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REZUMAT

In munca regizorului de operd, la fel de importantd ca
oricare altd etapd, trebuie sa fie si evaluarea critica a
procesului de punere in scend a spectacolului. In vederea
atingerii acestui obiectiv, astazi fata de trecut, regizorul
dispune de mijloace de inregistrare si redare audio-
video, precum si de tehnologii informatice si de
comunicatie specifice, de care se poate folosi pentru a-gi
Imbunatati atdt conceptia regizorald cdt si munca cu
actorii-cantareti. Un astfel instrument de regie pe care I-
am creat in vederea optimizarii procesului de punere in
scend a operei ,,L’elisir d’amore "de Gaetano Donizetti,
montata in anul 2008 pe Scena Studio a Academiei de
Muzica ,,Gheorghe Dima”, a presupus utilizarea unor
tehnologii informatice §i de comunicatie specifice,
relationate cu analiza statisticd.

Cuvinte cheie

regie de operd, analiza statistica, VideoPad Editor,
Microsoft Excel, Microsoft PowerPoint, opera ,,L’elisir
d’amore”de Gaetano Donizetti

I. INTRODUCERE

Punerea in scend a operei este un proces ce implica pe de-
0 parte o conceptie regizorald, iar pe de altd parte
»aducerea la viatd” a acesteia prin jocul scenic al
cantaretilor-actori. In momentul interpretarii, cantiretul
trebuie sa aibd 1n vedere multiplele aspecte ce tin atat de
interpretarea vocald, cit si de cea scenicd. In ceea ce
priveste acest ultim aspect, respectiv fizicalizarea
emotiilor si sentimentelor, cantaretilor-actori le lipseste
controlul vizual al gestualitatii. Astfel, regizorului i
revine atat sarcina de a ,,dezvolta si produce o activitate
fizica” (Banu, 2009) ce priveste corpul cantaretilor-
actori, cat si responsabilitatea de a face ca aceastd
activitate sa fie fireasca si sd apara vizual cat mai veridic.
Din punct de vedere fizic, regizorul este un intermediar,
aflat mereu intr-un ,,du-te-vino scena-sala pentru a alterna
pozitia de spectator si pozitia de actor” (Banu, 2009).
Prin controlul vizual permanent al regizorului, se
infaptuieste elaborarea progresiva a spectacolului pe
parcursul repetitiilor. Dupd cum aratd si George Banu,
»repetitia implica doud activitati: a suscita ,facerea’ si a
asigura ,re-facerea’ ” (2009). Succesul unei reprezentatii
depinde intr-o foarte mare masura de aceasta ,,re-facere”
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I. INTRODUCTION

Opera stage direction is a process that involves a
directing concept on the one hand and its "bringing to
life" with the help of the singing-actors' performance, on
the other hand. In the process of the performance the
singer has to take into account different aspects regarding
both the vocal performance and the character
embodiment. Concerning the latter, namely the
physicalization of emotions and feelings, the singing-
actors lack the visual control of the gestuality. Thus, the
stage director has the responsibility both of "developing
and producing a physical activity" (Banu, 2009)
regarding the singing-actors' body, and of making this
activity look natural and visually credible. From a
physical point of view, the director is an intermediary
that "goes back and forth between the stage and the
audience in order to alternate the position of the spectator
and that of the actor" (Banu, 2009). The progressive
development of the performance is achieved through the
continual visual control of the director during the
rehearsals. As George Banu shows "rehearsal implies two
activities: to arouse 'the making' and to ensure 'the re-
making' " (2009). The success of a performance depends

47



Tehnologii informatice si de comunicatie in domeniul muzical

care revine atat In grija regizorului, cat si in cea a
cantaretilor. Cum insa regizorul este singurul care poate
sa observe, din exterior, desfasurarea interpretarii vocale
si actoricesti, am considerat necesard conceperea unui
instrument regizoral care sd-i permitd acestuia, precum si
cantaretilor-actori, evaluarea criticdA a procesului de
punere in scend, atat in timpul repetitiilor cat si dupa
reprezentarea efectiva a spectacolului. Opera supusa
analizei, cu ajutorul acestui instrument, a fost ,, L elisir
d’amore”’de Gaetano Donizetti, reprezentata in anul 2008
pe Scena Studio a Academiei de Muzica ,,Gh. Dima” din
Cluj-Napoca.

II. CONCEPTIA REGIZORALA

Punerea in scena a operei ,, L elisir d’amore” de Gaetano
Donizetti s-a bazat pe o adaptare a operei la viata
cotidiand, din dorinta de a scoate personajele din cadrul
care le aplatiza strilucirea si de a le pune in evidentd. In
consecintd a fost creat un cadru nou, care sa ajute la
individualizarea si la conturarea clard a relatiilor dintre
personaje. De la ideea de elixir, bauturd cu puteri
»magice”, s-a ajuns la aceea de Bar. Drept urmare, toate
rolurile, relatiile dintre personaje si Intreaga actiune
scenicad a fost reinterpretatd avand In vedere aceastad
ambiantd scenografica. Astfel, Adina devine proprietara
barului. Nemorino este un biet compozitor, fard prea
mare succes, care incearcd prin compozitiile sale sa o
cucereascd pe Adina. Fetele care lucreazd in bar ca
dansatoare, in frunte cu Gianetta, cunosc slabiciunea lui
Nemorino si profita de acest fapt, tachinandu-l,
nelasandu-l sa isi cante piesele care, avand mereu acelasi
subiect, ca o placa stricata, le plictisesc si le enerveaza.
Belcore este un mercenar, un barbat care stie care sunt
cele trei ,,secrete” care nu dau niciodata gres atunci cand
vrei sa cuceresti o femeie: cuvintele pline de emfaza si
dulcegariile, cadourile, si cererea In casatorie, ultima
fiind cea mai sigurda modalitate de izbanda. Are
intotdeauna cu el un slujitor, un bodyguard (acesta
insumeaza intregul personaj colectiv al soldatilor din
varianta lui Felice Romani), care 1i indeplineste ordinele
si 11 anticipeaza chiar si dorintele si miscarile, astfel incat
acesta nu trebuie sd facd nici cel mai mic efort (nici
macar de miscare). La Adina il atrage faptul ca nu se lasa
cucerita.

Dulcamara este un vanzator ambulant, un personaj
excentric, care 1si ghideazd viata dupd deviza ,,omul
potrivit la locul potrivit”. El este cel care detine secretul
,vietii vesnice” si din céte se pare si pe cel al ,,dragostei”.

ITI. ANALIZA PROCESULUI DE PUNERE
iN SCENA — OPERA L’ELISIR D’AMORE

Stabilirea actelor, scenelor, fragmentelor,
frazelor, rolurilor de analizat

In aceastd etapi s-a stabilit ¢ va fi supusi spre analiza
intreaga opera, cu scenele si numerele aferente (fig. 1),
precum si fiecare personaj in parte.

in varianta actualizati, personajele din opera sunt: Adina
(soprand), Nemorino (tenor), Belcore (bas), Dulcamara
(bas comic), Gianetta (soprand), Dansatoare, Un barman
(bariton), Un Bodyguard (tenor).
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to a great extend on this "re-making" which is both the
responsibility of the director and of the singers. Since the
director is the one who can observe from the outside the
development of the vocal performance and acting, we
considered that the conception of a directing tool is
necessary; it allows the stage director and the singing-
actors to evaluate from a critical point of view both the
rehearsals and the actual representation of the
performance. The opera subjected to analysis with the
help of the above mentioned tool was “L’elisir d'amore”
by Gaetano Donizetti, performed in 2008 in the “Gh.
Dima” Music Academy Hall from Cluj Napoca.

II. DIRECTING CONCEPT

The staging of the opera "L'elisir d'amore" by Gaetano
Donizetti was based on the adaptation of the opera to the
daily life, out of the desire of taking the characters out of
the frame that was flattening their gleam and of
highlighting them. Consequently a new setup was
created, that helped to individualize them and shape the
relationships between them. The idea of elixir, "magical”
beverage, led to the idea of Bar. Therefore, all the parts,
the relationships between the characters and the whole
stage action were reinterpreted taking into account this
scenographic environment. Thus, Adina becomes the
owner of the bar. Nemorino is a poor composer, not very
successful, who tries to win Adina's heart by means of his
music. The girls who work in the bar as dancers, led by
Gianetta, know about Nemorino's weakness and take
advantage of this, teasing him, not letting him sing the
songs that have the same subject, like a broken record,
because they bore and annoy them. Belcore is a
mercenary who knows about the three "secrets" that never
fail when you want to conquer a woman: emphatic words
and sweet nothings, presents and the marriage proposal,
the latter being the safest way to victory. He always has a
bodyguard with him (this sums up the collective
character of soldiers from Felice Romani's version) who
obeys his orders and even anticipates his wishes and
moves so that Belcore doesn't have to make the slightest
effort (not even an effort to move). What makes him feel
attracted to Adina is the fact that she is playing hard to
get. Dulcamara is a salesman, an eccentric character who
guides his life after the slogan "the right person in the
right place". He is the one who holds the secret of
"eternal life" and, as it may seem, the secret of "love".

III. STAGING PROCESS ANALYSIS -
"L'ELISIR D'’AMORE" OPERA

Setting of acts, scenes, fragments, phrases,
parts to be analysed

In this phase we established that the entire opera with all
the scenes and respective numbers (fig. 1) will be
subjected to analysis, as well as each and every character.
In the updated version, the characters are: Adina
(soprano), Nemorino (tenor), Belcore (bass),
Dulcamara (basso buffo), Gianetta (soprano), a
barman (baritone), a bodyguard (tenor).



ActT

1.Coro &’ introduzion e Cavtiame, faciam brindin
2. Recitative Peiche ¢ antar vi dleta

3. Bascarola a due vocl Jo son rices & tu seibelln

Cavating Quate ¢ bella . Nemoring
Cavatina Della crudels Isotra Adina
Cawating 2 stretta d'inwroduzions  Come Paride A dina, Dulcamara
Fezzose Beloore 4. Recitativo Silenzie
6. Reacitstivo Jatants, ¢ miaragazza Belcore 3. Recitativo Le @rte
TE. Brenz s dustto Chisdi al'oura - Adina, Nemorino 8. Scenz 2 dustto Fe
D Cavatina Udie, udie, o rusticif Dulcamara 7. Coro Saria
1011.85cena & dustto  Foglic dir  Nemorimo, B Quartzito De mirabile Adina, Gianetta,
Dulcamara Nemorinoe, Dulcamara
11. Recitative Care Eli i meip Nemorino 8. Fecitative = dustte Queate amore Adina,

Act

12. Preludioe coro d'introduzione
3.

4.

seudi Nemorino, Belcore

1314, Scena = dustto En pur la barbara Adima, Drulcamara

Nemoring 10. Fomanza Ungflrtiva lggrima Nemoring
15. Temetto I guerra ed in awore Adima, Nemorimo, 11. Recimtive Eccola

Beloore 12. Ariz Prendi, per me sei libero Adina

16,17, Quartstto = sretta del finale 1 Ading eredimi 13, Racimtivo dite frons !
Adima, Gianetta, Nemorino, Belcore 14. Aria finale Eicorrege ogni diferre Dulcamara

Figura 1. Impartirea pe acte, scene si numere a operei
L elisir d’amore”de Gaetano Donizetti

Analiza statistica: crearea indicatorilor si
descrierea acestora

Avénd in vedere faptul cd nu exista indicatori in acest
domeniu, am recurs la crearea lor. Astfel:

Indicatorul 1: limbaj corporal

Indicatorul 2: joc scenic- interpretare

Indicatorul 3: tehnicd-acuratete vocala
Indicatorul 1: LIMBAJ CORPORAL

In analiza elementelor de limbaj corporal, s-au avut in
vedere urmatorii parametrii:

A. Expresia corporala

e pozitia si miscarea in scena: capacitatea de utilizare
fireascd a deplasarilor, plasarilor, posturilor s.a, in
functie de situatia data;

e gestualitate, mimicad si privire: utilizarea naturala si
fireasca a gesturilor si expresiilor faciale. Gestul nu
trebuie sd reia nimic din ce a spus fraza; evitarea
gesturilor pleonastice.

B. Expresia emotiilor si sentimentelor: capacitatea de
a transmite sentimentele prin intermediul corpului, de
a le exterioriza.

Indicatorul 2: JOC SCENIC- INTERPRETARE

in analiza jocului scenic §i a interpretarii s-au avut in
vedere aspecte ce tin de capacitatea cantaretului-actor de
a-si construi personajul si de a se adapta la jocul scenic.
Astfel, s-a urmarit:

- intentia: aceasta este echivalentul unui gand. De
fiecare data cand se schimba firul gandurilor trebuie
sd se schimbe si intentia;

- flexibilitatea: capacitatea de adaptare in functie de
situatie;

- construirea personajului: actiunea fiecarui personaj
trebuie sd fie in functie de obiectivul sdu global
(= ce-si doreste cel mai mult de la viata personajul)
sau scenic (= ce anume doreste personajul pe
parcursul unei scene);

- relatia cu partenerii: construirea atitudinii in functie
de replicile partenerului. Gesturile nu trebuie sa
anticipeze replicile partenerilor, ele trebuie sd apara
ca o reactie la acestea.

Indicatorul 3: TEHNICA-ACURATETE VOCALA
S-a urmarit:

- o interpretare fluenta si lejera;

- mentinerea constanta a ritmului;

- acuratetea;

- pronuntarea §i articularea corecta a cuvintelor.
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ActT ActI

12, Preludio = coro d'introduzione 1.Coro d'introdu zione Cantiame, faciom brindin

3. Cavating OQuaaro  bella Nemoring 2. Racitative Poiche ¢ puar vi disga

4. Cavatina Della crudele Jsoia Adina 3. Barcarcla a due voci Jo son ricce e tu seibelin
Cawating 2 stretta d'inwoduzione Come Paride Adina, Dulcamara
Vezzoso Belcore tivo Silenzio

& Fecitative Juante, o mia ragazza Beloore

7.8, Scenae duetto Chiedi @l'aura - Adina, Nemoring

]

1 scudi Nemorino, Belcore

2. Cavating Udiee, wdiz, o rusti i/ Dulcamara
10,11.5ena = dustto  Foglic die  Nemorino, mirabile Adina, Gianetta,
Dulcamara Nemormo, Dulcamara
12, Racitativo Caro Elis o Nemor o @ Recitative = dustto Quante amors Adima,
13,14, Scena = dustto Eswlei pur la barbara Adima, Dulcamara
Nemoring 10. Fomanz a Una firtiva lggrima Nem oring
15. Terzetto Jn guerra ed in amor Adina, Nemorino, 11, Racimtivo Eccola
Belcore 12. Aria Prend:, per me sei libere Adina

1617, Quartatto 2 stretta del finsle 1 Ading credimi 13, Racimtivo dito frone !

Adina, Gianefta, Nemorino, Belcore 14. Aria finzls Ef correge ogni diferro Dulcamara

Figure 1. The division of the acts, scenes and numbers
of the opera ,,L’elisir d’amore” by Gaetano Donizetti

Statistical analysis: devising of indicators and
their description

Bearing in mind the fact that there are no indicators in
this area, we devised them as follows:

Indicator 1: body language

Indicator 2: acting — performance

Indicator 3: technique — vocal accuracy
Indicator 1: BODY LANGUAGE

We considered the following parameters in analysing
elements of the body language:

A. Body expression

e posture and movement on stage: the ability of natural
use of walking, placing, et all, according to the given
situation

o gestuality, face expression and eyes' expression: the
natural use of gestures and facial expressions. The
gesture does not have to repeat the phrases; avoidance
of pleonastic gestures.

B. Expression of emotions and feelings: the ability of
conveying feelings by means of body, of
exteriorizing.

Indicator 2: ACTING — PERFORMANCE

When analysing the acting and performance we bore in
mind aspects concerning the singing-actors' ability to
embody their characters and adapt to acting. Therefore
we observed:

- intention: the equivalent of a thought. Every time that
the thoughts change, the intention changes;

- flexibility: ability of adjusting according to the
situation;

- character embodiment: the action of every character
has to relate to their global objective (=what the
character wants most from life) or to their scene
objective (=what the character wants during a scene);

- relationship with the partners: building an attitude
related to the partner's line. The gestures don't have to
anticipate the partners' lines, they need to come as a
reaction to them.

Indicator 3: TECHNIQUE — VOCAL ACCURACY
We observed:

- a fluent and free performance;
- constant rhythm;
- accuracy;

- right pronunciation and articulation of words
49
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Tehnologii informatice si de comunicatie
utilizate in analiza

Pentru realizarea instrumentului regizoral de analiza, s-a
recurs la utilizarea programului VideoPad Editor si a
Microsoft Excel. In ceea ce urmeazi vom prezenta modul
de functionare si/ sau utilizare a fiecaruia.

1. VideoPad Editor: Cu ajutorul acestui program,

inregistrarea spectacolului a putut fi impartitd pe acte,

scene si numere.

Utilizarea sa presupune urmatorii pasi:

e se deschide programul

o se deschide din partea stanga optiunea Open si se alege
inregistrarea video pe care dorim sé o sectionam (fig. 2)

T T p—————

Figura 2. Pagina de deschidere a programului
VideoPad Editor

e dupa selectare, inregistarea audio-video va aparea in
prima casuta (Clip Preview), unde putem sa o viziondm
dand click pe Play si, ulterior, sa o fragmentam ducand
sdgeata albastra din partea dreapta (<@ Click and drag to
change the Out Print) in stdnga, pand la finalul
fragmentulul de selectat (fig. 3).
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Figura 3. Selectarea inregistririi audio-video in
programul VideoPad Editor

e se face click pe sageata verde & pentru a raméane doar
fragmentul selectionat, care se va adduga in cea de-a
doua casuta (Sequence Preview), de unde putem sa il
previzualizam si, ulterior, sa 1l exportam dand click pe
optiunea Export Video (fig. 4).

PR ryer—

Figura 4. Selectarea fragmentelor audio-video si
exportarea lor, in programul VideoPad Editor
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IT and communication technologies used in
analysis

In order to devise the stage directing analysis tool we
resorted to the use of VideoPad Editor and Microsoft
Excel. We will show the functioning and/or use of each in
the following:

1. VideoPad Editor: With the help of this software we

were able to cut the video recording of the performance

into acts, scenes and numbers.

In order to use this software the following steps are

required:

e open the software

e click on Open on the left side and choose the
recordlng that we need to cut (fig.2)

Figure 2. Opening page of VideoPad Editor

e after selecting Open, the audio-video recording will
show in the first window (Clip Preview), where we can
watch it by clicking Play and subsequently cut it by
moving the blue arrow from the right to the left,
(& Click and drag to change the Out Print) until the end
of the fragment to be selected (fig. 3).

G o seqesce vosovecs suoeunens

[~y 00860 - -

Figure 3. Selecting audio-video recording in VideoPad
Editor

e click on the green arrow £ in order to keep the
selected fragment that will add to the second window
(Sequence Preview), where we can preview it and
subsequently export it by clicking on Export Video
option (fig. 4)

Fi.gure"4. Selecting audio-video fragments ready to
export with VideoPad Editor



2. Microsoft Excel

Dupa selectarea pe scene a inregistrarii spectacolului s-a
analizat fiecare personaj, in functie de cei trei indicatori,
dupa care s-a facut o medie a procentajelor fiecaruia. Din
aceastd medie (procentuald) s-a putut observa prestatia
fiecarui cantaret-actor in cadrul fiecarei scene, fiecarui
act si in desfasurarea intregii opere. Primul document
creat cu ajutorul programului Microsoft Excel a fost un
centralizator 1n care s-au adunat toate datele (fig. 5)
Procentajele s-au stabilit in functie de cerintele
regizorale, avand ca §i material de verificare caietul
regizoral. Pentru exemplificare, ne-am oprit doar asupra
primului act al operei.
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T
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[Recitativ 076]_90] 100% 0%
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Figura 5. Centralizator, act I

Urmatoarea etapa a constituit-o alcdtuirea graficelor.
Primul grafic realizat a fost Graficul de realizare a
scenelor (fig. 6). In acest grafic se poate observa gradul
de realizare a fiecdrei scene, de catre intreg ansamblul de
cantireti. In baza sa, regizorul poate observa fiecare
scena si proportia in care aceasta a fost realizatd. Spre
exemplu, in actul I, scenele 2, 5 si 9 au cel mai mic
procentaj de realizare ( 81%).

Actul |

4%
81%
9%
81%
8%
4%
88%

7%
85% ¢ = seriest 8%
92%
80% Lol
90%
95%
75% 1 8%
6%
86%
12 3 4 s 6 7

0%

8 9 10 11 12 13 14 15 16 17 8%

8%

Figura 6. Graficul de realizare a scenelor — Act I

Al doilea grafic realizat a fost Graficul personajelor. in
acest grafic s-a analizat gradul de atingere a indicatorilor
de catre fiecare personaj. Se poate realiza cate un grafic
pentru fiecare personaj. Din aceste grafice, cantaretul
poate sa observe evolutia sa in fiecare scena si gradul de
atingere a fiecarui indicator, sau altfel spus, aspectele
interpretative ce trebuie perfectionate.

Au fost analizate doud personaje: Adina si Nemorino
(fig. 7-11). La ambii interpreti se observa ca, dintre toti
indicatorii, primul (cel al limbajului corporal) are cel mai
mic procentaj de realizare: 87% la Adina si 86% la
Nemorino.

Se analizeaza fiecare scend si indicator pentru a se vedea
care indicatori sunt cel mai putin realizati. In scenele
4,57 si 8 din actul I, spre exemplu, Adina trebuie sa
lucreze mai mult la limbajul corporal.
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2. Microsoft Excel

After the segmentation of the scenes, every character was
analysed according to the three indicators mentioned
above; an average was made of the percentages of every
character. From this (percentage) average we were able to
observe the performance of each singing-actor during
every scene, every act and throughout the whole opera.
The first document devised with the help of Microsoft
Excel software was a data base (fig. 5). The percentages
were set according to the directing requirements, with the
help of the test material constituted by the director's
notebook. As an example we only took the first act of the
opera.

[Acts [scenes [Gianeta nm‘.m., ..m‘m T IAbodyguard
w65 et oz [ [ [z i [me i oo ma s iz a3
= I
Freud
cor
T
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a
[Cavatina e
s.
Rectatv
.
ez
Duet
%
Cavatina
Y
Seemn
ouet
D
Rectaty
0
scena o0%| — 100| o0l 9096|1005 100%] 5%
[Duet sou| 90| 70l ol oow] ou] B
T
Feret 5% 50u] 90| 70| 80| 0] 5o 00| 50 |
o
[Cvartet o0k 00| 05 50| 10051005 o0 100%e| 90| 604

[ 7ou] 7ol ae|
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[rom son| oon| a7l sax| o] o] sl oon| o] 7su| o] oon[ o[ wanl 7l 7| 7eu] 75 omul omul ron| e o] 7o s8]

Figure 5. Data base, act I

The next phase was the formation of graphs. The first
graph was the Accomplishment of Scenes Graph (fig.
6). In this graph one can see the level reached by the
whole ensemble of singers in each of the scenes. In the
data base the director can observe every scene and the
extent to which it has been accomplished. For example,
in act I, scenes 2, 5 and 9 have the lowest percentage of
accomplishment (81%).
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Figure 6. Accomplishments of Scenes Graph — Act I

The second graph was the Characters' Graph. The
extent to which the characters achieved the indicators
was analysed in this graph. One graph can be devised for
each character. From these graphs, the singers can
observe their performance in every scene and the extent
to which they achieved the indicators, or, in other words,
they can observe the performance aspects that need to be
improved.

Two characters were analysed: Adina and Nemorino (fig.
7-11). In both cases we can realize that from all the
indicators, the first one (body language) has the lowest
percentage of accomplishment: 87% for Adina and 86%
for Nemorino.

Every scene and indicator is to be analysed in order to see
which of the indicators are least accomplished. For
example, Adina has to work more on the body language
in scenes 4, 5, 7 and 8 from act I.
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Ultimul grafic a fost intitulat Graficul indicatorilor
(fig. 12-14). S-au luat procentele de la fiecare personaj si
s-a calculat media lor, pentru a afla care dintre indicatori
are un procentaj scazut. Astfel, s-a observat:

- Limbajul corporal are un grad de realizare de 81%;

- Jocul scenic-interpretarea, a fost realizat 1in
proportie de 87%;

- Tehnica - acuratetea vocald, a atins un procentaj de
doar 81%.

Fiecare personaj poate observa cat a realizat din fiecare
indicator, pe intreaga desfasurare a unui act. Spre
exemplu, in actul I, Bodyguardul a realizat 67% din
primul indicator si 70% din indicatorii 2 si 3. Rezulta,
astfel, cd implicarea sa in spectacol a fost de aproximativ
70%, foarte scazutd in comparatie cu celelalte personaje,
fapt ce poate duce la periclitarea spectacolului, daca
interventiile sale sunt importante. Combinarea analizei cu
vizualizarea punctuald a interventiilor sale, pe parcursul
repetitiilor, spre exemplu, poate preintdmpina un joc
scenic deficitar, atat sub aspect vocal cat si actoricesc.

Indicator | LIMBAJ CORPORAL

ACTI

Adina  Nemorino Belore  Dulcamari  Gianetta Dansatoare Barman Bodyguard

Tehnologii informatice si de comunicatie in domeniul muzical

The last graph was named the Indicators' Graph (fig.
12-14). We took percentages from every character and we
made an average in order to find out which of the
indicators has a low percentage. We realized that:

- Body language has a level of accomplishment of
81%;

- Acting — performance was accomplished 87%;

- Technique — vocal accuracy reached a percentage of
only 81.

Every character can see how much they accomplished in
every indicator during the development of an act. For
example, in act I, the bodyguard accomplished 67% for
the first indicator, 70% for indicators 2 and 3.
Consequently, his involvement in the performance
reached approximately 70%, a very low percentage
compared to the other characters, a fact that can lead to
the jeopardizing of the performance if his interventions
are important. Combining the analysis with the punctual
visualization of his interventions, during rehearsals for
example, we can prevent a bad performance both from a
vocal and acting perspective.
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Figura 12. Grafic indicator 1: Limbaj corporal
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Figure 12. Indicator Graph 1: Body language
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Indicator 3, TEHNICA-ACURATETE VOCALA
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Figura 14. Grafic indicator 3: Tehnica - acuratete
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IV. CONCLUZII

Acest instrument regizoral de analiza, ce incorporeaza
tehnologii informatice si de comunicatie apare ca fiind
util atat pentru cantaretul-actor cat si pentru regizorul de
operda, care poate face analiza intregului spectacol, a
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Figure 13. Indicator Graph 2: Acting — performance
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Figure 14. Indicator Graph 3: Technique - vocal
accuracy

IV. CONCLUSIONS

This stage direction analysis tool that includes IT and
communication technologies seems to be useful both for
the singing-actor and for the opera stage director who can
analyse the whole performance, every scene (and
sometimes even smaller units), as well as every character.
The percentages from the presented analysis were given
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fiecarei scene (sau chiar a unor unitati mai mici), precum
si a fiecarui personaj in parte.

Procentele din analiza prezentatd au fost acordate in
functie de cerintele si asteptdrile mele regizorale si
interpretative, tindnd cont de faptul ca nu am beneficiat
decat partial de colaborarea celorlalti creatori scenici
(mai precis am avut doar dirijor §i coregraf). Analiza
poate fi insd imbunatatitd daca fiecare dintre acesti
creatori (tofi cei care ar trebui s participe la elaborarea
unui spectacol) si-ar face propria evaluare. Specialisti sau
nu in domeniu, atunci cand iesim de la o reprezentatie
ramanem doar cu impresia generala: a fost reusit sau nu,
sau undeva intre cei doi poli. Oare daca am fi capabili sa
analizam fiecare detaliu in parte, am mai avea aceeasi
parere?

Pornind de la ideea cad spectacolul trebuie mereu
reinventat, ,re-facut”, prezentul instrument statistic
propune un model de evaluare, de verificare si analizare a
performantelor interpretative (actoricesti si vocale) si
regizorale.
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