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Introduction

The Executive Council of International Theatre Institute (ITI) selects an outstanding theatre
personality to write the message for World Theatre Day on the 27th of March every year
from all over the world. This process has been celebrated since 1962. Jean Cocteau from
France was the first message giver in 1962. Girish Karnad in 2002 and Ram Gopal Bajaj in
2018 were selected for this celebration from India. For 2019 Carlos Celdran from Cuba, the
outstanding stage director, playwright and theatre educator, has been selected the message for

2019.

The author requested Prof Celdréan for the interview and so kind of him that at once he agreed
to the proposal. The interview was aimed not for a conventional and usual one instead of
focusing the present socio-political scenario. The role of theatre, the potentiality and
pertinence of theatre as well as the challenges theatre is facing regularly under the steady
increase of commoditised world arena where theatre is compelled to face an uneven
competition with the so called market driven stronger entertaining performing arts were the
primary issue of this interview. The interview intended to focus also on wheather the

existence and relevance of theatre still exists to influence on society.

About Carlos Celdrdn

Professor Carlos Celdrdn is an award-winning and highly esteemed theatre director,
playwright, academic and professor, living and working in Havana, Cuba and presenting his
work all over the world. Born in 1963 in Havana, Cuba, Carlos Celdran first honed his love
and expertise of theatre at the Higher Institute of the Arts in Havana, where he received a
Bachelor’s degree in Performing Arts Studies. After graduating with honours in 1986, he
immediately went to put his learning to professional use in the field, working first as resident
advisor, and later as resident stage director for Teatro Buendia in Havana. He held this role
until 1996, at which point he decided the time was right to create his own theatre group, the
now world-known and highly esteemed Argos Teatro. Based again in Havana, Cuba, Argos
Teatro has won great fame with its renditions of European classics, contemporary Latin

American plays, and original productions under Carlos Celdran’s expert stewardship as stage
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director. The performances of Argos Teatro have aimed to breathe new life into the canon of
modern European theatre, with performances of Brecht, Beckett, Ibsen and Strindberg
bringing European culture and tastes to a Latin American audience. They have done much
work for Cuban playwrights, showing productions of local artists such as Gonzalez Melo on
multiple occasions. It is this fusion of different cultures that has helped Argos Teatro, one of
Cuba’s leading theatre groups, to be acclaimed beyond borders. Their celebrated acting
laboratory, which seeks to find a common language for performing artists, has been
considered a heralded initiative which brings the world together. The highpoint of the
company’s existence to date was its production entitled Ten Million, a piece written and
directed by Carlos Celdran himself. This piece won critical acclaim, and was performed both
in Cuba and internationally. Their most recent showing, Misterios y pequefias piezas
(Misteries and Small Pieces) in 2018, also written and directed by Carlos Celdrédn, has been
likewise well received. Such endeavours for Cuba and international theatre have seen Carlos
Celdréan recognised with awards and plaudits on countless occasions. He has won the Cuban
Theatre Critics Award in the category of Best Staging on multiple occasions - receiving the
award a remarkable 16 times from 1988 to 2018. Beyond this critical acclaim, he has also
won the recognition of his country and the world, receiving the National Distinction of Cuban
Culture in 2000 and the Cuba National Theatre Award in 2016, among many others. During
this remarkable career, Carlos Celdran has remained dedicated to inspiring and helping others
by working as a professor at high-level institutions in Cuba, South America and Europe. He
himself has constantly worked to improve and deepen his knowledge, receiving his Master’s
in 2011 from the Rey Juan Carlos University of Madrid. Carlos Celdran’s teaching skills
have made him be part of the faculty of the Cuban Higher Institute of the Arts for more than
20 years, and has been the head of the Master’s Degree course for stage direction since 2016,
passing on his knowledge to the next generations of Cuban theatre makers. At the same time
as this, he finds his outlet for artistic expression with his direction and playwriting with Argos
Teatro. Some of his renowned plays are The King of Animals, Safo, Roberto Zucco, The
triad, The good soul of Se-Chuén, The life is dream, Miss Julia, Roberto Zucco, Life and
death of Pier Paolo Pasolini, Stockman, an enemy of the people, Chamaco, Mud, End of

game etc.

Message for World Theatre Day 2019 by Carlos Celdrdn, Cuba
“Before my awakening to the theatre, my teachers were already there. They had built their

houses and their poetic approach on the remains of their own lives. Many of them are
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unknown, or are scarcely remembered: they worked from silence, in the humility of their
rehearsal rooms and in their spectator-packed theatres and, slowly, after years of work and
extraordinary achievement, they gradually slid away from these places and disappeared.
When I understood that my personal destiny would be to follow their steps, I also understood
that I had inherited that gripping, unique tradition of living in the present without any
expectation other than achieving the transparency of an unrepeatable moment; a moment of
encounter with another in the darkness of a theatre, with no further protection than the truth

of a gesture, a revealing word.

My theatrical homeland lies in those moments of meeting the spectators who arrive at our
theatre night after night, from the most varied corners of my city, to accompany us and share
some hours, a few minutes. My life is built up from those unique moments when I cease to be
myself, to suffer for myself, and I am reborn and understand the meaning of the theatrical
profession: to live instants of pure ephemeral truth, where we know that what we say and do,
there under the stage lights, is true and reflects the most profound, most personal, part of
ourselves. My theatrical country, mine and that of my actors, is a country woven from such
moments, where we leave behind the masks, the rhetoric, the fear of being who we are, and

we join hands in the dark.

Theatrical tradition is horizontal. There is nobody who may affirm that theatre exists at any
centre in the world, in any city or privileged building. Theatre, as I have received it, spreads
through an invisible geography that blends the lives of those who perform it and the theatrical
craft in a single unifying gesture. All masters of theatre die with their moments of
unrepeatable lucidity and beauty; they all fade in the same way, without any other
transcendence to protect them and make them illustrious. Theatrical teachers know this, no
recognition is valid when faced with that certainty which is the root of our work: creating
moments of truth, of ambiguity, of strength, of freedom in the midst of great precariousness.
Nothing survives except data or records of their work in videos and photos that will only
capture a pale idea of what they did. However, what will always be missing from those
records is the silent response by the public who understands in an instant that what takes
place cannot be translated or found outside, that the truth shared there is an experience of life,

for a few seconds, even more diaphanous than life itself.
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When I understood that the theatre was a country in itself, a major territory that covers the
whole world, a determination arose within me, which was also the realisation of a freedom:
you do not have to go far away, or move from where you are, you do not have to run or move
yourself. The public is wherever you exist. You have the colleagues you need at your side.
There, outside your house, you have all the opaque, impenetrable daily reality. You then
work from that apparent immobility to design the greatest journey of all, to repeat the
Odyssey, the Argonauts’s journey: you are an immobile traveller who does not cease to
accelerate the density and rigidity of your real world. Your journey is toward the instant, to
the moment, toward the unrepeatable encounter before your peers. Your journey is toward
them, toward their heart, toward their subjectiveness. You travel within them, in their
emotions, their memories that you awake and mobilise. Your journey is vertiginous, and
nobody may measure or silence it. Nor may anybody recognise it to the right extent, it is a
journey through the imagination of your people, a seed that is sown in the most remote of
lands: the civic, ethical and human conscience of your spectators. Due to this, I do not move,
I remain at home, among my closest, in apparent stillness, working day and night, because I

have the secret of speed (Celdran, 2018).”

Q1. Your analysis and impression of theatre in third world countries.

I work in a theatre that is part of the third world, and I think the best way to asume that
condition is not to pretend to be what you are not, or aspire to make a theatre that can
compete materially with the rich theatre. Our strength lies on imagination and the

commitment we may have.

Q2. Which issues should be catered in contemporary theatre according to your priority

grading.

Authenticity of experience that is behind all the works, the relationship life-work, biography

and poetics feeding your work. The rest is secondary for me.

Q3. What are the challenges which theatre is facing today and going to face in future.

Indifference from the cultural institutions with resources to protect the real theatre and make

it survive never betraying itself.
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Q4. There are paradigm shift happening in concept of group theatre movement in third
world countries. Do you think classical group theatre concept has lost its pertinence or
relevance in the present day and only money and market will govern theatre of today
i.e. wheather theatre is also going to be a product or commodity in this regime of so

called globalisation.

I am not part of commercial theatre. I have nothing against the entertainment formula, but
what I do, should be far from that formula, that vision. My work is closer to the work in
groups, the shared vision of a group of artists searching for its expression and personal
realization. Although it is very difficult to survive with what we do. It is a big problem. And
I don’t think it will change. We have to deal with that and try to find practical solutions for

coexisting and surviving.

QS. In consequence of the previous question I would like to draw your attention to the
fact that huge difference have been created in terms of quality of productions between
professional and amateur theatre. Because money matters a lot. What would be your
suggestion to find out the solution. What kind of forms these amateur groups should

adopt or invent to make their way successful.

It depends on each country and its culture. The first thing should be to try to find your own
theatrical language, a strong recognizable craftsmanship (money does not matter), and create
an audience. Once you have that, the rest begins to flourish. You have to work hard and try to
have visibility, spaces for meeting and opinion. We should always impose ourselves until we

are taken into account.

Q6. Do you think that socialistic political theatre has somehow lost its motivation at this
point of time? Theatre and theatre workers find their way not to be anti ruller as Dario
Fo has stated during his message on 2013. We mean to ask you wheather revolutionary

theatre no longer exists in citizens of theatre world as you pointed the coinage.

It is true that the world has changed, and you should be more strategic, more political, more
conciliatory with what surrounds us. But that doesn’t mean you have to forget about your

roots, your dreams, your ideals. Theatre is a society in itself, a space for realization and
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tolerance and healing, where very special ways of living are rehearsed. If you are able to
build, with your people, the rules in your theatre, you will be protected against external

changes or any other threat. Your ideals can keep on waling forward.

Q7. Do you think that theatre movement still have the potency to influence people at
this era of overwhelming canopy of other stronger forms of entertainment and

aggression of social media.

Yes, I believe so, I do it everyday in my country at a small scale in which I work. Theatre
works in this small and personal scale, and yes, it is important for the spectators that look for
this kind of art theatre for this kind of real reflection of life. Competing with the industry of
theatre is absurd, Authentic literature and poetry do not do that, they exist for who searches
for them, their space is limited, but at the same time, it is devastating and necessary. This

kind of theatre provokes deep shuddering, and what’s more important, it makes us happy.

End notes:
The interview was taken through email from Prof. Celdran after his message for International

Theatre Day (27.03) for the year 2019. Translation from Spanish by Luis Llerena Diaz.
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Interviewer’s profile:
The interviewer is an academic, researcher and theatrician. He is the Assistant Director of
the UGC-Human Resource Development Centre at Jadavpur University, Kolkata, India and

may be reached at nandanb2012 @ gmail.com/nandanlb@yahoo.co.in
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