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Abstract. Taking choreography as her analy-
tical focus, Olivia Grecea uses focus group 
discussions, designed to bring forward some of 
the key problems in visual representations on 
stage. Given the relationship choreographer / 
dancer and visual artist, this article looks for an 
understanding of the production mechanisms 
of the gendered images of the body. Being a 
gender based approach, the author discusses 
with her subjects problems referring to the 
female body, that becomes an object of the 
masculine look, the difficult issues of self-
referentiality, subjectivity, nudity and other 
problems coming out of the relationship 
between spectator and choreographer. An 
excellent reference is the interview with some 
of the most important Romanian dancers and 
choreographers, available at the end of the 
paper.

Olivia GRECEA

THE PERCEPTION OF CONTEMPORARY DANCE

IN ROMANIA

In Romania, contemporary dance is 
struggling to define itself as an autono-
mous cultural phenomenon, necessity 
derived from the relationship with the 
official cultural institutions. One of 
the areas where contemporary dance 
differentiates itself from other arts is 
the signification, the main issue being 
the mechanisms contemporary dance 
employes in order to make sense; in other 
words, is a dance piece able to transmit a 
message, to be associated to a narration? If 
not, how is it perceived by the audience? 
Is the impact on the audience affective or 
does the audience tend to interpret (to 
build a narration around) a dance piece?

This paper intends to fill the gap in 
the analysis of the contemporary dance 
phenomenon, using the qualitative 
research. A focus group discussion will 
be used as well. This type of research 
has been chosen as a consequence of the 
literature review. 

We will refer to some approaches to 
contemporary dance. In Moving History / 
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Dancing Cultures: a Dance History Reader, 
Ann Dils and Ann Cooper Albright start 
by using a gender studies approach of 
the dance phenomenon (in the chapter 
The male dancer); further on, the 
anthropologic method becomes the main 
instrument of exploring dance through 
the immersion in different cultures 
where dance is recurrent, its origin being 
associated with the mystic / shamanic 
trance.

Choreographing Difference: the Body 
and Identity in Contemporary Dance, 
another paper of Ann Cooper Albright, 
links the feminist and the subjective 
method, as the author is both a con-
temporary dance practician, as well as a 
feminism theorist. Feminism advances a 
critique of dance seen as corporalization 
of the female body, that becomes an 
object of the masculine look, a body 
eroticized and sexualized by this look, 
a rheified body. However, the author 
rejects an exclusively feminist approach, 
by stating that, although an experience (a 
choreographic experience, in this case) 
modifies its subject, it doesn’t fully define 
it.

Thinking in Four Dimensions: Creati-
vity and Cognition in Contemporary Dance, 
by Robin Grove, Catherine Joanne 
Stevens and Shirley McKechnie, starts 
from the premise that researches on 
dance were only conducted from an 
empirical perspective. The perception of 
contemporary dance is analyzed in the 
chapter Observer Response to Contem-
porary Dance. It has been observed that 
reactions to a contemporary dance piece 

include both cognitive (interpretational) 
reactions and affective reactions; this 
paper is an attempt to scientifically 
approach contemporary dance, using the 
empirical method, as the authors use a 
perception experiment they infer using 
psychological information.

In post-communist Romania the only 
work concerning contemporary dance is 
Dansul contemporan - Sensuri ale corpu-
lui (Contemporary Dance – Bodily Senses), 
written by the dance and theatre critic 
Gina Şerbănescu, and published in 2007. 
Not intending to offer an exhaustive list 
of instruments, the volume includes a 
number of articles written by the author, 
case studies based on theoretical notes; 
the body, the alterity and the consumerist 
society are considered parameters that 
define and influence contemporary 
dance in Romania. The contemporary 
choreographic act is associated with 
philosophical concepts such as time, 
memory, alterity. The author employs 
a subjective-analytical method, as her 
approach touches upon particular pieces. 

Key words of contemporary dance 
analysis, recurrent in the literature avai-
lable on the subject, are: representation, 
discourse, structure, self-referentiality, 
structure, subjectivity, communication, 
identity, perception, participation, signifi-
cation, culture, participant, response, 
background. 

It must be noted that contemporary 
dance theorists have the tendency to 
use the empirical and subjective method 
as strategies of research in this field, 
decision based on the multitude and 
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variety of contemporary dance pieces 
that make it difficult to produce axioms: 
“Aesthetic theory, cognitive psychology 
and dance criticism merge, as authors 
are appropriately driven more by the 
heterogenous of their topics than by 
any fixed disciplinary affiliation. We 
can spy here the beginnings of a mixed 
phenomenology and ethnography of 
dance practice and choreographic cog-
nition, which is deeply informed and 
empirically inspired by the best current 
theory in the sciences of the embodied 
mind.”1

This paper will make use of the 
same method, referring to performances 
familiar to the author, as well as interviews 
of young spectators, trying to trace some 
answers concerning contemporary 
dance perception in Romania by the 
young generation, directly interested in 
contemporary artistic productions (thus 
possessing a specific cognitive back-
ground).

At a first level, I studied the rela-
tionship between the audience and the 
contemporary dance piece as an audience 
member at a number of events in Cluj 
and Bucharest, at the National Centre of 
Dance Bucharest. A recent and important 
event as a cultural paradigm for Cluj 
was Temps d’Images, a festival at its 2nd 
edition in Romania, held this time in 

1 Grove, Robin, Catherine Joanne Stevens 
şi Shirley McKechnie, Thinking in Four 
Dimensions: Creativity and Cognition in 
Contemporary Dance. Victoria: Melbourne 
University Publishing, 2005, p. 50.

Cluj, after a first edition organized in the 
capital.

First of all, it is notable that there is 
an obvious curiosity from the part of the 
audience (especially the young segment) 
for the contemporary dance pieces, or 
for hybrid performances (performance, 
dance theatre) that use dance as a tool, 
a curiosity manifested by the numerous 
presence (numerically quantifiable) at 
performances and collateral events of 
the festival (workshops, conferences etc.)

Publicity for the respective perfor-
mances includes, apart from intense 
media presence, the association with 
iconic institutions for the cultural life of 
Cluj: the National Theatre, the Hungarian 
State Theatre and Tranzit House. It is 
therefore plausible to affirm that the 
young audience was supplemented by 
a “collateral public”, meaning the usual 
public of the aforementioned institutions, 
which, out of solidarity and trust in 
the respective institution, became the 
audience of this particular event.

Out of the entire festival productions, 
4 of them are relevant for the discussion, 
being presented as contemporary dance 
pieces: Blind Questions – I See You Me 
Neither, Ways of Love, Screen Sisters and 
Madeleine (there were also performances, 
a conference and workshops resulting 
in a presentation of the joint work of 
a choreographer / dancer and a visual 
artist).

These pieces included other tools than 
dance also, placing them in a hybrid area: 
video projections, from live captures to 
more elaborate projections, such as a 
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short film, live mixed music, special 
effects, hence their polyphonic structure. 
A contemporary dance piece is no longer a 
dance piece, as the name of contemporary 
dance hides a variety of performing arts 
forms: “different modes of working, 
different dramaturgical approaches, 
and sometimes even open antagonisms 
between each choreographer’s way 
of dealing with form, discourse and 
content.” 2

Horizontal. Premises

Starting with the empirical observa-
tions taken at Temps d’Image, as well as 
the overall experience as a contemporary 
dance spectator, I elaborated a series of 
discussion topics in order to create a focus 
group. The objectives of the focus group 
are to extract informations concerning 
the respondents’ consumption of con-
temporary dance, their familiarity 
with this type of performance, their 
relationship with it (in terms of frequency 
of participation, specific documentation 
conducted by the respondents) and the 
mechanisms they make use of in order 
to de-codify a dance piece, according 
to their academic background. Taking 
into account their focus on theatre, 
how do they relate to the contemporary 
dance piece, performance that involves 
numerous informational levels? How 
confusing is this characteristic for the 
viewer?

2 Lepecki, Andre, Exhausting Dance. Perfor-
mance and the Politics of Movement, 
Routlegde: New York, 2006.

The focus group attempts to clarify 
these aspects through a discussion focu-
sed on some major questions concerning 
contemporary dance perception in 
Romania by the young and directly 
interested audience. The focus group 
comprises a number of 3 respondents, 
aged 20 to 29, of feminine gender, 
currently studying at the Theatre and 
Television Faculty, specialized in acting 
and theatre directing.

The first association made by 2 of 
the 3 respondents is the National Dance 
Centre of Bucharest, respectively Vava 
Ştefănescu, the former director of this 
institution, choreographer and dancer 
involved in a serie of theatre projects, 
collaborating with the theatre director 
Mihai Măniuţiu. Another recurrent affir-
mation qualifies the present contem-
porary dance offer as “minimal”: the 
contexts in which the respondents 
tackled contemporary dance pieces are 
extremely rare and irregular. However, 
if contemporary dance is still perceived 
more as an absence than as a presence, it 
becomes more and more present.

Contexts that allowed the respondents 
to get in contact with contemporary dance 
pieces (in Romania) are the experimental 
theatre festival Man.in.fest, the National 
Dance Centre of Bucharest events at the 
Hungarian State Theatre and the 2nd 
edition of the Temps d’Images festival 
(organized in Cluj in 2009).

Contemporary dance personalities 
mentioned by the respondents are Pina 
Bausch and Vava Ştefănescu, whereas 
their examples include foreign pieces 
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(Secret Garden, Dancing with 8 Legs), as 
well as Romanian ones (Cvartet pentru o 
lavalieră, Atât de fragedă, Vii la spectacol 
şi primeşti un extra burger).

Vertical. Interpretation

“While it is possible that an observer 
may deliberately choose not to make sense 
of a contemporary dance work (viewing 
the art as non-representational), there 
are certainly observers who do seek to 
attribute meaning to the dance (viewing 
the work as representational).”3 

A dance piece is appreciated if it 
manages to create the spectacular, even 
in absence of a narration. A common 
conclusion is that a performance must 
be based on a concept, and have such 
a structure as to transmit a message to 
the audience. A narrative performance 
tends to correspond to the expectations 
of a higher number of viewers; however, 
by attending narrative dance pieces the 
viewer develops a fundament he can 
further on use in order to approach non-
narrative dance pieces.

This tendency of “making sense” of 
contemporary dance is common to all 
the focus group participants, a possible 
explanation for their representational 
perception of the dance piece being their 
formation (in theatre).

The act of communication is perceived 
as being more important than technical 

3 Grove, Robin, Catherine Joanne Stevens şi 
Shirley McKechnie, op. cit., p. 109.

aspects, related to choreography and 
corporality. These aspects refer to just 
one of the multiple levels perceived when 
viewing a contemporary dance piece: 
“Learning how to read that body in an 
attempt to understand all the conflicting 
layers of meaning in physical motion is a 
complex task that requires an awareness 
of the kinesthetic as well as the visual and 
the intellectual implications of dance.”4 

The conceptual aspect is the most 
important for the respondents, since the 
subtleties of the choreography are visible 
solely to specialists (choreographers, 
dancers).

Contemporary dance as a mediated 
representation of reality is the nucleus 
of the discussion. Yvonne Rainer’s NO 
Manifesto, important for the represen-
tational critique approach, has been 
discussed in the focus group.

Yvonne Rainer, NO Manifesto:
“NO to spectacle no to virtuosity 

no to transformations and magic and 
make-believe no to the glamour and 
transcendence of the star image no to the 
heroic no to the anti-heroic no to trash 
imagery no to involvement of performer 
or spectator no to style no to camp no to 
seduction of spectator by the wiles of the 
performer no to eccentricity no to moving 

or being moved.”

4 Cooper Albright, Ann. Choreographing 
Difference: the Body and Identity in Con-
temporary Dance. Middletown: Wesleyan 
University Press, 1997, p. 94.
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Discussions reveal that a type of 
performance cleansed of the spectacular is 
interesting strictly as an experiment, but 
it lacks the possibility of modifying the 
respondents’ perception paradigm, as they 
are in favor of magic, spectacular illusion, 
meaning the elements of the performance 
that put a distance between it and the 
daily. A pendant in theatre theory of the 
representational critique movement is 
the non-theatrical performance, the “de-
dramatization of theatre”. This type of 
performance is perceived as not interesting, 
as it transfers everyday reality on stage 
without filtering it.

Clichés of interpretation concerning 
the contemporary dance piece (specific 
to the Romanian space) have been 
identified: if in the case of the Western 
culture it has been affirmed that “Western 
theatrical dance has traditionally been 
structured by an exclusionary mindset 
that projects a very narrow vision of 
a dancer as white, female, thin, long-
limbed, flexible, heterosexual, and able-
bodied”5, in Romania nudity is still an 
impediment for the viewer.

For the Romanian public, that is 
relatively conservative concerning 
the definition of art, bringing nudity 
on stage corresponds to an assault on 
their perception. Therefore, a dance 
piece using nudity doesn’t establish a 
communicational relationship with the 

5 Dills, Ann şi Ann Cooper Albright. Moving 
History / Dancing Cultures: a Dance History 
Reader. New York: Wesleyan University 
Press, 2001, p. 57.

audience, since it assaults the conventions 
they respond to: “Because dance is at 
once social and personal, internal and 
external, a dancer can both embody and 
explode gendered images of the body – 
simultaneously registering, creating, and 
subverting cultural conventions.”6 On 
the long term, however, assaulting the 
audience might create a sort of immunity, 
educating them as to make them more 
permeable to certain forms of artistic 
expression or to certain spectacular 
instruments towards which they were 
initially skeptical.

Concerning the usage of the terms 
“everyday” and “stillness”, we may 
consider the focus group participants’ 
approach of contemporary dance to be 
open-minded: contemporary dance is a 
form of art extracted from everyday life, 
that exists within variable parameters 
and that gives place for the experiment.

Mechanisms
of the communicational circuit

“The grotesque body is the open, 
protruding, extending, secreting body, 
the body of becoming, process and 
change. The grotesque body is opposed to 
the classical body, which is monumental, 
static, closed and sleek, corresponding 
to the aspirations of bourgeois 
individualism; the grotesque body is 
connected to the rest of the world.”7 

6 Cooper Albright, Ann. op. cit., p. 94.

7 Mary Russo, “Female Grotesques: Carni-
val and Theory”, în Feminist Studies/
Critical Studies, ed. Teresa de Lauretis 



142 Olivia GRECEA

This quotations is relevant because, 
although it refers to the anatomy of the 
body that dances in order to transmit 
emotions, it traces a connection between 
the anatomy of the body and the world 
for which this body performs. Dance 
becomes an intelligible language even 
in the absence of specialized notions 
concerning anatomy and motivity. 

A contemporary dance piece can 
create an emotion and / or transmit 
a message to the audience through 
movement, that replaces words, the lines 
in a theatre performance. The feminist 
theorist Hélène Cixous wrote: “And 
then if I spoke about a person whom I 
met and who shook me up, herself being 
moved and I moved to see her moved, 
and she, feeling me moved, being moved 
in turn, and whether this person is a 
she and a he and a he and a she and a 
”shehe” and a ”heshe”, I want to be able 
not to lie, I don’t want to stop her if she 
trances, I want him, I want her, I will 
follow her.”8 By quoting this fragment in 
her book on contemporary dance Ann 
Cooper Albright makes it a motto for the 
mechanisms this form of art makes use 
of in communicating with the audience.

Emotion transcends gender, according 
to Cixous. Taking this affirmation 
further, it’s possible to say that emotion 

(Bloomington: Indiana University Press, 
1986), 216, apud Dills, Ann şi Ann Cooper 
Albright. op. cit., p. 59.

8 Hélène Cixous în Cooper Albright, Ann. 
Choreographing Difference: the Body and 
Identity in Contemporary Dance. 

transcends technique; in order to 
perceive the emotion in a contemporary 
dance piece (in other words, to perceive 
it non-representationally), one does not 
need to have knowledge of dance history, 
choreography or anatomy.8

Another issue that was raised is the 
validity of the contemporary dance piece 
in absence of the actual movement, in 
pieces where the emphasis is placed on 
the dancer / performer’s mere presence: 
“Stillness becomes the expression of 
a strong internal dynamic, the giving 
of a name becomes a reconsideration 
of representation, with the purpose of 
reinvigorating an atrophied approach 
of the function and meaning of the 
body as carrier of a message.”9 The 
lack of movement, of choreography, 
does not breach the perception of the 
audience, when it serves a concept / a 
message, becoming a tool (as opposed 
to a pointless choice): “Stillness is only 
efficient in the choreographic discourse 
if, as an alter, and not an antonym of 
movement, it concentrates the substance 
of the discourse, creating the possibility 
of an adequate communication of the 
message.”10

Therefore, dance can make use of 
strategies apparently opposed to its essence 
(“Andre Lepecki notices that introducing 

 Middletown: Wesleyan University Press, 
1997, p. 94.

9 Şerbănescu, Gina. Dansul contemporan – 
Sensuri ale corpului. Bucureşti: Fundaţia 
culturală “Camil Petrescu”, 2007, p. 41.

10 Idem, p. 43.
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stillness in contemporary choreographies 
was frequently regarded as a treason of 
what dance really means.”11), as long as 
they are used consciously, in order to 
emphasize the concept behind the choreo-
graphic approach: “Looking at a body in a 
choreographic context must finalize with 
the emphasis of the meaning the body 
receives in the chosen choreographic 
context, the purpose of dance being to 
re-establish the dignity of the human 
body through the meaning it can have 

essentially: to assume the message to be 
transmitted.”12

By constantly comparing the obser-
vations of theorists and practicians of 
contemporary dance with its perception 
among the young generation, it comes as 
a shock that the latter’s remarks coincide 
with specialists’ affirmations, denoting 
a critical and analytical approach that 
mirrors the vocabulary and the conceptual 
tools of the former. 

11 Ibidem, p. 35.
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Performances:
4.48 Psychosis
By Sarah Kane
Directed by: Mihai Măniuţiu
Music and live special effects: Şerban 

Ursachi
Choreography:Vava Ştefănescu
Set design: Cristian Rusu
Blind questions – I see you me neither
Dance/Creation: Viviana Escalé, Or-

lando Rodriguez, Juliana Venter, Jens 

Münchow, Alexandre Castres, Alexandra 
Naudet

DoP/camera/Light: Kathy Sebbah, 
Javier Ruiz Gómez

Concept/Director: Stephanie Thiersch 
Dramaturgy: Rosi Ulrich
Music/Composition: Joseph Suchy

Ways of Love
By Maja Delak & Luka Prinčič
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Screen Sisters 
Companie Fabienne Berger
Cast: Corinne Rochet, YoungSoon Cho 

Jaquet, Pauline Wassermann
Music: Christian Garcia (Velma) 
video projections: Bastien Genoux

Madeleine
Muta Imago

Dancing with ten legs
Treakle Performance

Secret Sight
Dans Kias
Concept and choreography: Saskia 

Hölbling
Performers: Saskia Hölbling, Moravia 

Naranjo, Stephen Thompson

You come to the show and you get an 
extra burger 

Concept, text and choreography: 
Mihai Mihalcea & Solitude Project

Performers: Mihai Mihalcea, Mihaela 
Sîrbu

Cvartet pentru o lavalieră
Concept: Vava Ştefănescu
Co-authors: Julien Trambouze, Carmen 

Coţofană, Mihaela Dancs, Mihai Mihalcea

Appendix: transcription of the focus 
group discussion; participants: Adina, 

Lila, Adelina.

The first thing that comes into your mind 
related to contemporary dance:

Adina: I associate contemporary dance 
with a private company. 

Lila: CNDB, Vava, sexy, minimal.
Adelina: Vava Ştefănescu.

Why? Please explain your choice.
Adina: The contemporary dance pieces 

I watched and appreciated were produced 
by people with small budgets, organized 
in private companies.

Do you mean foreign companies, or also 
Romanian companies?

Adina: Mostly foreign companies, 
but also some from Romania. Though I 
couldn’t name the Romanian ones.

Lila: It’s too little of it. I want to see 
more, but I only have limited access.

Adelina: Vava.

How did you get in contact with contem-
porary dance pieces in Romania?

Adina: Some contemporary dance 
pieces were invited at the experimental 
theatre festival Man.in.fest. But where 
lies the border between contemporary 
dance and dance-theatre…

Adelina: There were some contem-
porary dance events at the Hungarian 
Theatre, in spring and I remember I 
enjoyed that. I was there during the 
International Day of the Dance. And a 
sort of a performance was organized, in 
which took part people that had nothing 
to do with dance. A song was played and 
everybody danced his way through it. I 
really liked that.

Q: You wish you’d done it?
Adelina: Well I did do it!
Lila: Referring to what you said about 

the limit between dance theatre and 
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contemporary dance, I don’t think there 
is one. Not anymore, since Pina Bausch. I 
saw a piece at Temps d’Images, I think it 
was called Screen Sisters. I liked it a lot. 
And I saw more at Man.in.fest, last year. 
I think contemporary dance is more and 
more present. Not as much as I’d like it to 
be, but there is a concern for movement 
in a performance. This is also a form of 
dance.

Q: Was theatre a facilitator between you 
and contemporary dance? Since you 
mentioned Vava Ştefănescu.

Lila: I was convinced by a theatre per-
formance, 4.48 Psychosis. It confirmed 
me the fact that Vava has an extra to 
say, using no words. Actually this is the 
message that should reach the audience. 
This is how I perceive dance, as a form of 
expression that can do without artifices, 
such as words, it can exist with no music. 
The movement in itself is relevant.

Q: A dance piece has a hybrid structure 
(it can incorporate video projections, live 
projections); do you think that affects the 
audience perception, making it harder 
to reach the audience, comparing it to a 
theatre performance? 

Adelina: In dance words are compen-
sated through music. Both the theatre and 
the dance include these 2 components, 
the verbal and the non-verbal component. 
Lines are replaced by music, in a dance 
piece.

Lila: Not necessarily. I watched a young 
man experimenting dance without music, 
a very interesting approach, and to me 

he managed to express enough with no 
music, because movement becomes the 
line in a dance piece, music is a base, an 
artifice the dancer can do without.

Adelina: In a dance piece with no 
music, the sound part is not completely 
absent, because, as the dancer moves, 
he produces all kinds of sounds, as a 
consequence of fatigue or the movement 
he makes. Choked breathing…

Lila: Yes, they are body reactions. But 
it’s not music.

Adelina: Yeah, it’s not.
Lila: The receiver needs music, because 

he’s used to associate dance with music.
Adina: And most of the dance pieces 

use music.
Lila: Yeah, this is an exception.
Adina: I was just thinking that some 

dance pieces have a narration, a story, 
whereas others have none. And I noticed 
that people that first go to narrative dance 
pieces get used, in time, to dance, even 
to non-narrative pieces. But perhaps the 
shock is too extreme if one switches from 
traditional theatre performances to non-
narrative dance pieces.

Q: As non-experts, are you interested in 
choreography and movement? And in 
the technical aspect?

Adelina: I don’t think the focus is on 
this aspect, it’s not as in figure skating, 
where you see a triple jump… in order 
to recognize technical or choreographic 
aspects. I don’t think a spectator should 
judge whether he has seen a certain 
artistic movement or not.

Adina: Preferably, they should be 2 
complementary aspects. If there is an 
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excess of technique and nothing to give 
physically and artistically, personally I 
am disturbed by the excess of technique.

Adelina: And then it wouldn’t be 
contemporary dance any longer. We 
would stick to classical ballet movements, 
in the case of an excessive technique.

Lila: I think dance, at least contem-
porary dance, has its own language, that 
we don’t perceive, we have to be insiders. 
But we do perceive a certain poetry the 
dancer transmits through its movement, 
through its fluidity. And the narration you 
mention is important, is the first impact 
we have when watching something. But 
personally I am very open to any kind 
of experiment in dance and I watch 
everything with equal pleasure.

Q: How important is dance in a contem-
porary dance piece (meaning the choreo-
graphical component)?

Adelina: To me, it’s important there is 
a choreography. Last year, at Man.in.fest, 
there was a dance piece, Dancing with 8 
legs, and there were 2 dancers, a guy and 
a girl, that placed a spider on their bodies 
and moved as not to let the spider fall to 
the ground. To me, it expressed nothing, 
I noticed their playfulness, of playing 
with spiders, but I didn’t perceive that 
happening as a dance piece.

Lila: In an interview, Vava Ştefănescu 
said that people from Bucharest are not 
particularly attracted to dance, this being 
visible in their way of moving down the 
street, in the way they drive their cars… 
because these actions also involve some-
thing connected to dance. I know you 
don’t agree.

Adina: No, I was just wondering. In 
cars?

Lila: Yes, including cars, because 
they’re drove by people. There’s a certain 
sense, you know?

Q: You mean everybody has a choreo-
graphic instinct?

Lila: Exactly. One that manifests itself 
at urban level, or… right now, we have a 
certain choreography. You sit here, in the 
left, we’re here, making gestures, there’s 
Andreea, behind the camera. There is 
a choreography, that creates a certain 
energy, we react. That’s how I think, 
that’s how I feel. There must be something 
catchy. What you’re more sensitive, 
more receptive to… I might look out the 
window and see a sensational movement 
of a passer-by lifting his umbrella. That 
might also be, to me, a dance piece.

Q: So you perceive dance as an organized 
movement, although it’s not dance?

Lila: Not necessarily an organized move-
ment, because that involves technique. It 
must be catchy esthetically, there must 
be a fluidity, a minimum of poetry in 
that precise movement, there must be a 
message, a purpose, and then I’ll go for it, 
I’ll immerse in the movement mechanism. 
It’s like a machine.

Adelina: A passer-by’s gesture catches 
your eye if it’s different.

Speaking of “everything can be a per-
formance” and of Yvonne Rainer’s NO 
Manifesto, are you interested in a perfor-
mance eliminating theatricality / the 
spectacular?
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Lila: It’s the same issue with theatre. 
De-dramatization, right? Why would I go 
to see a theatre performance? I witness 
theatre in everyday life moments. Nothing 
that is ordinary attracts me.

Adelina: But it’s the everyday life from 
an aesthetic perspective.

Lila: The aesthetic involves the specta-
cular, right?

Adina: As an experiment, it’s interes-
ting, I wouldn’t say no to it, but nonethe-
less I wouldn’t completely give up the 
illusion and the magic.

Q: The critique of representation: the 
dance piece is not something recogni-
zable, but something abstract and 
distant, not to be confused with reality. 
How do you perceive such a piece?

Lila: Suppose I agree with the manifesto. 
It’s like watching Big Brother, we bring 
ordinary people on stage, or we choose 
some out of the audience. You, you, you, 
on stage, and we begin the performance.

Q: Screen sisters: there was a choreo-
graphy, it was obviously a dance piece. 
But it was also abstract, not related to 
everyday life.

Lila: In the beginning there were video 
projections of Britney Spears…

Q: So you tend to make sense out of a 
contemporary dance piece, in spite of 
its technique?

Lila: Yes, there must be am emotion 
behind it, an emotion that dictates the 
meaning of the piece and of the move-
ment. It must be backed by a message. 

Otherwise I get on the stage and do what? 
I repeat: the audience can then come and 
perform its own piece.

Adelina: I think contemporary dance 
pieces emphasise the alienation of the 
individual and his uniformity within the 
society. 

Lila: Like a corporatist system?
Adelina: Exactly… and bringing that 

on stage is as real and as contemporary 
with the audience as it can be, so the 
audience empathizes with this, with the 
lonely, alienated individual. So I don’t 
think there is a difference between the 
dance piece and reality.

So the performance must reflect the 
contemporary reality?

Adelina: Not that it must reflect it, but 
it can’t help reflecting it.

Lila: Yes, I think the reason behind 
a performance must lie in the everyday 
life, I agree with that. But magic, illusion 
must also be involved. Without magic, 
art, not necessarily dance or theatre, art 
in general is useless.

Adelina: Speaking of magic, illusion 
and dance, last year at the Man.in.fest 
festival there was a dance piece based on 
video projections. There was a big screen 
the performers literally got out of, they 
danced on the stage, and entered the 
screen again. I liked it, because there was 
magic involved. Also related to magic, 
at the studio of the Hungarian Theatre 
I saw a performance where everything 
happened behind the curtain: some video 
cameras were placed in different angles, 
and performers stepped into and out of 
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the frame. As they told their story, feeling 
they were so close to you, but separated 
by the curtain, you asked yourself where 
does this person speak from, here or there? 
And in the end, when the curtain rose, 
everything was so simple, yet beautiful. 
Precisely the ingenious positioning of the 
cameras was catchy. What I remember is 
that the character I liked most was sitting 
on a chair throughout the performance, 
starring at the camera. Doing nothing, 
saying nothing, expressing everything 
through the eyes. And he did manage to 
express a lot.

Q: Is it important to you to have a back-
ground when going to a contemporary 
dance piece (on the piece, on the company 
etc.) or do you go blank?

Lila: I let myself seduced. It has to 
seduce me. I don’t go with preconceptions. 
If I happened to already read something, 
ok, otherwise I read afterwards.

Adelina: I share the same attitude. If I 
heard a lot about a performance, I have to 
see it myself, to see if it deserved the good 
reviews. When there are bad reviews I’m 
not that tempted to go see it. But this is 
not a rule…

Adina: I also don’t have a system. I 
might read something before, but uninten-
tionally, sometimes I’m curious and I 
want to know something beforehand, but 
mostly I do it after seeing something I 
liked, because I want to know more about 
the maker.

Adelina: What I like about contem-
porary dance pieces is that they have 
something of their own starting with 
the name of the performance, something 

attractive. Such as You come to the show 
and you get an extra burger or Cvartet 
pentru o lavalieră or all kinds of other 
names that intrigue you… and you end 
up going to the performance.

Lila: I just remembered a performance 
from last year from Man.in.fest, I think 
it was called Secret garden. Speaking of 
language, code, interpretation. Not many 
understood what it was about, although it 
was very simple. They didn’t understand 
the message and, obviously, didn’t like 
the performance because of that. And I 
heard many of them, at the end of the 
performance, saying things like “these 
people came to Man.in.fest to do what 
exactly?”. So I think it’s important that 
the magic has a message. The message 
behind the magic is also important. Just 
surprising is not enough.

Adelina: What performance was that?
Lila: Secret garden. 
Adelina: Can you summarize what 

was it about?
Lila: There were 3 dancers…
Adina: From Germania?
Lila: From Austria. 
Adelina: In the opening of the festival. 

They were naked on stage.
Adina: Basically every performance 

is based on a concept. It’s debatable 
how explicit that concept is and whe-
ther it addresses specialists or a wider 
audience. It’s not mandatory that everybody 
understands what they see and a perfor-
mance is not necessary bad because a 
very limited audience enjoys it.

Adelina: I think that, in this case, one 
of the problems was that it was performed 
on the National Theatre stage.
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Adina: Yes, it wasn’t the most appro-
priate space in the world. It was a studio 
piece. The distance blurred some details.

Adelina: That, and also probably 
the audience expected something more 
traditional.

Lila: Yes, that piece wasn’t perfor-
med in Oradea. It was supposed to be per-
formed there, but because the performers 
were naked and Romania is not yet used 
to nudity…

Adina: Oh, come on!
Lila: It was the official message. 

Romania is not used to nudity just like 
that. It’s not artistic.

Adelina: I don’t know if you remember, 
but nudity was an unofficial theme of 
the Man.in.fest festival of last year. And 
reactions were pro and against, eventually 
the public was filtered and very few 
people kept coming to performances. Or 
there were some that got used to it and 
saw the aesthetics in the nudity...

Adina: It depends on the age and pre-
occupations. But I don’t think anybody 
is disturbed by nudity in itself, but 
by pointless nudity replacing more 
interesting ideas.

Adelina: Exactly.
Adina: I don’t know what to do, I 

should undress.
Adelina: This brings us to the fact that 

dance needs a message, a motivation.
Lila: Exactly, it’s a must.
Adina: I saw a performance by a Polish 

woman, and I thought I was going to go 
insane, half an hour I stood there and I 
watched her, only to have her undress in 
the end, that’s all I saw.

Lila: Did you read the poem?
Adina: I don’t remember.
Lila: Ok. There was a message.
Adelina: She was lying on the floor 

making a watch...
Adina: I don’t want to remember!

Q: Is contemporary dance able to outstrip 
its gender limits?

Adina: Yes. I believe in gender fusion. 
I experimented it only a little, but I think 
it’s very interesting; as long as you have 
space and the opportunity to go ahead 
with it. It can be done.

Lila: To me, dance is very usable. I 
want to say something else: in a discussion 
I reached the conclusion that poets, were 
they to be wordless, could be silent in a 
beautiful way. I don’t know if this also 
applies to dancers... it’s a question for 
everybody to answer. Could they stand 
beautifully?

Adelina: You mean not move?
Lila: Yes, not move beautifully.
Adelina: I was talking about that per-

formance in the studio of the Hungarian 
Theatre. The girl just stood on a chair 
throughout the entire performance and 
expressed herself with the eyes.

Lila: So there has to be a message. 
Even when just standing. And to perceive 
it without too many...

Adina: And have a certain state of 
mind.

Lila: Magic is given by that state of 
mind.

Q: So ultimately magic is important in 
a performance, whether it’s a dance or 
a theatre piece.
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Adina: There’s also the case when, 
intentionally, in a performance one 
intends to break the magic...

Lila: But that’s also connected to 
magic!

Adina: ...and assaults the audience 
sensibility to take them someplace special, 

to make them experiment something. But, 
usually, people are used to...

Q: They’re used to magic.
Adina: Yes. 


