra.

„Profesorul nu urmărește crearea unui «produs», 
ci declanșarea unor procese care, de cele mai multe ori, 

continuă mult timp după terminarea 
acțiunii concret pedagogice.”

S.-D. B.: Să coordonezi o clasă de arta actorului nu este o sarcină ușoară, mai ales atunci 
când ai o relație strânsă cu studenții tăi. Există mai multe tipuri de profesori de actorie 
în acest domeniu, de la profesorul de tip maestru la cel detașat și realist ș.a.m.d. Ce fel 
de profesor sunteți dumneavoastră? Sau, mai degrabă, ce înseamnă pentru dumneavoastră 
pedagogia teatrală?

F.O.: A fi pedagog în arta actorului corespunde unei vocații. Rar întâlnită. 
Relația profesor-începător constituie – pentru artistul care alege să se instruiască 
(cu precizarea că nu școala face pe cineva artist, a fi artist e ceva înnăscut) – un 
model de parteneriat între creator și sinele său. Îi spun întotdeauna, la început, 
unui nou student că, în relația noastră, vom fi trei: eu, antrenorul, el, studentul, 
și tot el, antrenorul interior. De-a lungul procesului de formare, transformăm 
Judecătorul, pe care îl conținem fiecare, într-un Antrenor. De aici și imensa 
responsabilitate care incumbă meseriei de profesor de actorie. Acesta e chemat să 
stabilească un model relațional, arhetipal, care va cumpăni hotărâtor în viitorul 
destin al tânărului artist. Cum preocupările mele de cercetare vizează aportul 
metacognitivității în formarea și apoi în jocul actorului, am observat, în cei 20 
de ani de predare, că pedagogul actorului reprezintă, vrând-nevrând, o oglindă, 
prefigurarea oglinzii pe care viitorul artist o va purta cu sine mult timp după 
dispariția profesorului din proximitatea lui.

Cred în pedagogul invizibil, analog al actorului invizibil al lui Yoshi Oida, 
o prezență, un ghid, aflat undeva mai în față cu un lămpaș, pe Drumul pe care 
înaintează bâjbâind Începătorul. Altă imagine care mă seduce: pedagogul-umbră, 
cel aflat în spatele umărului Începătorului.

Creativitatea este un fenomen evanescent, controlabil doar parţial, ca atare 
pedagogia actorului poate fi considerată, în multe aspecte, drept o „chirurgie“ 
simbolică (Anatoli Vassiliev) pe creierul şi trupul ucenicului. Peter Brook vede 
în pedagog un ghid în întuneric. Eu mă consider un pedagog conceptual, adică 
mă strădui ca studenții mei să trăiască aventura cercetării, dar să și cartografieze 
teritoriile explorate. A păstra acest echilibru fragil între experiență și înțelegere e 
mereu o provocare majoră, pentru mine, la lucru. 
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Mai vreau să spun, dacă tot m-ai provocat: nu mai cred în imaginea 
„pedagogului-grădinar” care pregătește doar contextual – fertilizează 
pământul, da, frumos, poetic. Cred în pedagogul-brutar care frământă un 
aluat viu apoi îl vâră frumos în cuptor și așteaptă. Focul nu mai e în puterea 
lui. Consider pedagogia artistică drept o muncă de creație, analogă creației 
regizorale, dar totuși diferită de aceasta, pentru că profesorul nu urmărește 
crearea unui „produs”, ci declanșarea unor procese care, de cele mai multe 
ori, continuă mult timp după terminarea acțiunii concret pedagogice. Așa cum 
Michelangelo vedea sculptura ascunsă în interiorul pietrei, profesorul vede în 
student, ca dincolo de pânza înnegrită a unui tablou, culorile strălucitoare ale 
Creației inițiale. „Actorul” se revelează treptat în student, asemeni culorilor 
originale după un tratament de restaurare. Aș asemui deci, în concluzie, munca 
pedagogului mai degrabă cu aceea a unui restaurator de capodopere, a cărui 
strădanie constă în îndepărtarea straturilor ce împiedică lumina să ajungă și 
să pună în valoare straturile profunde. Și mai e ceva: pentru mine, la fel de 
importantă ca pregătirea viitorilor actori este pregătirea viitorului teatru care 
va depinde de ceea ce punem noi în ei, azi. Aici intră formarea gustului estetic, 
a comportamentului etic, generozitatea, empatia.

S.-D. B.: De ce ați ales să deveniți profesor și nu doar actor?

F.O.: Pedagogia e o vocație răspândită în familia mea. Nu m-am gândit 
niciodată să fiu doar actor. Am ajuns la actorie după o educație temeinică în 
domeniul artelor plastice (școală, liceu și facultatea de pictură la Timișoara). 
Mulți dintre actori încep prin a excela în mai multe domenii artistice. Pe de 
altă parte, nu știu dacă mai sunt mulți actori azi care sunt doar actori. Lumea 
se schimbă în ritm accelerat și rolul actorului în societate la fel. Majoritatea 
actorilor pe care îi cunosc fac mai mult decât să joace în spectacole: cântă, scriu, 
regizează, coordonează ateliere, activează social etc.  Cultivăm, de aceea, în 
studenți, o atitudine de deschidere.

Revenind la motivația alegerii mele pentru pedagogie, am realizat că mă 
raportez la predare așa cum un artist se raportează la ceea ce lucrează: obsesiv, 
creator. Eu visez exerciții, mă scol în toiul nopții și le notez, mă pregătesc de 
fiecare curs ca un student pentru un examen, lucrez mereu în stare sau în căutare 
de inspirație, fierbinte. Cred că mulți colegi lucrează așa. Examenele studenților 
sunt examene și pentru mine, deoarece ele testează eficacitatea acțiunii mele 
pedagogice anterioare. Le spun studenților că meseria de actor trebuie aleasă 
doar de cei care simt că nu ar putea face nimic altceva mai bine. Cred la fel 
despre mine și predarea actoriei.

II.INTERVIEW
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S.-D. B.: Cu ce vă îmbogățește pedagogia? Ce vă dă în plus față de simpla meserie de actor?

F.O.: Tinerețe veșnică, fără glumă. Amânarea morții, aceea de care vorbește 
Brook, o anchilozare sufletească și spirituală care pândește pe oricine, prin blazare, 
oboseală, indiferență. Acesta este motivul pentru care actorii care și predau nu 
renunță la catedră, în ciuda supra-solicitării presupuse de practicarea, în paralel, 
a ambelor meserii. Procesul instruirii cuiva primenește profesorul, priește Ființei.

„Tratez fiecare student ca pe un centru de dezvoltare separat. 
Caut metoda care să-l ajute pe student să se construiască.”

S.-D. B.: Care sunt metodele pe care le folosiți în munca dvs. ca profesor, la clasă cu studenții?

F.O.: Radu Penciulescu afirma, într-un interviu, că pedagogia poartă amprenta 
celor cărora li se adresează, că relaţia dintre elev şi pedagog îl defineşte atât pe 
unul, cât şi pe celălalt. În acest sens, metoda și calitatea predării depind, într-o 
proporție majoră, de calitatea și implicarea destinatarilor ei, studenții. Tratez 
fiecare student ca pe un centru de dezvoltare separat, ca pe o problemă de rezolvat 
pentru mine. Caut metoda care să-l ajute pe student să se construiască. Nu putem 
ignora că pregătim actori pentru o lume teatrală postdramatică atât de limpede 
descrisă de Hans Thies Lehman. Metodele de actorie sunt la rândul lor post-
metode, interpretări, adaptări. Asistăm la multiplicarea metodelor. 

Poate ar fi mai nimerit să evoc mai întâi câteva din obiectivele mele 
didactice. Parafrazându-l pe Jerzy Grotowski, acestea ar fi următoarele: a stimula 
un proces de auto-revelaţie, investigând subconştientul și canalizând apoi această 
stimulare pentru a obţine reacţia dorită; a instrui studenții cum să articuleze acest 
proces, cum să se disciplineze şi să convertească stimulii în semnele unei partituri; 
a elimina constant, din procesul creator, rezistenţa şi blocajele cauzate de propriul 
organism, fizic, psihic, dar și de anumite obligații sociale alienante. La acestea, se 
adaugă două idei de maximă generalitate: 

1. Obţinerea Prezenţei performative, a acelui nivel de „radiere“ a actorului, 
care-l face să poată menţine vie atenţia publicului asupra lui, chiar şi în 
stare de nemişcare sau în absenţa oricărui gest.
2. Disponibilizarea actorului spre a deveni agent al comuniunii prin teatru.

Actorul este Artist şi această condiţie e caracterizată, așa cum punctează 
Anne Bogart în cartea sa And Then, You Act, prin mai multe calități: capacitatea de 
Articulare (ştiinţa meseriei); Intenţie (prin gestul de a arăta luna, la Yoshi Oida, 
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adică acea calitate a artistului de a nu se arăta pe sine prin arta sa, ci a indica 
o problemă, o idee, el devenind „invizibil“ în cadrul procesului); Atenţie (a şti să 
asculţi, a nu forţa lucrurile într-o direcţie preconcepută, a „primi“); Magnetism (a da 
spectatorilor ceea ce aşteaptă de la teatru: empatie, divertisment, ritual, sentimentul 
participării, spectacol, educaţie şi magie) şi Atitudine („actoria este definită de jocul 
dinamic între două atitudini: a da şi a primi, a fi „concav şi convex“).5

Ghidarea studenților spre atingerea acestor obiective complexe nu mai este 
responsabilitatea unui „profesor de clasă unic”. De altfel, e esențial să transmit o 
realitate: cel puțin la facultatea de teatru de la Cluj, sistemul „claselor de maestru” 
a evoluat treptat, în mod natural, fiind azi înlocuit de clase coordonate de echipe 
de pedagogi cu competențe complementare. Eu, de exemplu, lucrez împreună 
cu Sinkó Ferenc, actor și coregraf, și cu Diana Aldea, regizor de teatru și film. 
În echipa noastră, Sinkó Ferenc combină știința teatrului fizic cu o excepțională 
intuiție psihologică și un simț dramatic impecabil; Diana Aldea lucrează ghidată 
de un imaginar vizual mereu proaspăt, un simț al relațiilor dramatice, o cultură 
teatrală și cinematografică vastă; eu răspund de partea de metodologie didactică 
și de organizare a lucrului. Împreună, alcătuim un triunghi cu rol de observare și 
proiectare a metodei adaptate fiecărui student și clasei, ca ansamblu. 

„Există însă Principii care revin: conexiunea 
imaginație-corp-voce. 

Pe aceasta ne străduim să o construim 
și să o consolidăm.”

În fine, pentru a nu părea că mă eschivez de la sensul inițial al întrebării, 
iată, selectiv, câteva repere ale demersului meu pedagogic: Eric Morris, Patsy 
Rodenburg și Joseph Chaikin, pentru conceptul de Prezență și pentru depășirea 
inhibițiilor și a „obligațiilor”, la începutul anului I; Anne Bogart și Viewpoints, 
pentru cunoașterea și aplicarea principiilor fundamentale de creație în timp şi 
spaţiu; Viola Spolin, Keith Johnstone, Mick Napier și Stephen Nachmanovitch, 
pentru studiile de improvizație; Uta Hagen, Keith Johnstone, Lorna Marshal, 
John Wright, Stephen Wangh, la partea de teatru nonverbal; Kristin Linklater, 
pentru educarea expresivității vocale; Michael Cehov, filtrat prin metodele celor 
din MICHA (Michael Cehov Association), în special metoda David Zinder, 
pentru cultivarea imaginarului creator; Jacques Lecoq și Dario Fo, via metoda 
lui Sears Eldredge la studiile de mască; Stella Adler, Sanford Meisner, Declan 

5  Obiective formulate pe baza ideilor despre misiunea artistului, exprimate de Anne Bogart în 
cartea sa And Then, You Act: Making Art in an Unpredictable World, 2007, Routledge. 
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Donnellan, Robert Cohen pentru construcția de rol; DasArts Feedback Method 
pentru evaluare și auto-evaluare.  

Acestora li se adaugă mulți alții. Ca și munca artistului, pedagogia e ceva 
viu, metodele, reperele se schimbă, evoluează. Niciunei generații nu i se pot 
aplica rețete prefabricate; am încercat, nu funcționează. Există însă, cum ne arată 
Eugenio Barba, Principii care revin: conexiunea imaginație-corp-voce. Pe aceasta 
ne străduim să o construim și să o consolidăm.

S.-D. B.: Când eram eu student în anul I, îmi aduc aminte că era o dezbatere în fața clasei, între 
colegi, despre Vsevolod Meyerhold și Konstantin Stanislavski – dezbăteam metodele, modurile 
în care aceștia au gândit teatrul și încercam să ne decidem care metodă e mai valoroasă pentru 
actorul contemporan. Era și o dezbatere despre școala de teatru clujeană și cea din București: care 
pregătește mai bine actorul de azi pentru teatrul de mâine? Am observat că ambele școli încep 
ușor să rupă această barieră metodologică și încearcă să creeze o fuziune a metodelor de a face 
teatru pentru ca fiecare student să-și găsească propriul stil, propriul mod de a face și a gândi 
teatrul. Dvs. ce părere aveți despre această diviziune care a existat atâția ani între școala de la 
Cluj și cea de la București?

F.O.: Cred că ține mai degrabă de o mitologie cultivată pentru senzaționalul 
ei. Pe de altă parte, o „diviziune” presupune o scindare a unei unități originare, 
ceea ce, nici administrativ, nici din alte puncte de vedere nu a existat. Problema 
acută, de care mă simt și eu responsabil, este lipsa comunicării – organizate, dar 
și informale – între școlile de teatru, dar, din păcate, și în interiorul școlilor. Sunt 
însă semne pozitive că asta e pe cale să se schimbe. Numeroși profesori și studenți 
sunt conduși de destin astfel încât suflul de la Cluj ajunge la București și invers. 
Uite, o victorie a efortului concertat al școlilor de teatru autohtone este revenirea 
actoriei la ciclul universitar firesc, de studii de 4 ani, și asta reprezintă o dovadă a 
coeziunii noastre inter-instituționale. Visez însă la un festival veritabil al școlilor 
de teatru din România, care să adune, nu să dezbine. 

„Mă tem pentru cei cu adevărat înzestrați și dăruiți meseriei. 
Le doresc să nu se lase învinși de greutățile inerente 

începutului, să nu abandoneze lupta.”

S.-D. B.: Țin minte că atunci când încă eram student, foarte mulți colegi erau speriați să 
meargă la un casting de film pentru că simțeau că nu au pregătirea necesară. Dvs. cum vă 
pregătiți studenții în acest sens?

F.O.: Sunt foarte mândru de faptul că de pregătirea studenților noștri pentru 
casting se ocupă cineva realmente competent și pasionat de acest domeniu, Diana 
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Aldea. Dincolo de cercetările sale, concretizate în două cărți de referință dedicate 
fenomenului castingului (Presa Universitară Clujeană, 2023)6, Diana Aldea, prin 
cursurile de casting și prin asistența permanentă asigurată studenților (și chiar 
și absolvenților) oferă un know-how valoros pentru ca pregătirea studenților să 
corespundă așteptărilor creatorilor de film și totodată facilitează legături în domeniu. 
Echipa noastră a dezvoltat în ultimii ani, de asemenea, o relație profesională 
privilegiată cu regizorul Adrian Sitaru, alături de care am organizat mai multe 
evenimente menite să apropie studenții-actori de cei de la regie de film. Întărirea 
secției de regie de film de la noi din facultate, prin aportul regizorilor consacrați 
Adrian Sitaru și Radu Jude contribuie deja în mod consistent la completarea 
pregătirii studenților-actori cu abilități pentru actoria de film.

S.-D. B.: Actor de teatru sau de film? Sau amândouă?

F.O.: Conceptul de „actor” în film și teatru e același. În schimb, sarcinile diferă 
din punctul de vedere al razei de proiectare a Prezenței. În film, lentila camerei – 
ochiul spectatorului – ajunge foarte aproape de actor; în teatru, observatorul 
se află la o distanță considerabil mai mare. Apoi, în timp ce camera „vânează” 
un unic moment de inspirație, irepetabil, pe scenă lucrăm astfel încât la fiecare 
nouă reprezentație să creăm condiții ca „pasărea inspirației să se așeze pe umărul 
artistului” (expresia îi aparține lui Ariane Mnouchkine). În film, avem numeroase 
exemple de roluri reușite realizate de amatori fără pregătire formală în actorie. Ei 
devin ceea ce regizorul își dorește. De aceea castingul în film e foarte important. 
Regizorul de film maghiar, Tarr Béla, autor al unor filme de referință (Satatango, 
1994) în care actorii joacă foarte natural, afirmă azi, la o vârstă venerabilă, că 
atunci când lucrezi cu actorii, cel mai important este să ții cont de personalitatea 
lor și să-ți construiești în așa fel scenariul și personajele încât să li se potrivească. 
Cu alte cuvinte, să nu-ți propui ca ei să se schimbe, să se modifice, să se transforme 
pentru a se potrivi poveștii regizorale. „Nu schimba actorii, schimbă povestea”, 
cere Tarr. Asta îți va asigura, spune regizorul, o „navigare fără probleme” în timpul 
procesului de creație. Pregătirea unui actor de teatru conține toate elementele 
necesare unui actor de film, dar îi poate forma totodată acestuia un sistem de 
proiecție a Prezenței care nu se potrivește în film, unde e clasificată drept o 
interpretare „exagerată”, mare. Tocmai de aceea, prin exerciții și teme specifice, 
ajutăm studentul să câștige abilitatea de a-și adapta „radierea” (în termenii lui 
Michael Chekhov) în funcție de mediul în care lucrează.

6  Aldea, D.A. (2023) Faţă în faţă: actorul şi regizorul în castingul teatral, Cluj-Napoca: Presa Universitară 
Clujeană. 
Aldea, D.A. (2023) Castingul şi formarea primei impresii, Cluj-Napoca: Presa Universitară Clujeană. 
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„Mă tem de acele contexte și situații în care sensibilitatea, 
gustul artistic, încrederea necondiționată în proiect și 

în parteneri – calități cultivate în școală – nu sunt prețuite 
sau sunt chiar minimalizate.”

S.-D. B.: Sunteți un profesor versatil, plin de viață și mereu interesat de parcursul pe care îl au 
și pe care îl vor avea studenții dvs. atât în timpul facultății, cât și după. Care este cea mai mare 
frică pe care o aveți pentru ei și pentru viitoarea lor carieră?

F.O.: Mă tem pentru cei cu adevărat înzestrați și dăruiți meseriei. Le doresc 
să nu se lase învinși de greutățile inerente începutului, să nu abandoneze lupta. 
Artiștii sunt, ca toate ființele umane, dar poate cu un dram mai mult, sensibili, 
vulnerabili, extrem de schimbători. Aceste trăsături constituie elemente-cheie 
ale talentului lor. Însă aceleași caracteristici care îi califică pentru creativitate îi 
fac și nesiguri, neliniștiți, deprimați, încordați și uneori ostili. Mă tem de acele 
contexte și situații în care sensibilitatea, gustul artistic, încrederea necondiționată 
în proiect și în parteneri – calități cultivate în școală – nu sunt prețuite sau sunt 
chiar minimalizate. Spun adesea studenților mei că o clasă de actorie reprezintă 
un model de trupă de teatru pe care poate nu-l vor mai regăsi, dar pe care au 
datoria să-l caute și chiar să îl reproducă acolo unde ajung, lucru care de multe 
ori se și întâmplă, după cum ne povestesc foști absolvenți.

S.-D. B.: Cu toate că sunteți un om plin de viață, pasionat și extrem de implicat în meseria 
dvs., aș vrea să știu, în momentele în care poate lucrurile nu merg tocmai bine pe plan personal 
sau profesional, de unde vă luați motivația pentru a începe o nouă zi cu studenții dvs.?

F.O.: Rezervoarele mele de energie și încredere se numesc Diana Aldea și Sinkó 
Ferenc. Dincolo de ei, există cărți care, asemeni puterii ascunse în cufărul zmeului, 
mă ajută în momentele de cumpănă. Este vorba de Stephen Nachmanovitch, Free 
Play. Improvisation in Life and Art (1991), Anne Bogart, And then You Act. Making Art in 
an Unpredictable World (2007), Joseph Chaikin, The Presence of  the Actor (1991), dar și 
Bruce H. Lipton cu Biologia credinței (2005). 

S.-D. B.: Înainte de a încheia acest dialog al vulnerabilității, aș vrea să vă mai întreb 
un lucru: care este cel mai valoros aspect pe care un profesor îl poate prelua și învăța de la 
studentul său?

F.O.: Cel mai valoros lucru este dovada că studentul și-a însușit acel toolkit cu care 
aspir să îi dotez pe toți absolvenții noștri, și care cuprinde: atenție la sine și la ce 
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tot ce e în jur, încredere în sine și în parteneri, poftă de joc și respect pentru „mica 
operă de artă” (cum zice Michael Chekhov) la care lucrează, indiferent că joacă 
pe scenă, improvizează în repetiție, construiesc o mască sau o piesă de decor sau 
doar analizează munca lor sau a altora.
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The Actor’s Essential Toolkit

INTERVIEW1 WITH
ACTOR AND PROFESSOR
FILIP ODANGIU

by SORIN-DAN BOLDEA

1  Translated by Sorin-Dan Boldea and Corina Găgeanu; Photo credit: Dorin Filimon



p—— 249

Many of  Romania’s acting academies are still functioning on the idea of  the 
maestro2 – the coordinating professor is, at the same time, mentor of  students. In 
most cases, these coordinating professors introduce students to one or more ways 
of  creating and comprehending theatre. Although, gradually, these classes are 
starting to fade away, and the maestro-type professors are slowly disappearing, as 
classes have access to more visions from more professors, there are a few drama 
faculties in the country, such as the one in Cluj-Napoca, which until last year still 
operated entirely on the model of  a class coordinated by a maestro professor and 
his/her 2-3 assistants.

Of  course, one can debate the effectiveness of  this teaching method or can 
discuss in detail the methodologies used, etc., but it is not our intention now, but 
rather to understand the context in which the last generations of  students were led 
and raised. Many educational institutions in Europe or in the United States function 
exactly in opposition to this teaching method. Although there is the idea of  an acting 
class coordinator, students don’t share the vision of  a singular maestro or a strong 
commitment to a single professor-artist. However, it is important to understand both 
perspectives and what it means to lead a class together with your assistants3, what are 
the responsibilities in this tight relationship with one’s students, and, above all, what 
motivates a professor who holds a whole generation in his hands.

In order to gain a deeper understanding of  these perspectives, I conducted 
an interview with professor and actor Filip Odangiu. Among my personal 
motivations for conducting this interview was the desire to understand what it’s 
like to be a professor in this field, what are the fears and vulnerabilities of  a 
professor, what it really means to lead a whole class as a supervisor – and moreover, 
since I myself  am a graduate of  the same institution where Filip Odangiu teaches, 
I wondered if  there was any alleged or invented competition with other similar 
institutions in the country.

Born in 1976 in Timisoara, Romania, Filip Odangiu is one of  the 
promoters of  a new approach in the propaedeutics of  acting. He has a PhD 
in performing arts, with a thesis dedicated to the actor’s education. Among 
his publications are two reference books in the field of  theatrical practice: The 
Intelligent Body. Metacognitive Strategies in Actor Training and Praxis. The strategic exercise 
(both published in 2013 at Casa Cărții de Știință, Cluj-Napoca). He currently 

2  A maestro is an artistic master, or, more accurately, someone who is considered an artistic 
genius. The term is most commonly applied in the music field and describes a person who is 
highly experienced and skilled at playing and/or conducting a musical act.
3  The current teaching formula, at least at FTF Cluj-Napoca, is no longer that of a professor 
seconded by assistants, but of teams of professors of equal status, but with corresponding 
specializations.
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serves as a professor and coordinates an acting class at the Faculty of  Theatre 
and Television at the Babes-Bolyai University and also collaborates with the Cluj-
Napoca National Theatre. Among Mr. Odangiu’s most notable performances 
and directorial works, we can mention “Tzara Arde și dada se piaptănă” (2016), 
directed by Ştefana Pop-Curşeu, “Succubus” (2019), screenplay by F. Odangiu 
after the fantastic prose of  I.L. Caragiale, directed by F. Odangiu and Sinkó 
Ferenc, as well as Zero Grade cu soare (2024), directed and written by Filip Odangiu, 
produced by “Centrul de Creație MAIDAN” (which he founded in 2020). 

Sorin-Dan Boldea: Allow me to start with a seemingly simple question, but one that I 
believe invites all of  us actors to really ponder every time we have to answer it. What does theatre 
mean to you?

Filip Odangiu: You’re asking me to define a phenomenon – in fact, a whole 
class of  phenomena that are, today more than ever, undergoing rapid change. 
Theatre no longer looks the same; I myself  no longer look the same as I did 
two years ago, for example. According to Olivier Py’s4 book, which contains no 
less than a thousand definitions of  theatre, a new definition is hard to formulate. 
Every single one of  us who works in some way in theatre develops at some point 
or another a personal definition of  what theatre is and especially what it is not. 
However, as I said in the beginning, this personal definition is changing. Some 
say theatre is dead. Of  course, theatre as they understand it is dead. “Theatre”, 
a polysemantic term, covers a very wide range of  meanings, from THEATRE 
in capital letters in the sense of  a NETWORK of  institutions, a SYSTEM, to 
“theatre” as a pejorative Brookian term, i.e., dead theatre or stage play with no 
real connection between the component parts of  expression (imaginary–voice–
body). If  there is one defining aspect of  “my theatre” today, it refers to an artistic 
experience that involves the co-creation of  a spectator and an actor, directly present 
in the same space. Something that encompasses both life and dream. Theatre is 
an obscure necessity, hidden deep within people, a necessity that encompasses 
paradoxical urges, extreme tensions, the need to be seen, and recognised, and the 
need to convince oneself  that one exists by seeing oneself  mirrored, staged by the 
Other. Staging is not only about the stage but also about life. Theatre is about our 
existence, about human instinct. The art of  theatre simply channels this atavistic 
urge in certain contexts. Alina Nelega, quoting Nikolai Evreinov, speaks of  the 
“instinct of  transformation,” specific not only to man but to the whole of  nature, 
from animals to plants. It leads us to understand and empathise with others, to 
seek transformation, and to celebrate it. 

4  Py, Olivier (2020) Les mille et une définitions du theater. Paris: Actes Sud-Papiers. 
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“The professor does not seek to create a «product» 
but to trigger processes that often continue long after 

the end of  actual pedagogical work.”

S.-D. B.: The coordination of  an acting class is not an easy task, particularly when you have 
a close relationship with your students. There are many kinds of  acting professors in this world, 
from the maestro-type professor to the detached and factual one. What kind of  a professor are you? 
Or rather, what does theatre pedagogy mean to you?

F.O.: Being an acting pedagogue is a vocation. Rarely encountered. The 
relationship between the professor and the novice student constitutes – for the 
artist who chooses to train (with the proviso that school does not make one an 
artist; being an artist is something innate) – a partnership model between the 
creator and their self. I always tell new students in the beginning that in our 
relationship there will be three of  us: I – the coach, him – the student, and again 
him – the inner coach. Throughout the training process, we transform the Judge, 
the one within each of  us, into a Coach. Hence the immense responsibility of  
being an acting instructor. The professor is called to establish a relational and 
archetypal model that will be decisive for the future destiny of  the young artist. 
As my research focuses on the contribution of  metacognition to the training and, 
subsequently, to the performance of  the actor, I have noticed, in my 20 years of  
teaching, that the actor’s professor is, more or less, a mirror, a prefiguration of  the 
mirror that the future artist will carry with them long after the disappearance of  
the professor from their immediate proximity.

I believe in the invisible pedagogue, analogous to Yoshi Oida’s invisible 
actor; a presence, a guide, somewhere further ahead with a lamp on the Path 
along which the Beginner is fumbling around. Another image that seduces me is 
the shadow pedagogue one, the person behind the Beginner.  

Creativity is an evanescent phenomenon, only partially controllable, thus, 
the actor’s pedagogy can be considered, in many aspects, as a symbolic “surgery” 
(Anatoli Vassiliev) performed on the apprentice’s brain and body. Peter Brook sees 
the pedagogue as a guide in the dark. I consider myself  a conceptual pedagogue, 
meaning that I try to make my students experience the adventure of  discovery but 
also to map the territories they explore. Maintaining this fragile balance between 
experience and understanding is always a major challenge for me at work.

I also want to mention, since you challenged me, that I no longer believe in 
the image of  the “gardener-pedagogue” who only prepares the context – fertilises 
the soil, yes, beautifully, lyrically. I believe in the “baker-pedagogue” who kneads a 
living dough and then beautifully puts it into the oven and waits. Fire is not under 
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his control. I consider artistic pedagogy creative work, analogous to the creation 
of  a director but nevertheless different from it, because the professor does not seek 
to create a “product” but to trigger processes that often continue long after the end 
of  actual pedagogical work. Just as Michelangelo saw the sculpture hidden within 
the stone, the professor sees in the student, as if  beyond the blackened canvas of  
a painting, the brilliant colours of  the original Creation. The “Actor” gradually 
reveals itself  from within the student, like the original colours of  a painting after 
a restoration process. So, to conclude, I would liken the work of  the pedagogue 
more to that of  a masterpiece restaurateur, whose job it is to remove the layers 
that prevent the light from reaching and highlighting the deeper layers. And 
there’s one more thing: for me, the training of  future actors is just as important 
as the formation of  the future theatre, which will depend on what we teach those 
students today. This is where the shaping of  aesthetic taste, ethical behaviour, 
generosity, and empathy comes in.

S.-D. B.: Why did you choose to become a professor and not just an actor?

F.O.: Pedagogy is a common vocation in my family. I never thought of  being only 
an actor. I got into acting after a thorough education in fine arts (middle school, 
high school, and Faculty of  Fine Arts, specialization – painting in Timisoara). 
Many actors start out by excelling in several artistic fields. On the other hand, 
I don’t know if  there are many actors nowadays who are just actors. The world 
is changing at a rapid pace, and so is the actor’s role in society. Most of  the 
actors I know do more than just acting; they sing, write, direct, run workshops, 
are engaged in social activism, and so on. That’s why we cultivate in students an 
attitude of  openness.

Returning to my motivation for choosing pedagogy; I realised that I relate 
to teaching as an artist relates to what they work on: obsessively and creatively. I 
dream of  exercises, I get up in the middle of  the night and write them down, I 
prepare for every class like a student does for an exam, and I am always working 
in a state or in search of  inspiration, burning up. I think most of  my colleagues 
work this way. The students’ examinations are exams for me too, because they test 
the effectiveness of  my previous pedagogical work. I tell students that the acting 
profession should only be chosen by those who feel they couldn’t do anything else 
better. I feel the same way about myself  and teaching acting.

S.-D. B.: What does pedagogy enrich you with? What does it give you in addition to the acting 
profession? 
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F.O.: Eternal youth, and that’s no joke. Delaying death, the one that Brook talks 
about – a soul and spiritual atrophy that haunts everyone through boredom, 
weariness, and indifference. This is why actors who also teach do not give up their 
professorship, despite the overwork that comes from practicing both professions 
at the same time. The educational process is the professor’s first priority, it befits 
the Being.

“I treat each student as a separate development centre. 
I look for a method that helps the students develop 

themselves.”

S.-D. B.: What methods do you use in your work as a professor during class with your students?

F.O.: Radu Penciulescu said in an interview that pedagogy bears the imprint 
of  those to whom it is addressed and that the relationship between student and 
professor defines both one and the other. To this end, the method and quality 
of  teaching depend, to a larger extent, on the quality and involvement of  its 
recipients, i.e., the students. I treat each student as a separate development 
centre, as a problem for me to solve. I look for a method that helps the students 
develop themselves. We cannot ignore the fact that we are training actors for a 
post-dramatic theatrical world, as so clearly described by Hans Thies Lehman. 
Acting methods are in turn post-methods, interpretations, and adaptations. We 
are witnessing the multiplication of  methods.

Perhaps it would be more appropriate to mention some of  my teaching 
goals first. Paraphrasing Jerzy Grotowski, these would be: to stimulate a 
process of  self-revelation, investigating the subconscious and then channelling 
this stimulation to obtain the desired reaction; to instruct students on how to 
articulate this process, how to discipline themselves, and how to convert stimuli 
into the signs of  a score; to constantly remove from the creative process the 
resistance and blockages caused by their own body, physically and mentally, 
but also by certain alienating social obligations. To these, two ideas of  utmost 
generality are added:

1. Achieving a performative presence, i.e., that level of  “radiance” of  the 
actor that enables them to keep the audience’s attention alive, even in a 
state of  stillness or in the absence of  any gesture.
2. Making the actor available to become an agent of  communion through 
theatre.
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The Actor is an Artist and this condition is characterised, as Anne Bogart 
points out in her book, And Then, You Act: Making Art in an Unpredictable World, by several 
qualities: the ability to Articulate (the science of  the craft); Intention (through the 
gesture of  showing the moon, in the manner of  Yoshi Oida, i.e., that quality of  
the artist of  not showing himself  through his art but pointing towards a problem, 
an idea, the actor becoming “invisible” in the process); Attention (knowing how 
to listen, not forcing things in a preconceived direction, “receiving”); Magnetism 
(giving the audience what they expect from theatre: empathy, entertainment, a 
ritual, a sense of  participation, performance, education, and magic); and Attitude 
(“acting is defined by the dynamic play between two attitudes: giving and receiving, 
being “concave and convex”).5

Guiding students towards achieving these complex goals is no longer the 
responsibility of  a “single professor”. Moreover, it is essential to convey reality: 
at least, at the Theatre Faculty in Cluj, the system of  “maestro-led classes” has 
evolved gradually and naturally, and has been replaced by classes coordinated by 
teams of  pedagogues with complementary skills. I, for example, work with Sinkó 
Ferenc, actor and choreographer, and Diana Aldea, theatre and film director. In 
our team, Sinkó Ferenc combines the science of  physical theatre with exceptional 
psychological intuition and an impeccable dramatic sense; Diana Aldea works 
guided by an ever-fresh visual imagination, a sense of  dramatic relationships, 
and an extensive theatrical and cinematographic culture. I am responsible for the 
didactic methodology and organisation of  the work. Together, we form a triangle, 
with the role of  observing and designing the method adapted to each student and 
to the class as a whole. 

“There are returning Principles: 
the imagination-body-voice connection. 

This is what we work hard to build and strengthen.”

Finally, in order not to seem to be evading the original question, here 
are, selectively, some highlights of  my pedagogical approach: Eric Morris, Patsy 
Rodenburg and Joseph Chaikin, for the concept of  Presence and overcoming 
inhibitions and “obligations” at the beginning of  first year; Anne Bogart and 
Viewpoints, for knowledge and application of  the fundamentals of  creation 
in time and space; Viola Spolin, Keith Johnstone, Mick Napier and Stephen 
Nachmanovitch, for improvisation studies; Uta Hagen, Keith Johnstone, Lorna 

5   Objectives based on ideas about the artist’s mission expressed by Anne Bogart in her book 
And Then, You Act: Making Art in an Unpredictable World, 2007, Routledge.
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Marshal, John Wright, Stephen Wangh, for nonverbal theatre; Kristin Linklater, 
for vocal expressivity education; Michael Chekhov, filtered through MICHA 
(Michael Chekhov Association) methods, especially David Zinder’s method, 
for cultivating the creative imagination; Jacques Lecoq and Dario Fo, via Sears 
Eldredge’s method for mask studies; Stella Adler, Sanford Meisner, Declan 
Donnellan, Robert Cohen for role building; DasArts Feedback Method for 
evaluation and self-evaluation.

And there are many more. Like the artist’s work, pedagogy is a living 
thing; the methods and the guidelines change, evolve. One cannot use cookie-
cutter approaches to teach. I tried it, and it doesn’t work. But there are, as Eugenio 
Barba shows us, returning Principles: the imagination-body-voice connection. 
This is what we work hard to build and strengthen. 

“I fear for those truly gifted and dedicated to this profession. 
I hope they don’t let themselves be defeated by the 

inherent difficulties when starting out.”

S.-D. B.: When I was a first-year student, I remember there was a debate in front of  the class, 
among colleagues, about Vsevolod Meyerhold and Konstantin Stanislavski. We were debating 
the methods, the ways in which they conceptualized theatre, and we were trying to decide which 
method was the most valuable for the contemporary actor. There was also a debate about the 
theatre schools in Cluj and Bucharest. Which one better prepares today’s actors for tomorrow’s 
theatre? I noticed that both schools are slowly starting to break this methodological barrier and are 
trying to create a fusion of  theatre-making methods so that each student may find their own style 
and their own way of  making and visualising theatre. What do you think about this division that 
has existed for so many years between the schools in Cluj and Bucharest?

F.O.: I think it’s more like fabricated myths spread for their sensationalism. On 
the other hand, a “division” implies the splitting of  an original unit, which neither 
administratively nor in other respects ever existed. The pressing issue, for which 
I also feel responsible, is the lack of  organized and informal communication 
between theatre schools, and unfortunately, also within the institutions themselves. 
But there are positive signs that this is about to change. Many professors and 
students are driven by destiny so that the flow in Cluj reaches Bucharest and vice 
versa. One victory of  the joint effort of  the national theatre schools is the return 
of  acting to the natural 4-year university cycle, and this is proof  of  our inter-
institutional cohesion. Nevertheless, I dream of  a genuine festival of  Romanian 
theatre schools that can bring us together, not divide us.
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S.-D. B.: I remember when I was still a student, a lot of  my classmates were scared to go to 
a film casting because they felt they didn’t have the necessary training. How do you prepare your 
students in this respect?

F.O.: I am very proud that our students are prepared for casting by someone really 
competent and passionate about this field, Diana Aldea. Besides her research, 
which has resulted in two cornerstone books dedicated to the phenomenon of  
casting (Presa Universitară Clujeană, 2023)6, Diana Aldea, through her casting 
courses and permanent assistance she has given to students (and even graduates), 
provides valuable know-how to ensure that the students’ training meets the 
expectations of  filmmakers. At the same time, this also facilitates networking 
opportunities in the field. In the past few years, our team has also developed a 
privileged professional relationship with director Adrian Sitaru, with whom we 
have organised several events aimed at bringing student-actors and filmmakers 
closer together. The consolidation of  the film directing department at our faculty 
through the support of  the established directors Adrian Sitaru and Radu Jude is 
already contributing significantly to the training of  student-actors helping them 
acquire film acting skills.

S.-D. B.: Theatre or film actor? Or both?

F.O.: The concept of  “actor” in film and theatre is the same. However, the tasks 
differ in terms of  the projection range of  Presence. In film, the camera lens – 
the viewer’s eye – reaches very close to the actor; in theatre, the observer is at 
a considerably greater distance. Then, while the camera “hunts” for a single, 
unrepeatable moment of  inspiration, on stage we work so that with each new 
performance we create the conditions for the “bird of  inspiration to rest on 
the artist’s shoulder” (the expression belongs to Ariane Mnouchkine). In film, 
we have many examples of  successful roles played by amateurs with no formal 
acting training. They become what the director wants them to be. That’s why film 
casting is so important. The Hungarian film director Tarr Béla, who has made 
some landmark films (Satatango, 1994) in which the actors play very naturally, says 
today, at a venerable age, that when working with actors, the most important thing 
is to take into account their personalities, and to build your script and characters 
in such a way that they suit them. In other words, don’t plan for them to change, 

6  Aldea, D.A. (2023) Faţă în faţă: actorul şi regizorul în castingul teatral, Cluj-Napoca: Presa 
Universitară Clujeană. 
Aldea, D.A. (2023) Castingul şi formarea primei impresii, Cluj-Napoca: Presa Universitară Clujeană. 
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adjust, or morph to fit the director’s story. “Don’t change the actors; change 
the story,” Tarr asks. This will ensure, says the director, a “smooth navigation” 
throughout the creative process. A theatre actor’s training contains all the elements 
necessary for a film actor, but it can also train them to project a Presence that 
doesn’t fit with the field of  cinema, where it may be considered an “over the top” 
performance. This is why, through specific exercises and assignments, we help 
students gain the ability to adapt their “radiance” (in Michael Chekhov’s terms) 
to their environment.

“I fear those contexts and situations where sensitivity, artistic 
taste, and unconditional trust in the project and in partners – 

qualities fostered in school – are not valued, 
or are even downplayed.”

S.-D. B.: You are a versatile professor, full of  life and always interested in the journey your 
students have and will have both during and after university. What is the biggest fear you have 
for them and their future careers?

F.O.: I fear for those truly gifted and dedicated to this profession. I hope they 
don’t let themselves be defeated by the inherent difficulties when starting out. I 
hope they don’t give up the fight. Like all human beings, perhaps a touch more, 
artists are sensitive, vulnerable, and extremely changeable. These traits are the 
key elements of  their talent. But the same characteristics that make them creative 
also make them insecure, anxious, depressed, tense, and sometimes hostile. I fear 
those contexts and situations where sensitivity, artistic taste, and unconditional 
trust in the project and in partners – qualities fostered in school – are not valued, 
or are even downplayed. I often tell my students that an acting class is a model for 
a theatre company that they may never find again, but that they have a duty to 
seek out and even replicate wherever they end up, which often happens, as former 
graduates tell us.

S.-D. B.: Although you are vibrant, passionate, and extremely committed to your craft, I would 
like to know: when things are not going great personally or professionally, where do you get the 
motivation to start a new day with your students?

F.O.: My energy and confidence reserves are Diana Aldea and Sinkó Ferenc. 
Besides them, I have books that, like the powers hidden in the zmeu’s chest, 
help me in my moments of  need. Those are Stephen Nachmanovitch’s Free Play. 
Improvisation in Life and Art (1991), Anne Bogart, And Then You Act. Making Art in an 
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Unpredictable World (2007), Joseph Chaikin, The Presence of  the Actor (1991) and Bruce 
Lipton with The Biology of Belief  (2005).

S.-D. B.: Before ending this dialogue of  vulnerability, I’d like to ask you one more thing: What 
is the most valuable thing a professor can receive and learn from his student?

F.O.: The most valuable achievement is proof  that they have mastered the toolkit 
that I aspire to endow all of  our graduates with, which includes: attention to 
themselves and to everything around them, confidence in themselves and their 
fellow actors, an appetite for acting, and respect for the “little work of  art” (in the 
words of  Michael Chekhov) they are working on, whether they are performing 
on stage, improvising during rehearsals, building a mask or a set piece, or just 
analysing their work or that of  others.












