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Rezumat

Ideea principald urmarita si demonstrata de studiul de
fata este necesitatea perpetua de redefinire a spec-
tacolului de teatru si a spatiului sau de desfasurare,
pentru a obtine proliferarea acestei forme de arta in
viitor. Tendinta actuala a modeldrii permanente a spec-
tacolului de teatru, pentru mentinerea si cresterea inte-
resului publicului, necesita cunoasterea, prin studierea
trecutului, a factorilor ce cauzeazd schimbari dramatice
atat in interpretare cat si in configurarea spatiala, pen-
tru a sublinia potentiale optiuni in evolutia arhitecturii
cladirilor de teatru. Ca o consecintd a evolutiei generale
asistam astdzi la schimbari de atitudine filosofica, cum ar
fiideea continuei schimbari, studierea zonelor de granita,
adevaruri relative cu privire la atitudinea in termeni ai va-
lorii (acceptarea valorilor provenite din culturi diferite, re-
-discutarea necesitatilor umane) si reintoarcerea atentiei
cdtre oameni, de catre beneficiari sau utilizatori ai desig-
nului de spatii teatrale. Arhitectura tinde catre rezolvarea
problemelor comunitatilor si colectivitatilor, acceptand
diferentele culturale si gusturile, amplificand importanta
emotiilor si perceptiilor umane.

Existda o multitudine de realizéri remarcabile in dome-
niul spectacolului de teatru, ce uimesc prin indrazneala,
performanta si prin modul in care rdspund cerintelor
functionale si estetice; am selectat o parte dintr-o biblio-
grafie extinsa, in care reprezentatia teatrala cucereste
spatiul urban si cateva exemple va sunt prezentate si ana-
lizate in lucrarea de fata.

Cuvinte cheie: reprezentatie teatrala, spatiu urban, arhi-
tectura

magda_stanculescu@yahoo.com

Abstract

The main idea pursued and demonstrated by this survey is
the perpetual necessity to redefine the theater performanc-
es and theater spaces, as to achieve the proliferation of this
kind of art in the future. Current tendency of permanent
modeling theatrical shows for maintaining and increas-
ing public interest, require thorough study of the past, the
factors which have caused dramatic changes in both the
interpretation and the configuration of the acting scenes,
for outlining potential evolution options of theatrical build-
ings architecture. As a consequence of the general evolution
we are assisting today in shifting philosophical attitudes, as
well as accepting the idea of continuous change, the study
of border areas, relative truths of a new attitude in terms of
values (acceptance of values coming from different cultures,
re-discussion of human needs) and re-turning attention to
the people, by the beneficiary or user of theater designing.
Architecture tends toward solving communities” and col-
lectivities” issues, accepting cultural differences and tastes,
emphasizing the importance of human emotions and per-
ceptions.

There is already a large number of outstanding achieve-
ments in the spectacle field that amaze by boldness, per-
formance and the way they responded to functional re-
quirements as well as aesthetic; | selected a part from an
extensive bibliography, in which the theatre representation
conquer the urban space and some examples are presented
and analyzed in the work at hand.

Keywords: theatre representation, urban space, architec-
ture
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Introducere. Prezentul, provocarea
arhitecturii de teatru

Prezentul pare sa fi devenit un timp neatractiv, de-
oarece interesul pare a se concentra cu precadere pe
trecut sau pe viitor. Poate e doar nemultumirea fata
de prezent, cea care se manifesta prin evadarea intr-
un timp idealizat. Nostalgicii imbratiseaza trecutul, iar
vizionarii pariaza pe fericirea adusa de viitor. Si pro-
blemele prezentului se tot acumuleaza, gasind oame-
nii privind melancolic in trecut sau scrutand promi-
siunile unui viitor hipnotic, dar prea putin dispusi sa
actioneze in aceasta clipa.

“Noul cred ca apare tocmai in incercarea de a reliefa,
prin toate mijloacele aplicate, continutul de idei. Desi-
gur ca toate acestea pot fi luate numai ca o afirmatie.
Nu am cdutat sa inventez nimic (ineditul nu inseamna
neapdrat “nou”), ci am preluat din stampe diferite acti-
uni, modele de comportament ale epocii care ajutau la
intelegerea sensurilor, incercand in plus ca scenele sa
vorbeasca atat prin cuvinte, cat si prin elementul vizu-
al, care sa nu contrazicad, ci sa implineasca situatia.” (Li-
viu Ciulei, “Despre teatralitate, limbaj scenic, realism’,
Observator cultural, nr. 16 (274) /23-29 iunie 2000)
Arhitectura insa, nu poate fi facuta nici in trecut nici
in viitor, fiind produsul prezentului unei culturi. Arhi-
tectura are menirea de a da raspunsuri la provocarile
prezentului. Apar uneori scurte episoade de “arhitec-
tura de anticipatie’, care incearca pronosticarea viito-
rului, fara a cunoaste prea bine intrebarile viitorului,
simple promisiuni, din care sunt extrase neajunsurile
prezentului. Aceste puseuri pot fi intelese ca o simpla
fuga de prezent si refugierea intr-un viitor fara cusur.
“Arhitectura de anticipatie”, ca si filmele ori literatura
de anticipatie, ramane cantonatd intr-o imagine cautat
spectaculoasa si nu-si propune sa raspunda la intre-
bari pe care nu are cum sa le cunoascad incd, epatand si
inventand fantasme. Oricum, prezentul este poarta in-
evitabila catre viitor, iar viitorul depinde de felul in care
stim si putem sa rezolvdm problemele prezentului.
Teatrele traditionale au insemnat raspunsul arhitec-
tural la nevoile epocilor respective. Ele erau reprezen-

Introduction. The present as a challenge of
the theatre architecture

The present seems to have become an unattractive pe-
riod of time, as the interest seems to focus especially
on the past or future. Maybe it’s just the dissatisfaction
with the present, what is manifested through an escape
in an idealized time. The nostalgists embrace the past,
and visionaries bet on the happiness brought to us by
the future. The issues of the present are keep accumulat-
ing finding the people looking back with melancholy or
scanning the promises of a hypnotic future, but less will-
ing to act in this very moment.

“l believe that novelty appears precisely in the at-
tempt to underline, by all implemented means, the
content of ideas. Of course all this can be taken only as
a statement. | tried to invent nothing (novelty does not
necessarily mean “new”), | have just taken various ac-
tions from canvas, behaviour patterns of the era that
have helped in understanding the meanings, moreo-
ver trying to make the scenes speak in words as well as
by the visual element, which is not supposed to argue
against but to complete the situation.” (Liviu Ciulei,
“About theatricality, scenic language, realism’, Cultural
Observatory, nr. 16 (274) /23-29 June 2000)

However, architecture cannot be done either in the past
orinthe future, being the product of the present of a cul-
ture. The vocation of the architecture is to give answers
to the challenges of the present. Occasionally short
episodes of “anticipated architecture” appear, trying
to predict the future without knowledge of questions
referred to the future, simple promises, from which are
extracted the weaknesses of the present. These peaks
can be regarded as a simple refuge from the present
and an escape into a flawless future. “The architecture
of anticipation’, as well as the science- fiction films or lit-
erature, remains bounded into a spectacularimage and
is not seeking to answer questions that can’t be possibly
known yet, by astounding and inventing fantasies. Any-
how, the present is the unavoidable gate towards the
future, and the future depends on the way we acknowl-
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tative pentru comunitate, etaland valorile locuitorilor,
istoria si aspiratiile lor. Teatrele trdiau si insoteau viata
comunitatii, rdspunzand repede la schimbdrile care
apareau. De aceea este atat de usor sa citim istoria unui
loc in arhitectura lui. Viabilitatea arhitecturii de teatru
actuale depinde de aceasta elasticitate; el a ramas fara
reactie in fata multor schimbari ale artei spectacolului,
iar acestea, neprimind o replica din partea arhitecturii,
s-au transformat in crize. Au rezultat multe disfunctio-
nalitati, iar ritmul adaptarii nu a putut tine pasul cu cel
al aparitiei noutatilor. Teatrul modern are o problema
de adaptare la provocdrile prezentului si uita ca rolul
lui este acela de a-si sluji utilizatorii. Unele probleme
se fac simtite in oricare colt al lumii; altele au un ca-
racter local. Tnsa, menirea arhitecturii este aceea de a
da solutii la toate provocdrile ivite. Tehnologia este o
provocare pe care arhitectura nu reuseste intotdeau-
na s-o metabolizeze. Miscarile economice sunt alte
incercari, bulversand uneori teritorii intregi. Economia
invata sa trdiasca in compania efemerului, impunand
provizoriul si in arhitectura. Se desfasoara un fenomen
de migratie individuala si arhitectura nu-si mai gases-
te puterea de a stabiliza oamenii, “acasa” devenind un
cuvant cu acoperire limitata in timp. Desi individualis-
mul este un fenomen tot mai clar identificabil, se cauta
mereu solutii pentru a face din spatiile publice repere
ale oraselor si locuri capabile sa adune oameni, neinte-
legandu-se ca spatiul public nu e o entitate autonomg,
ci trebuie sa fie conectat la o multime de alte nuante
de spatii. Teatrul secolului XX, care va propune reintal-
nirea dintre spectacol si urbanitate, dintre ceremoni-
alul teatral si oras ca teritoriu cucerit — reactualizeaza
implicit traditia medievala. Spectacolul de strada din
lumea de azi are ADN-ul spiritual al teatralitatii medie-
vale, in care piata devenea locul de desfasurare al sce-
nelor ambulante, iar carnavalul se revarsa pe strazile
orasului catre toate punctele cheie.

Arhitectura ar trebui sa aiba cate un raspuns imediat
pentru toate acestea, dar se observa doar tendinta de
a le gasi rezolvari provizorii. Ceea ce se doreste este ca
arhitectura sa invete din provocari si sa ofere raspun-
suri. Mai mult, spatiul de teatru se metamorfozeaza

edge and be able to solve the issues of the present.
Traditional theatres were the architectural response to
the needs of the respective times. They were representa-
tive for the communities, displaying people’s values: the
history and their aspirations. Theatres lived and accom-
panied the life of the community, responding rapidly to
changes that arise. That's why it is so easy to read the
history of a place by its architecture. The viability of cur-
rent theatre architecture depends on this flexibility; it re-
mained silent in facing many changes that occur in the
performing arts, and these, by not receiving a reply from
the architecture, have turned into crisis. As a result many
malfunctions arise, and adaptation rhythm was unable
to keep up with those of new apparitions. The modern
theatre has an issue of adapting to the challenges of the
present and forgets about its role: to serve users. Some
issues can be felt in any corner of the world; others are
local in character. Though, architecture is made to give
solutions to all arising challenges. Technology is a chal-
lenge that architecture does not always succeed to en-
compass. Economic movements are also tests that can
turn upside down entire territories. Economy learns to
live in the company of ephemeral, imposing the tem-
porary in architecture. A phenomenon of individual mi-
gration is taking place nowadays and the architecture
have found no ability to make people steady, the word
~home” has already a limited coverage in time. Even
though individualism is a phenomenon more clearly to
identify, solutions are continuously seeking to transform
the public places into landmarks of the cities and places
capable to bring people together. Public space is not an
autonomous entity; it must be connected to a host of
other spaces. The twentieth century theatre, will suggest
a reunion between the show and urbanity, updating
the medieval tradition as a result. Nowadays the street
performance in the world has the spiritual DNA of the
medieval theatricality, the market become the place of
performing the ambulant scenes, and the carnival flows
on the city streets in all its key points.

Architecture should have an immediately answer to all
these issues, but it is noted only a tendency to find tem-
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in permanentd, de la o clipa la alta, caci acumuleaza
energiile umane vii, care il locuiesc si il anima. E insta-
bil, sufera modificari de substanta si isi remodeleaza
structura intr-un spectacol - de la inceput catre sfarsit,
de la o reprezentatie la alta. Isi renaste propria materie.
Spatiul fix este moarte pentru o arta in care miscarile
invizibile ale sufletului si miscarile vizibile ale corpului
fnseamna totul.’

In lucrarea de fatd voi incerca punerea in discutie a
unei largi palete de provocari particulare, culese din
locuri cat mai variate, aparute in ultimul secol, eviden-
tiind atat problemele asupra carora s-au oprit autorii,
cat si felul in care acestia ofera rezolvdri ale lor.

Diversitatea teatrului modern si contemporan

Teatrul modern este suma manifestdrilor diverse ce
iau nastere ca reactie la teatrul Mort (denumit asa de
cdtre Peter Brook in cartea sa,Spatiul gol”) - in edificii
invechite moral si fizic. Celebrul manifest al renasterii
spatiului teatral este exprimat de Romain Rolland in
1903:,N-am nevoie decat de o sala vastd sau de un ma-
nej, de preferinta o sala dispusa in panta, astfel incat
toti sa poata vedea bine, si de o estrada goala, inalta si
larga. Din punctul meu de vedere, o singura concluzie
necesara pentru teatrul modern: aceea ca scena, ca si
sala sd se poatd deschide, sa se poata oferi multimii, sa
incadreze multimea si actiunile ei”.

Si Adolphe Appia exprima necesitatea legdrii scenei si
a publicului intr-un spatiu unic, definind teatrul ca pe
o0 ,catedrala a viitorului”. Sunt concluzionate si alte ca-
racteristici rezultate in urma colocviilor internationale
(Atena 1962) si a reuniunilor regizorilor, scenografilor
tehnicienilor de teatru, ale arhitectilor, cum ar fi limi-
tarea numarului de locuri in sala de teatru de drama la

1 “Ea nu este nici jocul actorilor, nici piesa, nici regia, nici dansul,
ci rezultatul elementelor ce o compun: gestul - sufletul jocului,
cuvintele - corpul piesei, liniile si culorile ce dau esenta decorului
si ritmul, care este esenta dansului’, Gordon Craig citat in Popov,
V., Arhitectura cladirilor spectacolului teatral, Teza de doctorat,
Universitatea de Arhitectura si Urbanism “ lon Mincu” Bucuresti,
1998, pag.421.

porary solutions. What is wanted is that architecture to
learn from challenges and provide answers. Moreover,
the area of theatre is transforming continuously from
one moment to another, because it accumulates liv-
ing human energy that inhabited and animates it. It is
volatile, and substantially altered; its structure is remod-
eling into a show - from beginning to end, from a per-
formance to another. Its own matter is reborn. Immobile
space means “death” for an art in which the invisible
movements of the soul and the visible movements of the
body is everything.’

In this paper | will try to question a wide range of par-
ticular challenges arisen in the last century, collected
from different places, highlighting the issues and how
the authors provide their own solutions.

The diversity of the modern and
contemporary theatre

Modern Theatre is the amount of various manifesta-
tions that are generated as a reaction to Dead Theatre
(named so by Peter Brook in his book “The empty space”)
- in moral and physical outdated edifices. The famous
manifesto of the theatre space revival is expressed by
Romain Rolland in 1903: ,All | need is a large room or
a riding school, preferably a room arranged in slope,
so that all could see better, and a high and large empty
stage. From my perspective, one conclusion is required
for modern theatre: that the scene, as well as the hall to
be able to open, to give itself to the people, to frame the
people and their actions”.

Adolphe Appia expresses as well the necessity of linking
the stage and the public into a unique space, defining
theatre as a “future cathedral’. Other features are con-

1 “It is neither the actors’ performance, nor the song, the direction,
the dancing, but the result of the composing elements: gesture — the
soul of the game, words — the body parts, lines and colours that give
the essence of scenery and rhythm, which is the essence of the dance.;
quotation Gordon Craig in Popov, V., Architecture of the theatre
performance buildings, PhD Thesis, University of Architecture and
Urbanism “lon Mincu’; Bucharest, 1998, pag.42.
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maxim 1000. Practica experimentala dovedeste insa ca
0 buna receptare a spectacolului dramatic, este condi-
tionata de reducerea publicului la 150-500 de persoa-
ne, deoarece expresia faciala, sonoritatea vocii natura-
le si mimica actorului sunt foarte importante.

Cautand configurarea planimetrica si volumetrica
optima a spatiului de teatru in vederea obtinerii unei
bune receptari a spectacolului, s-au inventariat o se-
rie de tipuri ce coexista simultan in arhitectura con-
temporanag; fie ca este vorba despre sala de tip italian,
dreptunghiulara, unidirectionata cdtre scend, cu sau
fara balcoane, dar care primeste modificari si moder-
nizdri in sensul nedelimitarii atat de stricte intre scena
si public (eliminarea portalului scenic), fie sala de tip
elisabetan, cu logii multietajate si avansceng, fie sala
arena in care actorul poate fi privit uneori chiar si din
spate, toate aceste formule se completeaza reciproc in
prezent, generand reprezentatii de valoare ce contri-
buie la crearea viitorului teatrului de pretutindeni.
Arta mereu in cautarea propriei identitati, spectacolul
de teatru se reflecta in spatiul in care se naste. Modi-
ficarile mentalitatii teatrale devin, in mod organic si
aparent ireversibil, provocari ale spatiului teatral. Pen-
tru unii dintre regizori, necesitatea reinnoirii spatiului
a devenit program estetic. A schimba raportul intre
scena si sala, a recompune spatiul ce pare incremenit
al teatrelor din trecut, este pentru regizori marea pro-
vocare. Aparitia si convietuirea simultana a mai multor
directii in materie de spatialitate si abordare regizorala
in teatrul de la sfarsitul secolului XIX si din prima juma-
tate a secolului XX a marcat o estetica neunitara, do-
minata de contradictii si antinomii, o epoca a tendin-
telor diferite, prezidate de spirite ireconciliabile. Astfel
in mai putin de 30 de ani, imaginea scenica este total
transformata.

cluded, arising from international conferences (Athens
1962) and meetings of the directors, stage-theatre tech-
nicians, architects, such as limiting the number of places
in the drama theatre to a maximum of 1000. However,
experimental practice shows that a good reception of
the dramatic show is conditioned by reducing the public
to 150-500 people, due to the importance of the facial
expression, the sonority of the natural voice and the
actors’ gestures. In search for optimal layout and volu-
metric space configuration of the theatre, to achieve
a good perception of the spectacle, several types were
inventoried that coexisting simultaneously in contem-
porary architecture; whether it is the Italian type hall,
rectangular, unidirectional to the stage, with or without
balconies, but which receives changes and upgrades in
the strict meaning of erasing boundaries between stage
and audience (no portal stage), the Elizabethan type
hall, with multilevel loggias and proscenium, or the Are-
na type hall, in which the actor can be seen sometimes
even from the back. All these space formulas currently
complement each other and generate representations
of value that contribute to the future of the theatre
worldwide. Being a kind of art constantly in search for
identity, theatre performance is reflected in the space
that emerges from. The changes of the theatrical men-
tality are becoming, organically and apparently irre-
versible, challenges of theatre space. For some direc-
tors, the need for renewal of space became an aesthetic
program. The great challenge for directors is changing
the relationship between stage and auditorium in order
to recompose the theatre space that seems stuck in the
past, The emerging and the simultaneous coexistence
of several orientation regarding the space and the di-
recting approach in the late nineteenth century and the
first half of XX century, marked a un-unitary aesthetic,
dominated by contradictions and antinomies, an era
of various trends, chaired by irreconcilable spirits. So in
less than thirty years, the scenic image is totally trans-
formed.
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TEATRUL POSTMODERN.
A doua jumatate a secolul XX

Printre cei mai de seama regizori postmodernisti sa
ii amintim pe: Jerzy Grotowsky, Tadeus Kantor, N.P.
Akimov, Ariane Mnouchine, Pina Bausch, Luchino
Visconti, Peter Brook, Richard Schechner, Liviu Ciulei,
Lucian Pintilie, Horea Popescu, Heiner Miiller, Robert
Lapage etc.

Jerzy Grotowsky inldturand tot mai multe din stratu-
rile teatrului, incearca sa ajunga la esenta sa pierduts,
formuland cea mai frumoasa definitie a teatrului: ,in-
talnire intre un actor si un spectator” - fara ca nimic sa
ii desparta. El militeaza cdtre un ,teatru sarac’, in care
dorea ca spatiul insusi sa fie eliminat, impreund cu de-
corurile, luminile si costumele. intalnirea dintre actor
si spectator s-ar reconstitui, in idealul grotowskian,
intr-un spatiu pe care ei impreund, nu doar sa il trans-
forme, ci sa il faca sa dispara.

Miscarea Living Theatre aduce cu sine anarhia spa-
tiului adusa de corpul uman in miscare, in perioada
anilor hippie, ,paradisul” anilor 60. Se miza pe elibe-
rarea si bulversarea spatiilor sociale si transformarea
lor in spatialitate teatrala pura — aceasta era obsesia-
program a acestei miscari. Strategia lor cea mai efici-
enta era de a,contamina” publicul, de a actiona direct
asupra spectatorului, incitandu-l sa participe, tulbu-
randu-i confortul, aducandu-l intr-o stare de excitatie
similara cu cea a actorilor, instaurand haosul, dar in
final vizand renasterea prin libertate. Experimentele
lor teatrale raman de o unicitate incontestabila, pro-
punand un teatru itinerant, in care locatia avea prea
putina relevantd, insa publicul era intotdeauna esen-
tial. ,Purtati pe umerii actorilor, spectatorii erau dusi
in strada pentru a crea... revolutia inspirata de actul
teatral”.

Pentru Environmental Theatre fondat in America, Ri-
chard Schechner postuleaza si practica o experienta
a teatrului aflat in cdutarea permanentd a formulei
ideale; neaga trecutul dar isi neaga si propriile desco-
periri ale prezentului; forta sa de viatd nu se naste nici

THE POSTMODERN THEATRE.
The second half of the XXth century

Among the most prominent postmodernist directors
should be mentioned: Jerzy Grotowsky, Tadeus Kantor,
N. P. Akimov, Ariane Mnouchine, Pina Bausch, Luchino
Visconti, Peter Brook, Richard Schechner, Liviu Ciulei,
Lucian Pintilie, Horea Popescu, Heiner Miiller, Robert
Lapage etc.

Jerzy Grotowsky removing more and more theatrical
layers, attempts to reach the lost essence, by formulat-
ing the most beautiful definition of theatre: “meeting
between an actor and a spectator - without anything
to separate them”. He militates towards a “poor theatre’,
in which he wanted the space itself to be eliminated,
along with decorations, the lights and the costumes.
The meeting between actor and spectator would be re-
constructed upon his ideal, into a space that not only to
be transformed by them, but makes it disappear as well.
Living Theatre Movement brings the anarchy of space
made by the human body in motion during the hippie
years, “paradise” of the 60s. The bet was made on set-
ting free and astonishing the social spaces and their
transformation into pure theatre spatiality - that was
the obsession-program of this movement. Their most
effective strategy was to “contaminate” the public, to
act directly upon the spectator, inciting him to partici-
pate, disturbing its comfort, bringing him into a state
of excitement similar to that of the actors and installing
chaos, but ultimately targeting revival through free-
dom. Their theatrical experiments remain undeniable
unique, proposing an itinerant theatre, in which the
location had little relevance, but the public is always es-
sential. “Carried on the shoulders of the actors, viewers
were taken to the streets” to create ... revolution inspired
by the theatrical act.

For Environmental Theatre founded in America, Richard
Schechner postulates and practices a permanent expe-
rience of the theatre always in search for an ideal formu-
la; denies the past but also denies its own findings of the
present; its living strength is born neither from accession
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din pactizarea cu vre-un spatiu anume, nici din utopia
acelui spatiu perfect, pe care nu-l poate gasi desi il
cauta mereu. Pe calea de mijloc, teatrul lui Schechner
a gasit o noua metoda de lucru: reorientarea discur-
sului, redimensionarea continua a spatiului, pentru a
evita paralizia energiilor sale, curiozitatea de aincerca
mereu si mereu altceva.

Ariane Mnouchine si-a creat propria utopie artistica
intr-un spatiu emblematic - Sala Cartuseriei de lan-
ga Paris, transformata in Théatre du Soleil; acolo ea a
gasit acea flexibilitate perfecta a spatiului in care con-
ventionalul salii clasice, incremenita in traditia iluziei,
este substituit de o multitudine de raporturi spatiale
posibile. Dinamismul modular al spatiului in care ac-
torii se miscau era total, iar publicul era nevoit sa-si
modifice intreaga psihologie a receptarii, deoarece in
fiecare moment dispersia actiunii corespundea unei
multitudini a punctelor de vedere. Aceasta ruptura
a sensului unitar, al centralizarii mesajului, releva si
onestitatea artistului, care recunoaste ca nu detine
adevaruri absolute, oferind o obiectivitate a privirii
spectatorului, o legitimitate a gandirii si a atitudinii
sale individuale.

Cultura vizuala a teatrului postmodern, se intemeia-
za pe estetica spatiului relevata de Teatrul-Dans; unul
conceput de nevoile corpului uman in miscare. Codul
noii arte si-a creat propriul univers spatial - fie cd se
naste intr-o fabrica dezafectata, pe o plaja sau pe o
scena italiana. Spatiul neutru, in care corpul isi traver-
seaza propria poveste si isi creeaza propriul destin. Si
la Pina Bausch si la Gigi Caciuleanu, imaginea suvera-
na a acestui limbaj metis este o scena aproape goala.
Insa optiunea lor ramane pentru sala cu scenj italia-
na, deoarece ofera spectatorului unghiurile perfecte
de a inregistra secventele miscarii.

Sala de la Bouffes du Nord din Paris este un palim-
psest al marilor modele de spatialitate teatrala, de la
Globe-ul shakespearian la sala italiand. Este creatia
unui spirit unic, Peter Brook- regizor a carui opera este
sinonima cu adevarul in teatru, adevar cautat de el cu
neintrerupere. Teatrul exista IN si PRIN spatiu la Peter

with any particular type space, nor from utopia of per-
fect space, which cannot be found even they have con-
tinuously looking for it. On the middle path, Schechner’s
theatre found a new working method: reorientation of
the discourse, continuous resizing of the space to avoid
the paralysis of its energies, curiosity to try something
else over and over again.

Ariane Mnouchine has created her own artistic utopia
in a an emblematic place outside Paris — Hall of Scrolls,
converted into Thédtre du Soleil; there she found that
perfect space flexibility in which the conventional of
the classic halls, bewildered in the tradition of illusion, is
substituted by a variety of possible spatial relationships.
The modular dynamism of space in which the actors
were moving was complete, and the public was forced
to change its whole psychology of perception, because
in each moment the dispersion of action corresponds to
a multitude of viewpoints. This breaking of the unitary
meanings of the centralized message reveals the hon-
esty of the artist as well, who recognizes that he does
not hold the absolute truths, providing objectivity to the
view of the spectator, a legitimacy of individual thinking
and his personal attitude.

The visual culture of the postmodern theatre, is based
on that spatial aesthetic revealed by the Dance Theatre;
one designed for the needs of the human body in mo-
tion. The code of the new art has created its own spa-
tial universe — whether it arises in a disused factory, on
a beach, or on the Italian stage. The neutral space in
which the body crosses its own story and creates its own
destiny to Pina Bausch as well as to Gigi Cdciuleanu, the
supreme image of this half breed language is an almost
empty stage. But their choice remains the Italian stage,
because it gives to the viewer the right angles to record
the motion sequences.

The Hall of Bouffes du Nord in Paris is a palimpsest of the
great models of space theatre, from The Shakespeare
Globe’s Theatre, to the Italian theatre. It is the creation
of a unique spirit, Peter Brooke - a director whose work is
synonym for the truth in the theatre, for which truth he
sought continuously. Theatre exists IN and THROUGH
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Brooke, iar spectacolele lui, nascute din capodopere
ale literaturii de pretutindeni, sunt variatiuni pe tema
inepuizabila a spatiului in care prind viata. Flexibili-
tatea salii de care si-a legat numele este totala, si nu
pardseste niciodata valoarea supremd care implica
onestitate si curaj: autenticitatea. El creeaza un tea-
tru viu, in care goliciunea spatiului este reconvertita
n sursa de energie, atunci cand in ea pulseaza inimile
celor care participa, IMPREUNA. Numai spatiul gol are
acea neutralitate prin care imprumuturile si reinnoiri-
le sunt posibile.

Tendinta cdtre o abordare fara decoruri a fost adop-
tate si de Liviu Ciulei cand a imaginat lumea oniri-
ca a “Visului unei nopti de vara” la Guthrie Theatre,
Minneapolis SUA, in 1984, printr-o scena complet
goala, dar de un rosu erotic. “...eu am ales un rosu
adanc, o culoare puternica, ce lucreaza asupra sim-
turilor, o culoare a senzualului si a erotismului” De
asemenea ceata nocturnd este sugerata simplu, dar
percutant, cu panze din voal gri.

Si in cadrul Festivalului de la Avignon, festival ce se
deruleaza de mai bine de 60 de ani, a fost prezentata
in anul 1953 piesa ,Richard al ll-lea” pe o scena com-
plet goala. ,Este tragedia in libertate” spunea Rene
Barjavel.

Liviu Ciulei, ,Cu gandiri si cu imagini’, Igloomedia, Bucuresti 2009

space for Peter Brook, and his performances based on
the masterpieces of literature worldwide are limitless
variations on the inexhaustible subject of the space in
which it come alive. The flexibility of the hall related to
his name is total, and he never abandons the supreme
value that involves honesty and courage: the authentic-
ity. He creates a living theatre, in which the emptiness
of space is reconverted into an energy source when the
hearts of those who participate, TOGETHER, pulsate in
it only the empty space has that neutrality that makes
exchanges and renewals possible.

The trend towards an approach without decoration was
adopted by Liviu Ciulei as well when he imagined the
delirious world of the “A Midsummer Night Dream” in
Guthrie Theatre, Minneapolis USA, in 1984, with a com-
pletely empty, but erotic red stage. ".. | chose a strong
deep red colour that works over the senses, the colour of
the sensual and the eroticism” Nocturnal fog is also sug-
gested by simple but percussive layers of gray veil.

Also in The Avignon Festival, which runs for more than
sixty years, the play “Richard II” was presented in 1953
on a completely empty scene. “It is the tragedy in liber-
ty,” said Rene Barjavel.

40 Ans de Festival — Avignon, Hachette, 1987
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in multe dintre experientele definitorii ale teatralitatii
din cea de-a doua jumatate a secolului trecut, proble-
matica esentiald pare a fi de extractie postmoderna,
oricare ar fi intelesul acestui concept devenit azi atat
de vag incat poate acoperi orice realitate culturala. in
teatru, postmodernismul este mai mult un fenomen al
formei estetice decat al fondului ideatic. Se creeaza un
teatru vizual, un cult al imaginii, al miscarii, punctat de
productii bazate pe video-instalatii, ca cele din cultura
americand. Mesajul teatrului postmodern se bazeaza
pe experiente dintre cele mai recente, implicand doua
consecinte: dinamizarea spatiului prin mijloace impru-
mutate din muzica, arte plastice sau media si abando-
narea centralitatii vizuale in raportul dintre sala si scena.
In acest amestec de limbaje care infuzeaza spectacolul,
consta misterul postmodernismului teatral, pentru care
impuritatea stilistica a spatiului este o conditie de forta.
Elementele altor poetici ale spatiului - cinema, televizi-
une, cultura MTV, dans - isi fac loc pe scena postmoder-
na, iar metisajul este intotdeauna o ars combinatoria in
care textul isi pierde total autoritatea.

Dilemele spatiului postmodern, contradictiile lui, gravi-
teaza in jurul faptului ca in postmodernism de fapt nu
exista nici o lege; dezintegrarea si rearticularea spatiului
sunt optiuni la fel de posibile, dupd cum libertatea de a
elimina sau a adduga textului este permisa. Adaugarea
si sinteza sunt mereu mai tentante, de aceea, in teatrul
ultimelor decenii, spatiul teatral a trecut prin schimbdri
majore, datorate in primul rand imprumuturilor din alte
limbaje artistice. Insa singurul element stabil este unita-
tea de spatiu in care actorii si spectatorii coexista pentru
o clipd. Redefinit in permanentd, el isi pastreaza valenta
majord de a unifica ,particulele elementare” ale specta-
colului.

Spatiul spectatorului, dimensiune care in teatrul mo-
dern a fost esentiald, in discursul regizoral postmodern
devine o problema de optiune personald. Unii creatori
propun un nou spatiu al aventurii teatrale, cdutand sa
sfideze logica fixa a sdlii clasice, iar alte exemple incear-
ca, din contra, sa o pastreze tocmai pentru a-i submina
sensul traditional. Sala traditionald nu mai este o ame-

sential postmodern extraction, whatever the meaning
of this concept that has become today so vague, that
it can cover any cultural reality. In theatre, postmod-
ernism is more a phenomenon of aesthetic form than
of ideas. It creates a visual theatre, a cult of image, of
motion, punctuated by video-based productions and
installations, like those in American culture. The mes-
sage of postmodern theatre is based on the most recent
experiences, involving two consequences: boosting of
space by means borrowed from music, arts and media
and abandoning the visual centrality in the report be-
tween the hall and the stage. The mystery of postmod-
ernism theatre consists in this mixture of languages
that infuses the show, for which the stylistic impurity
of the space is a requirement of strength. Other poetic
elements of the space - cinema, television, MTV culture
and dance — make their way on postmodern stage, and
crossbreeding is always a combinative system in which
the text loses all authority.

Dilemmas and contradictions of postmodern space
gravitates around the fact that in the postmodernism
actually there is no law; the disintegration and the ar-
ticulation of space are options equal possible as the
freedom to remove or add drama text is also permit-
ted. Addition and synthesis are always more tempting,
therefore, in the last few decades, the theatre space has
undergone main changes due to loans from other ar-
tistic languages. But the only stable element is the unit
of space in which the actors and audience coexist for a
moment. Permanently refined, it retains the major va-
lence: to unify “elementary particles” of the show.
Audience’s space, dimension that was essential in
modern theatre becomes in postmodernist directing
discourse a matter of personal option. Some designers
propose a new space for theatrical adventure, seeking
to defy the logic of fixed classic halls, and other exam-
ples try, by contrast, to keep it in order to undermine tra-
ditional meaning. Traditional hall is no longer a threat
to the world on stage, because postmodern eclecticism
can afford to approach it as space where the old and the
new coexist.
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nintare pentru universul de pe scena, pentru cd eclectis-
mul postmodern isi permite sa si-o apropie ca spatiu in
care vechiul si noul coexista.

In abordarea regizorala moderna a pieselor de teatru
apar si alte tendinte, cum ar fi cea de mixare a spatiului
de joc cu cel al publicului, propuse de Jerzy Grotowsky
ca si experimente in Teatrul sdu de Laborator, constand
in reintoarcerea la sursele primare, pure: actorul si corpul
sau. Aria de joc se defineste continuu, este in cautare de
relatii diverse si participarea spectatorilor.?

A cduta spatii mereu noi, a incerca descoperirea spatiu-
lui ideal sau a rdmane pur si simplu la sala clasicd, sunt
optiuni la fel de valabile, dupa cum ele pot fi, pana la un
punct, mediate si sintetizate intr-o estetica flexibild, care
le include pe toate laolalta.

Daca modernitatea a incercat sa inlocuiasca vechile
spatii, postmodernismul le acorda cu gratie sansa de a
supravietui, simbioza dintre vechi si nou, intre citate din
trecut si prezentul de ultima ora, este mereu posibila.
Teatrul prin transformarea sa in produs cultural supus
legilor marketingului, are nevoie de marile festivaluri
care au devenit ,piete de desfacere”. Sa amintim numai
de mult mediatizatele: Festivalul de la Avignon - Franta,
Festival in Edinburgh, Paris Nuits Blanches, Festivalul din
Chichester - Anglia, Stratford Shakespeare Festival - On-
tario - Canada, Zilele Bucurestiului, Festivalul medieval
din Sighisoara, etc. Insa aceste manifestdri temporare si
repetitive nu sunt singurele ocazii pentru ca teatrul sa
evadeze din mediul sdu consacrat; o serie de regizori au
incercat sa obtina impresionarea publicului prin cautari
permanente de spatii alternative, generatoare de noi for-
me de exprimare teatrala.

Sa ludm un exemplu de referintd, piesa ,Mahabharata”
realizata integral intr-o cariera dezafectata din apropie-
rea localitatii Avignon; pusa in scena de Peter Brooke?

2 Peter Brook, Spatiul gol, Editura Unitext, Bucuresti, 1997, pag. 89

3 “Brook pledeazd pentru inldturarea decorului si a stilului, adica
a inutilului si omogenitatii, pentru a asigura alternarea iluziei si
a distantei... miscarea alternativa intre «iluzia momentana» si
retragerea in distantd, intre ludic si luciditate, intre «copil si adult»,
intre identificare si detasare. Ele se inlantuie in acest teatru al
dublului’, in Popoyv, V., Arhitectura cladirilor spectacolului teatral,
Teza de doctorat, Universitatea de Arhitectura si Urbanism “ lon
Mincu’, Bucuresti, 1998, pag. 421

In the modern directing approach of the plays, other
trends are appeatr, such as the one of mixing the play-
ing space with the public, suggested by Jerzy Grotowsky
as experiments in his Laboratory Theatre, consisting in
the return to the pure primary sources: the actor and his
body. The playing area is defined continuously, in search
of different relationships and the audience participa-
tion?.

To search for constantly new places, to discover the ideal
space or simply remain in the classic hall, are equally
valid options, as they may be, up to a point, mediated
and synthesized into a flexible aesthetic, which includes
all together.

If modernity has tried to replace older spaces, postmod-
ernism gracefully granted them a chance to survive,
symbiosis of old and new, between quotes from the past
and the cutting edge of the present, is always possible.
Theatre, and it’s transformation into a cultural prod-
uct under the laws of marketing, needs major festivals
that have become “sales markets” To mention only the
more publicized: the Festival of Avignon, France, Festi-
val in Edinburgh, Paris Nuits blanches, Chichester Festi-
val - England, Stratford Shakespeare Festival - Ontario
- Canada, The days of Bucharest, Sighisoara Medieval
Festival, etc. But these events are not the only temporary
and repeated opportunities for the theatre to escape
from its established environment; some directors have
tried to impress the public with permanent searches to
alternative spaces, generating new forms of theatrical
expression. Consider one example of reference, the play
“Mahabharata” fully achieved into a disused quarry
near the city of Avignon; staged by Peter Brook?® in 1985,
then toured around the world until 1988; “The place was

2 Peter Brook, The empty space, Unitext, Bucharest, 1997, p. 89

3 “Brook pleads for removing scenery and style, namely the useless
and the homogenity, to assure the alternation of illusion and
distance... alternative movement between «momentary illusion»
and taking distance, between ludic and lucidity, between «child and
adult», identification and detachment. They enchain in this theatre
of the double’] in Popov, V., Architecture of the theatre performance
buildings, PhD Thesis, University of Architecture and Urbanism “lon
Mincu’; Bucharest, 1998, p.421
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40 Ans de Festival — Avignon, Hachette, 1987
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in 1985, mai apoi a facut un turneu in jurul lumii, pana
in anul 1988;,Locul era superb: un soi de amfiteatru se-
mi-natural, demi-artificial, ce reprezenta o reincarnare
in vremurile noastre a teatrului antic grecesc’, spunea
Michael Billington®. Spectacolul se derula pe intreg de-
cursul unei zile, facand ca orasul sa vina cdtre teatru si
nu invers.

Scenografia spatiilor deschise, agora, forumul, piata,
scuarul, parcul, esplanadele, se transforma complet
atunci cand permit amplasarea instalatiilor provizorii
pentru spectacole. Theatre in the Street (New York),
si-a asumat la sfarsitul anilor 70 misiunea de a-l juca
pe Shakespeare, Moliére, pentru publicul de pe strada.
Scenografia era minimald, actorii adaptau in perma-
nenta piesele dramaturgice clasice foarte cunoscute,

4 1dem, pag. 209

gorgeous: a kind of semi-natural amphitheatre, half-
artificial, representing a reincarnation of the ancient
Greek theatre in our time” - says Michael Billington®. The
show is run during a whole day, making the city come to
the theatre and not vice versa.

The scenography of open spaces: agora, forum, market,
square, park, esplanades, changes completely when
allows the temporary installations for theatrical per-
formances to locate there. Theatre in the Street (New
York), in the late 70’s has assumed the mission to play
Shakespeare, Moliere, for the public on the street. Stage
design was minimal; the actors adapted continuously,
well known classic drama plays lived an unusual trans-
formation. Performances are produced in the subway
stations, into bars or clubs, “on the drums” in disused

4 Idem, p. 209
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traiau o inedita transformare. Se produc spectacole in
statiile de metrou, in baruri sau cluburi, ,pe butoaie”, in
fabrici dezafectate etc®.

Evadarea actului dramatic spre locuri care nu au fost
destinate initial spectacolului sau catre locuri obtinute
prin conversia altor functiuni, sunt doua dintre tendin-
tele actuale. Conversiile au facut subiectul prezentarii
mele la sesiunea precedentd de comunicdri stiintifice:

- Teatru Schaubiihne, Berlin, 1975 - prin conversia
unor hale industriale;

- Théatre des Quartiers, Ivry, 1972 — prin conversia
unui depozit horticol abandonat;

- Teatru in Pittsburg, SUA, 1979 - prin conversia
unei biblioteci publice construite in 1889;

- Teatru si centru cultural in Hamburg, Altona, 1977
— prin conversia unei cartuserii vechi de 130 de ani;

- Teatru in Bremen, Germania - prin conversia unor
abatoare dezafectate;

- Théatre National de Strasbourg, — prin conversia
grajdurilor si manejului municipal, datand de la mij-
locul secolului al XVlll-lea;

- Théatre de la Compagnie, Paris — prin conversia
unui pasaj pietonal acoperit, a unei vechi capele si a
unei curti interioare (arhitect Natalini);

- Théatre de Grenvilliers, Paris — prin conversia unei
sali de bal din 1934.

- Teatru Mermaid, Londra - prin conversia unui mic
depozit de marfuri (arhitectii Devereux si Davies);

- Teatru in Copenhaga, Danemarca - prin conversia
unui gazometru cu diametrul de 47 metri;

- Teatru si complex cultural in Boston, SUA - prin
conversia unei cyclorama datand din 1884.

Evadari ale spectacolului in spatiul exterior, urban,
se concretizeaza in edificii cu structuri usoare, fie ele
permanente sau temporare, cum putem vedea in ur-
matoarele exemple:

5 Teatrul Masca, reprezentatii sustinute in statii de metrou din
Bucuresti.

factories etc®.

The escape of drama performance to places that were
not originally intended to spectacle or places obtained
by conversion of other functions, are two latest trends.
Just lists some of the conversions:

- Theatre Schaubliihne - Berlin - 1975 - the conversion of
some industrial buildings;

- Théatre des Quartieres - Ivry - 1972 - by converting an
abandoned horticulture warehouse;

- Theatre in Pittsburgh - USA - 1979 - by converting a
public library built in 1889;

- Theatre and Cultural Center in Hamburg - Altona -
1977 - by converting an130 years old scrolls factory;

- Theatre in Bremen - Germany - the conversion of dis-
used slaughterhouse;

- Thédtre National de Strasbourg - by converting mu-
nicipal stables and arena, dating from the middle eight-
eenth century;

- Theatre of the Compagnie - Paris - the conversion of a
covered walkway, an old chapel and an inner courtyard;
- Theatre Grenvilliers - Paris - the conversion of a ball-
room built in 1934.

- Mermaid Theatre in London - architect Devereux and
Davies - the conversion of a small deposit of goods;

- Theatre in Copenhagen - Denmark - the conversion of
a gas tank with diameter of 47 meters;

- Theatre and cultural complex in Boston - USA - by con-
verting a cyclorama dating from 1884, have been the
subject of my presentation at the previous session of sci-
entific communications.

Escape of the show in outer space, urban, is reflected in
buildings with light structures, whether permanent or
temporary as we can see in the following examples:

5 Masca [Mask] Theatre, performances in the underground stations,
Bucharest
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e Abordari neconventionale temporare pentru e Unconventional approaches for a temporary
spatii de teatru theatre space

Spatiu de teatru temporar cu
balcon, Haga / Temporary theatre
space with balcony, the Hague

1000x European Architects, Paris,
2007

Pavilion plutitor, Belgia (Arh. Fumihiko Maki) /
Floating Pavilion, Belgium (Fumihiko Maki, architect)

Sala Zenith, ansamblul La Villette, sala de spectacol
cu caracter provizoriu, 6400 loc. /

Zenith Hall, La Villette, a temporary theatre hall, ac-
commodating up to 6400 pers.

Architecture d’Aujourd’hui nr. 226-83
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Teatru portabil pentru 90 de persoane (arh. S. Brunes, H. lveberg
Teatru escamotabil, Aix-en-Provence / si A. Lafolie) / Portable Theatre for 90 pers. (S. Brunes, H., A. Iveberg
Retractable Theatre - Aix-en-Provence Lafolie Architects

Teatru experimental gonflabil — arh.
Walter Muller - St. Paul de Venice /
Inflatable Experimental Theatre, (Walter
Muller - St. Paul of Venice architect)

Constructii pentru festivalurile de tea-
tru: Carcassone, Avignon / Buildings for
theatre festivals: Carcassonne, Avignon.
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o Cladiri cu folosinta mixta permanenta (ziua o altd
functiune colaterald si seara sala de teatru sau spatii pen-
tru realizarea unor spectacole temporare sau de strada).
Exemple: adaptarea spatiilor arhitecturale/urbane pen-
tru evenimente teatrale ca festivaluri (Avignon: festiva-
lurile In (oficial) si Off (alternativ in stradd sau alte spatii
adaptate) - Sighisoara, Zilele Bucurestilor etc,;

o Festivaluri de teatru, evenimente teatrale punc-
tuale, happening-uri, ce nu au un loc predestinat
desfasurarii spectacolului si se desfasoara in spatii ,im-
prumutate”. Festivaluri de teatru sau alte manifestari
asemandtoare, cum ar fi: Zilele Bucurestiului, Festivalul
medieval din Sighisoara, implica constructii provizorii
precum si stabilirea unor locatii apte de a prelua specta-
colul de teatru, fie stradal, fie alte posibilitati in aer liber.
Turnul Fierarilor face parte din sistemul de fortificatii
al Cetatii Sighisoara, fiind atestat documentar din anul
1631. Din anul 1997 spatiile turnului au adapostit spec-
tacole de teatru, recitaluri de poezie si muzica. Incepand
din anul 2000, ca urmare a degraddrilor structurale si di-
verselor modificdri functionale suferite in timp, Ministe-
rul Culturii si Cultelor a finantat proiectul de restaurare,
consolidare si refunctionalizare a turnului, cu adaptarea
functionald pentru spectacole de teatru alternativ. Sunt,
de asemenea, trupe de teatru care isi adapteaza spec-
tacolele pentru a fi prezentate in cluburi, baruri, statii
de metrou, piete publice sau chiar pe stradd. Exemple:
Club A, Club 22, Laptaria lui Enache, Statia Unirii 1 etc.
e Adaptarea pe termen scurt a unor spatii cu func-
tionalitati diferite pentru evenimente de specta-
col. Exemplu: cladiri de locuit devenite pentru o seara
gazda unor spectacole - “Nuit Blanche” Paris oct. 2008
sau strada-Teatru poate fi o stradd unde rezidentii sa
fie obligati sa gdzduiascd audienta la ferestre, balcoane
(locuintele amenajate de asa naturd) pentru spectacolul
care se desfdsoard; in zona Lipscani se poate amenaja o
stradd cu un astfel de specific; un Workshop Romano-
Japonez organizat de UAUIM propune unor participanti
organizarea unui spectacol de opera in Pasajul Englez
dintre Strada Academiei si Calea Victoriei).

e Mixed-use buildings with permanent functional
structure: one function in the day and other in the even-
ing. Examples: adapting architectural spaces / urban
spaces for theatre events as festivals (Avignon: festivals
In (official) and Off (alternative adapted to the streets or
other premises) - Sighisoara, The days of Bucharest etc.

o Theatre festivals, punctual events, happenings
that don't have a predestined place for performing the
spectacles and take place in the “borrowed spaces”. The-
atre festivals or other similar events, such as: The days
of Bucharest, Sighisoara Medieval Festival, involving
temporary buildings as well as establishing some suit-
able locations to take over the theatre show, either in
the street, or in other outdoor opportunities. The Black-
smith’s Tower is part of the Sighisoara Citadel fortifica-
tion system, is attested since 1631. From 1997 the tower
sheltered in its spaces cultural presentations: theatre,
poetry and music. Since 2000, because of structural
degradation and functional changes suffered over time,
the Ministry of Culture has funded the restoration, con-
solidation of the tower, with functional adaptation for
alternative theatre. There are also theatre groups which
are adapting their performances to be presented into
clubs, bars, subway stations, public squares or in the
street. Examples: Club A, Club 22, Enache’s Dairy, a Unirii
1 Subway Station, etc.

e Short-term adjustments of some spaces with
different functions for performance events. Exam-
ple: residential buildings become hosts for the evening
performances - “Nuit Blanche” Paris in October. 2008, or
The Street-Theatre can be a street where residents are
required to accommodate the audience at the windows,
balconies the spectacle which is held; Lipscani area
could have such a particular street; also, there is a Ro-
manian-Japanese Workshop organized by UAUIM and
one of the proposals was to organize an opera perfor-
mance into The English Passage (between the Academy
Street and Victoria Avenue).
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e Companii de teatru particulare ce nu poseda
sali proprii, si isi desfasoard activitatea in alte sali de
teatru sau in spatii improvizate pentru spectacol, fara
a avea destinatia majora de sala de spectacol:

o Trupa pe butoaie,

Teatrul ,Garaj",

Teatrul ,La taica”,

Teatrul Inexistent,

Teatrul ,Luni” de la Green Hours in Club 22,
Teatrul ,Undercloud” din Laptaria lui Enache etc.

O O O O O
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Este clara existenta vointei intemeierii de trupe noi,
tinere, aceasta fiind exemplificatda de numeroasele
constituiri de trupe independente la initiativa unor
actori sau regizori, intre anii 1995 si pana in prezent.
Exista si cativa finantatori deja cunoscuti pentru une-
le companii sau festivaluri. Asa cum sunt de parere
managerii acestor mici teatre, legislatia actuala nu fa-
vorizeaza investitiile particulare in teatru, singura so-
lutie fiind atragerea unor sponsorizari sau o gandire
manageriala buna in vederea accesarii unor fonduri
internationale pe domeniul infrastructurii culturale.

e Private theatre companies that do not have their
own facilities and operate in other theatres or in impro-
vised spaces for performance:

- the “Band on the barrels”,

- the “Garage” Theatre -,

- the “Father” Theatre

- the “Non-Existing” Theatre,

- the “Monday” Theatre at Green Hours Club 22,
- the “Undercloud” Theatre at Enache’s Dairy.

TEATRUL INEXISTENT - SPECTACOLE CU 200 USD
M e i Seda fx, ricé Tupd Tol. Se autontiuleard “de uncer-
round”, o formsl arbesc aitermatd, Oin 1908 8 phed n present
 POcLss 280 Specticals, Majntatea partcipdnd i festivaket
Patiorsle s intermationala. Problemels cu care s contrunt st
Fanciare 5l crganizakrice, ulmele ca etect & primeke, Theodon:
Herghelegiu, regirare, presedintd o companis, rumard cin mo
e paniry care groblemole Bnanciare u devend o st da tapt
AN 0 [HOGUCTE S RGNS SUN IMpOSID o cEunuL, chiltuiesln
afarents (adminéstrative, prome, transport) s auporth din buzunand
personal, incasdeibe sunt dertzori, OSUMECN 53U A o<
eniekor de senle

) i (e e o
M

M 1o Mt v
j intrepnnziton, rs pat
ezl decit kona
bune. Asa 5-& con-
oretirt in1995 prma

© ¢ UN Dupe real MmN Peniiy un sgec
tacl este 36 6. Teairul inexistent a cxat pe 200 IS0,
e mas scaumph producte. Thea Hergholegiu et pesmisth n priv
PRB SANGENT 08 3 AR TONOUT PN (¥0RCID Culale _Am incer
ot 58 glsi finaeint cu dosare theutn do camen care au diplomsh de markting 5 asta ie o
menies, &4 Faci stuch e fezabiitate s 54 ntocmeasc cosar de Brantare. Foarte Ml nu sy
Tetoes o 5cre In Qrafice, iar pe celat pur si Samgiy nu -8 infersaat *

Thwodura Herghelegiu

Clubul Graen Hours 22 Jars Cafe -1 desiis in anul 1994, dar
Seatrul a venit mas Hrzi, n 1967. Voicw Riidescu, propratan
Bandui o acum dieectond Testnaul L, 8 vt ideea d6 & combin
conceriel de Jar7 cu MeCi momente de performanth tealTaid. Spec-
tacole propei au Inceput = fe jucate In 1998, asthel nischnds-se
Tiatred Luni dé k. Green Houry, ce e fmement aprematy
17 producti 1a activ. Voicy Ridescy mirtriseste cb singun s
mursl g venit exte barul, 8 chstiul do po urma acestul Joc de ol
mantate puihel”, 253 cum 3 numeste o, este einvestt i eajp *
Cancurenta in domenul prochussior cofturade ofeiin de Searmie in-
dependents este foarty micl o tohusi, trebue creath o platil. Ceea
F o e g insd ralatia nu Pavorizeazh deloc sponsonzares
o state, directicnarea basilor it cullord
je, conmoers Voic. In ceen ce prveste

succosulin afacer, e este de pArers ci nimen dinire cel Garn By

toatru particular rw poaty afrma i face bani din asta. n afark de
sctiviti punchaals, nu s asteapth, e 2ece o, sd chatie luwts
it _Eu ‘e 54 mi consitder o oazd. Mal sunt citeva asifel de aaze. celsiaiie compani care

3,000,000 supravistusess in Romdinia, Trebuse 5§ recunosc oA incel, dar consta, a inceput 33 creascl numini
73,650,000 il ek cane vin la Instnu. Poate ci kndamentul 3 fost pus®, spune Ridescy
127650000 bei-

Sursa foto: Capital Nr. 42 /18.10.2001

The will to found new bands clearly exist, and this is ex-
emplified by many constitution of independent young
bands on the initiative of actors and directors, from 1995
to this date. There are some already known sponsors for
some companies and theatre festivals. As the managers
of these small theatres believe, current legislation does
not encourage private investment in the theatre, the
only solution is attracting some sponsorships or good
minded management in order to access international
funds for cultural infrastructure.
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e Improvizatii in spatiile arhitecturale si urbane
(teatru de strada, teatru folcloric, teatrul pe butoaie) -
cum trebuie gandit spatiul arhitectural pentru a primi
asemenea manifestari?

,Un happening® este o inventie foarte puternica, ce
distruge incd de la prima lovitura multe forme moarte,
precum mohoreala cladirilor de teatru..”

,Un happening poate fi oriunde, oricand, oricat, nu se
cere nimic, nimic nu este tabu.”

,Un happening poate fi spontan, formal, anarhic, poa-
te genera o energie care intoxica. In spatele lui este
strigatul ,Trezeste-te!” Teoria happening-urilor este
aceea ca un spectator poate fi bruscat sa vada ceva
nou, astfel incat el sa se trezeasca la viata din jurul lui”

Concluzii

Inainte de a fi o problema de structura, de pozitie ar-
hitecturald, de mijloace de expresie scenicd, de cadru
regizoral sau de talent actoricesc, problema teatrului
este, in primul rand, o problema a societatii in care se
naste si se dezvolta. intelegerea si aprecierea evoluti-
ei sale istorice este esentiald in procesul de elaborare
a structurilor actuale de teatre. Teatrul este o artd care
se inradacineazd profund in existenta concretd, co-
lectiva, atat prin origini, cat si prin rezultatele sale asu-
pra unui public pe care il atrage, il trezeste, il obliga la
participare, public ale cdrui reactii si evolutii pe scena
vietii sociale furnizeaza teatrului esenta creatiei sale.

Secolul XX cunoaste o noud miscare in lumea teatru-
lui — in special in sensul cautdrii unor noi spatii teatra-
le - o miscare profunda si frenetica prin pluralitatea
mijloacelor si a problemelor ridicate. Toata aceasta
rascolitoare cautare ce continua azi si va continua si
in viitor incearcd sa defineasca SPATIUL TEATRAL in

6 Un hapenning “este incercarea de a forta permanent granitele, de
a elabora la nesfarsit, de a suspenda orice posibilitate ca omul de
teatru sa fie multumit de formula pe care o descopera, in Octavian
Saiu, In cautarea spatiului pierdut, Editura Nemira, Bucuresti, 2008,

pag. 179
7 Idem nota 8, pag. 55

e Improvisations in architectural and urban spac-
es (street theatre, folk theatre, theatre on the barrels) -
and how architectural space is designed to receive such
events?

"A Happening® is a very powerful invention, which de-
stroys from the very first stroke many dead forms such
as the sadness of the theatre buildings...”

"A Happening can be anywhere, any time, however,
nothing is required, and nothing is taboo.”

“A Happening may be spontaneous, formal, anarchic,
can generate an energy that intoxicate. Behind it is the
cry “Wake up!” The happening theory is that one: the
spectator can suddenly see something new, so he wakes
up to life surrounding him."”

Conclusions

The issue of theatre, before being a matter of structure,
of architectural position, of stage expression, of directo-
rial framework or acting talent, is primarily an issue of
the society in which it arises and develops. The apprecia-
tion and understanding of its historical evolution shall
be essential in the process of developing existing theatre
structures. Theatre shall be an art that is deeply rooted
in the concrete, collective existence, both through its ori-
gins as well as by its results over an audience that must
be attracted, waken up, required to participate; a public
whose reactions and developments on the stage of so-
cial life provides the theatre the essence of its creation.

Particularly for the purpose of searching new theatrical
spaces, twentieth century knows a new movementin the
theatre, a deep and frenetic movement by plurality of is-
sues and concerns raised. This search of today will con-
tinue in the future, trying to define the THEATRE SPACE
in the contemporary society. Current theories over de-

6 A happening “is the attempt to permanently force the limits, to
infinitely elaborate, to suspend any possibility that the theatre
creator be pleased with the discovered formula.; in Octavian Saiu, in
cdutarea spatiului pierdut [Looking for the lost space], Editura Nemira,
Bucuresti, 2008, p. 179.

7 Idem note 8, p. 55
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societatea contemporana. Teoriile actuale asupra ne-
cesitatii imaterializarii spatiului concret arhitectural
sunt emise tocmai cu scopul realizarii unei coincidente
a spatiului spiritual cu cel material. Dificultatea realiza-
rii acestei coincidente consta in faptul ca se considera
pana nu demult ca fiecarui text dramatic ii este nece-
sar un anumit spatiu teatral; impingerea la limite a cau-
tarilor artei teatrale in gasirea expresiei spatiale dorite
(neingradite), conduce de multe ori si la evadarea din
cadrul edificiului fix al teatrului, catre spectacole in aer
liber, arene, sdli polivalente, din dorinta de a cuceri un
nou public sau de a-l recuceri pe cel existent.

Bogatia si febrilitatea tentativelor, a propunerilor, nu
conduc, de fapt, cdtre descoperirea sau ,reinventarea
teatrului”, ci mai degraba ne prezinta un tablou al re-
volutiei gestului teatral in secolul XX ce continud si in
prezent.

Descoperirile tehnologice de ultima ora, introduse in
spectacolul modern, aduc si ele un plus de efect dra-
matic, sub indrumarea regizorald a unor ,pionieri” ai
vremii. Asimiland in modul cel mai accelerat formele
complexe ale culturii digitale, teatrul isi reasambleaza
propriul arsenal de mijloace artistice. Un ecran poate
insemna extensia spatiului real al salii si al scenei de
teatru, deschiderea catre o serie de noi universuri.
Problema globalizarii este intens discutatd peste tot
in lume, iar consecintele sale cele mai vizibile sunt: o
compresie a timpului si o reconfigurare permanentd a
spatiului. Teatrul nu este ferit de efectele globalizarii,
acestea putand fi clasificate in doua categorii distincte.
In prima categorie sunt aspecte pragmatice legate de
organizarea spectacolului, de transformarea sa in pro-
dus cultural supus legilor marketingului, de marile fes-
tivaluri care au devenit ,piete de desfacere”. In acest
sens, teatrul se daruieste cu totul deliciilor globalizarii,

8 ,Pe baza unui principiu de economie, pe baza unui principiu
de grupare a salilor de spectacole si pe baza principiului - astazi
stabilit - ca nu salile cu locuri numeroase corespund nevoii de
teatru modern, ci numarul mare al salilor cu locuri restranse,
care oferda mai multor trupe posibilitatea sa existe si sa varieze
spectacolele!, in lon Sava, Teatralitatea teatrului, Editura Eminescu,
Bucuresti, 1981, pag.176."

materialization of architectural spaces are issued just in
order to achieve a specific coincidence of spiritual space
with the material one. The difficulty of achieving this
coincidence is the fact, that it has been considered until
recently, that every dramatic text requires some particu-
lar theatrical space; pushing in theatrical art searches to
the limits in order to find the desired spatial expression
(unlimited) often leads to escape from the theatre build-
ing to the open-air shows, arenas, multipurpose facili-
ties, wishing to conquer new audiences or to regain the
existing one.

This richness of attempts, proposals, does not actually
lead to the discovery or “reinventing the theatre’; but
rather presents a picture of the twentieth-century’s the-
atrical revolution that continues even today.

Latest technological discoveries, inserted in the modern
spectacle under the directing guidance of some “pio-
neers’; provide extra dramatic effect. Assimilating in the
fastest way the complex forms of digital culture, theatre
reassembles his own arsenal of artistic means. A screen
can also mean real space extension of the hall and thea-
tre scene, opening towards some new worlds.

The problem of globalization is discussed extensively all
over the world and its consequences are most visible:
a compression of time and a permanent reconfigura-
tion of the space. Theatre is not bound by the effects of
globalization, which can be classified into two distinct
categories.

In the first category are the pragmatic aspects of organ-
izing performances, of its transformation into cultural
product - subject to the laws of marketing and about
the great festivals that have become “sales markets™.
In this sense, the theatre is devoted to all globalization’s
delights, appeals to aesthetic subterfuges to be acces-
sible anywhere and anytime; it renews its vocabulary by

8 “Based on a principle of economy, and on principle - established
today - that the modern theatres do not need halls with many seats,
but a large number of halls with limited places, giving the possibility
to many theatre companies to make representations there and to vary
the shows’, in lon Sava, Theatricality of theatre, Eminescu Publishing
House, Bucharest, 1981, p.176
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apeleaza la subterfugii estetice pentru a fi accesibil oriun-
de si oricand, isi innoieste vocabularul prin imprumuturi
fortate, absoarbe toata panorama de imagini ale limbaje-
lor media, numai pentru a raspunde unor asteptari dicta-
te de bursa artistica. lata de ce dintre sute de spectacole
care mizeaza pe ecrane si elemente vizuale dezlantuite,
numai cateva, foarte putine, sunt autentice.

In cea de-a doua categorie problematica spatiului este
hotaratoare: teatrul rezista globalizdrii, refuza compro-
misul estetic si se refugiaza la adapostul unei traditii a
spatiului pe care nimic nu o poate disloca. Sala de tea-
tru, oricat de afectata de noile tehnologii, rdamane fideld
unui model de relatie directd, imediata, oferd sansa in-
talnirii intre fiinte umane, nedespartite de niciun obsta-
col spatial.

Spatiul internetului, nelimitat si regenerat in permanen-
ta de propriile resurse, creeaza o permeabilitate deplina
a informatiei, o accelerare a ritmului cunoasterii, dar nu
poate oferi sansa contactului direct intre fiinte umane.
ESENTA TEATRULUI ESTE INTALNIREA, IAR OPTIUNILE
RAMAN NELIMITATE. Si voi incheia cu un gand al actritei
Maia Morgenstern: “Ce bine ca nimeni nu detine adeva-
rul universal despre meseria noastrd! E o sansa pentru
fiecare sa adauge lumii o picdtura de frumusete.”

9 Maia Morgenstern, interviu, in ,Adevdrul literar si artistic’, nr. 27,
ianuarie 2010
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