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Rezumat

Fenomenul teatral a evoluat continuu adaptdndu-se cerintelor fiecarei perioade istorice, fiind totodata un mijloc
de propagare a valorilor acesteia.

Tn contextul social actual, de perpetud schimbare si adaptare la suflul nou, teatrul are rolul semnificativ de a
propaga deziderate conceptuale, menite a fi model pentru o societate dezorientata aflata mereu in cautarea
identitatii. Astdzi rolul de simplu privitor este abolit, mizandu-se tot mai mult pe un teatru viu ce emana emotie,
traieste impreuna cu publicul sau, nu doar pentru public.

Spectacolul se schimba si odata cu el si spatiul. Evolutia conceptului de spectacol, atrage dupa sine schimbarea
spatiului. Desacralizarea teatrului si aducerea spectatorilor, in diferite spatii urbane neteatrale, ofera creatorilor
de teatru experimental noi forme de expresie Astfel un teatru viu care se simte, se vede, se aude, avand o
semnificatie cu precadere senzoriald isi gaseste puterea de a propaga valori artistice in contextul social actual,
fiind totodata un mijloc de propagare a volorilor acesteia.

Cuvinte cheie: teatrul neconventional, spatii teatrale, spatii teatrale alternative, teatrul experimental
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Introducere

Spectacolul se schimba si odatda cu el si spatiul. Arhiectura clasica a teatrelor, nu mai
corespunde cerintelor noului val de regizori. Evolutia conceptului de spectacol, atrage dupa
sine schimbarea spatiului, spre unul dinamic, usor transformabil pentru a oferi optiuni variate.

Teatrul, ca organism viu, nu poate fi oprit si canonizat, el a evoluat continuu adaptandu-se
cerintelor fiecarei periode istorice, fiind totodata un mijloc de propagare a volorilor acesteia.
Fenomenul teatral vdzut ca simbioza intre spatiu arhitectural si spectacol are nevoie mereu de
suflu nou, fiind intr-un proces perpetuu de transformare si extindere.

Asa cum relateaza Peter Sellars, spectacolul de teatru este un atribut al prezentului, avand
puterea de a influenta publicul de a transmite valorile si desideratele culturale actuale unei
societati dezorientate ce nu-si mai gdseste identitatea fiind mai degraba atrasa de
devertismentul accesibil, comercial. Acestea sunt premisele actuale,

“Teatrul dispune de un sens al timpului, acesta e prezentul. E momentul actual, dintre noi. E
momentul in care eu sunt aici, dumneavoastra acolo. E un moment pe care nu-l putem repeta.
E intotdeauna un moment exact, precis. Teatrul nu poate crea decéat prezentul. Dar interesant
este faptul ca el vorbeste despre trecut in prezent.” (Toniza 2004, 538)

Asumandu-ne aceste premize, teatrul creat acum si aici, adopta suflul nou, neconventional,
inoculat de viziunile actuale ale creatorilor de teatru, care isi doresc sa scape de rigiditatea
spatiilor clasice, conventionale si sa patrunda in viata cotidiana a publicului.

Desacralizarea teatrului si aducerea spectatorilor, in diferite spatii urbane neteatrale, ofera
creatorilor de teatru experimental, perceptii diferite, facandu-i sa viseze la noi forme de
expresie Astfel un teatrul viu care se simte, se vede, se aude, avand o semnificatie cu
precadere senzoriald isi gaseste puterea de a propaga valori artistice in contextual social actual.

Teatrul nu mai depinde de un loc anume, el poate fi reprezentat oriunde, pe strada, in cafenele,
n spatii abandonate, tot ce conteaza este legdtura dintre spectacol si spectator, privitorul
devine parte integrald a actului creator.

Limitand discutia la niveul artei teatrale experimentale, spectacolul nu poate fi separat de
spatiu si invers, au trdit, au evolut si s-au reinventat Tmpreuna, de-a lungul istoriei. Avand ca
premisd aceasta relatie indestructibild, fiind o reflexie a societatii jucand rolul de a propaga
valorile specifice fiecarei periode istorice si totodata de a manipula, masele.

Tn contextul social actual, de perpetud schimbare si adaptare la suflul nou, teatrul are rolul
semnificativ de a propaga deziderate conceptuale, menite a fi model pentru o societate
dezorientatd aflatd mereu in cdutarea identitatii/echilibrului. Astazi rolul de simplu privitor este
abolit, mizdndu-se tot mai mult pe un teatru viu ce emana emotie, trdieste impreuna cu
publicul sdu, nu doar pentru public.

Evolutia fenomenului teatral in secolele XX, XXI

Imaginea teatrului cunoscut de noi, se contureaza in secolul al XVllI-lea. Putem vorbi in sfarsit
de inceputurile regiei moderne, prin Scoala din Meiningen din Germania. Teatrul din
Meiningen renunta la conventionala scena deschisa, preferand scena inchisa, realistd cu cadru
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de interior. De asemenea, inlocuieste decorurile bidimensionale pictate, cu decoruri construite
tridimensional, pentru ca iluzia realitatii sa fie mai usor acceptatd de spectator.

Secolul al XX-lea este tumultuos pentru arta teatrului, numerosii regizori abordeaza noi forme
de expresie, pentru a aduce mereu ceva nou. Nu mai putin diverse sunt si solutiile date de
problema amenajarii scenei, de la pdstrarea in linii mari, a tipului clasic de configurare, publicul
pozitionat in fata scenei, dar cu sensibile modificari cum ar fi abolirea rampei, avanscena
laterald si posibilitatea de a reduce deschiderea scenei, la cdutarea unor noi structuri scenice
care sd realizeze o apropiere fizica cu actorul.

Tnceputul secolului XX aduce shimbéri in modul de percetie a teatrului. Acesta trece de la
divertismentul siropos al secolului XIX la realismul dramatic prezentand imaginea necenzurata
a societatii. Tinerii dramaturgi si regizorii migreaza spre spatii alternative, improvizate unde pot
sa-si prezinte liber creatiile. Noul teatru marcat de realismul scenic si trecerea de la decorul
pictat la cel construit este legat de infiintarea companiei Theatre Libre coordonatd de Andre
Atoine, adept al naturalismului scenic.

Abordarile scenice naturaliste s-au perpetuat cu rapiditate la nivelul intregii Europe. Tns3
apogeul naturalismului scenic il atinge Konstantin Stanislavski reusind sa surprindd patina
timpului, ambientul denotat de statutul social si inclusiv mirosul, astfel scenografia atinge noi
valente senzoriale, tablou completat de realismul din dramaturgia lui Anton Cehov.

Un secol al controverselor al negarii si renasterii conceptuale, in scurt timp naturalismul scenic
este blamat iar cei mai radicali exponenti impotriva imaginii scenice ce reproduce fotografic
realitatea sunt Gordon Craig si Adolf Appia care esentializeaza arta teatrald atat la nivel
scenografic cat si regizoral. Abstractizeaza decorul rezumandu-l la cateva elemente
arhitecturale ,trepte, coloane, un joc grafic care este accentuat de virulenta luminii .

Primul Razboi Mondial transforma teatrul intr-un strigat contestatar impotriva indeologiilor
probagate. Apogeul spectacolelor teatrale ce au ca scop protestul este atins de teatrul dadaist
CuU ai sa-i reprezentanti Tristan Tzara, Hugo Ball si Emmy Hennigs care au fondat in 1916 la
Zurich Cabaret Voltare. Profitand de statul neutru al Elvetiei, ies in evidenta prin spectacolele
violente si haotice, unde muzica dansul si poezia sunt reprezentante concomitent intr-un
strigat disperat impotriva ororilor razboiului.

Imaginea societatii s-a reflectat mereu in teatru. Sfarsitul Primului Razboi Mondial aduce lozinci
precum Teatrul e o armd, insusi Vsevolod Meyerhold propaga lozinca Aucetila Teatru Revolutia
din Octombrie. Devenid o arma, un mod de a esentializa trairile unei natiuni,teatrul devine o
arma modelatoare a maselor.

La nivel vizual, scenografic, Vsevolod Meyerhold expune desavarsit ideologiile si simbolistica
decostructivismului rus. Tn abordarile sale scenice propune un spatiu eviscerat, desfiinteaza
cadrul scenei si proscena lansand la vedere peretii goi din caramida si propune o scenografie
creatd din platforme pe mai multe nivele, scari, rampe, rotii, ce sunt suport pentru spatiul de
actiune unde actorul este transfigurat intr-o marioneta bio-mecanica.

Agitatia politica mondiald continua odata cu Al Doilea Razboi Mondia aducand cooperarea in
randul teatrelor independente din Germania si Italia care orgazeaza mici reprezentatii pe front
pentru a distra trupele.

Sfarsitul Razboiului lasd cicatrici, publicul empatizeaza cu spectacole de divertisment,
siropoase, musical, spectacolele de pe Broadway au un mare succes. Dar costurile din ce in ce
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mai ridicate ale productiilor si suventiile acordate teatrelor din provincie, in Statele Unite,
Anglia si Germania, transforma spatii precum o piata de bumbac din Manchester in Royal
Theatre, ce are o structura atipica, un cub din sticld asezat pe patru stalpi. Un alt exeplu este
Alley Theatre ce isi desfdsoara activitatea intr-o fosta fabrica de evantaie din Hustan. Astfel
micile trupe migreaza spre spatii alterative atragand publicul.

Ani 70 aduc criza financiara in randul teatrelor, care desi suventionate se confruntd cu lipsa
publicului situatie delicatd fiind amplificatd si de costurile mari ale productiilor. In acest context
defavorabil teatrele din Europa gazduiesc proiecte independente, experimentale reusind sa
atraga un pubilic nou, Tnsetat sa experimenteze noi forme de expresie.

Spatiul teatral vazut din prisma regizorilor

Bazele teoretice si conceptuale ale noului teatru sunt conturate, toreticieni si regizori schiteaza
imaginea teatrului ideal unde pot sa-si etaleze fard constrangeri creatiile.

Antonue Artaud vede posibild o renastere a teatrului, prin eliminarea conventionalitatii
limbajului, esentializand spectacolul la o forma strict vizuala. El considera ca teatrul si-a pierdut
atractivitatea, elitele nemaigasind stimulul provocator, renunta la el, iar masele isi cauta
satisfactii imediate, cu un mesaj facil, in locuri accesibile precum sala de cinema, music-hall,
sau circ. Teoriile sale legate de arta teatrului propun, un spectacol credibil, realist, viu,
atragator, asftel publicul “va crede in visele teatrului” (Toniza 2004, 304). Se face apel la un
spectacol total, care exploateaza la maxim sensibilitatea noastra senzoriald prin sunet, ritm,
imagine, comasat int-un act artistic unitar.

Pornind de la spectacolul total, ce isi are radacinile pe o experienta comuna, act artistic,
privitor, Jerzy Grotowski s-a concentrat in demersurile sale teoretice asupra relatiei spectacol-
spectator. El nu vede teatrul, ca pe o satisfacere imediatd a nevoilor culturale si nici ca pe un
mod de divertisment facil. Teatrul e mai mult, e apanajul spectatorului a carui “neliniste nu
este generala, ci indreptatd in sensul cautarii adevarului despre sine insusi si despre viziunea
lui In viata.” Toniza 2004, 209). Mizand pe un spectacol care sa incite emotional si intelectual
spectatorul, un act artistic cu rol initiatic pentru publicul sau.

Tot Grotowski vorbeste despre teatru ca loc de intalnire al creatorilor si artelor. Preocuparile
sale spatiale trec granitele spectacolului si ajung si in sfera arhitecturii, fiind preocupat inclusiv
de modul de dispunere al scaunelelor spectatorilor, doar printr-o simbioza perfecta se poate
crea un act cu adevarat emotionant si valoros.

Peter Brook cu a sa lucrare Spatiul gol, demonteaza teatrul traditonal atat ca spatiu cat si ca
abordare regizorald. Mizand pe latura brutald a teatrului si considerand ca acesta se poate face
oriunde, pe strada, Tn hambare, In mansarde, tot ceea ce conteaza este contactul,
interactiunea cu publicul, acesta forta fiind definitorie pentru arta spectacolului.

“Pot sa iau orice spatiu gol si sa-l consider o scend. Un om traverseaza acest spatiu gol, si altul
il priveste si e tot ce trebuie sd aibad un act teatral.” (Brook, 2014, prefata)

Brook are puterea de a metamorfoza orice spatiu urban fie el public sau privat Intr-un spatiu
teatral, mizad pe efemeritatea timpului si variatatea arhitecturald esentializeaza aceste doua
elemente inseparabile, spatiul si spectacolul, intr-un act de creatie total ce inglobeaza intr-un
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intreg privitorul si creatorul. El vine in Tntdmpinarea noului public cautdnd neincetat spatiul
ideal pentru a fi cadrul noului teatru eliberat de rigiditatea salilor clasice.

Privit ca loc de intalnire intre arte si creatori si in final, intre oameni si produsul artistic, teatrul
devine o experienta comuna. Bariera spatiului constrangdtor, care limiteaza fara drept de apel
cele doud lumi, spectacol-spectator, se vrea a fi eliminatd, astfel, se poate produce o legdtura,
o apropiere intre cele doua parti esentiale functionarii spectacolului.

Dorintele oamenilor de teatru in ceea ce priveste arhitectura salilor de spectacol, sunt expuse,
intr-un mod relevant in lucrarea lui Adolphe Appia Acteur, Espace, Lumiere, Peinture, aparuta
in 1920: “(...) noi vom ajunge mai devreme sau mai tarziu la o sald, un fel de catedrald a
viitorului, care Intr-un spatiu vast, liber si transformabil, va primi manifestatiile cele mai diverse
ale vietii noastre sociale si artistice si va fi locul prin excelentda unde arta dramatica va inflori,
cu sau fara spectatori.” (Appia 1920)

Tncd din secolul XX, observdm dorinta regizorilor spre spatii flexibile, care s3 le ofere puterea
de a crea liber, fara constrangeri spatiale. Daca teatrul traditional, nu le ofera astfel de spatii,
acestia sunt dispusi sa merga in cdutarea expresiei dorite Tn afara salii clasice a teatrului.

Flexibilitatea spatiului teatral

Arhiectura teatrelor, nu mai raspunde cerintelor noului val de regizori. Evolutia conceptului
noului tip de spectacol, atrage dupd sine schimbarea spatiului, spre unul dinamic, usor
transformabil pentru a oferi optiuni variate.

“Arhitectii si-au dat seama ca, daca continua sa ignore realitatea, inceteaza sa mai existe. Motiv
pentru care au inceput sa faca concesii tehnicii si exigentelor societatii, sau, mai degraba sa
inteleaga ca frumusetea nu constituie o valoare in arhitectura decéat daca aceasta este capabila
de a o pune in evidenta servind nevoile vietii intr-o maniera perfect organizata din punct de
vedere tehnic.” (Arendt, 1997, coperta 4)

Desigur, ca si in celelalte arte, conflictele legate de traditie si experimental, apar si in
arhitectura, dar pand la urma acest vast domeniu este facut sa serveascd si sa vina in
ntdmpinarea functiunii pe care o deserveste, asigurand cadrul optim.

Primele schimbari spatiale referitoare la salile de teatru au apdrut din dorinta regizorilor de a
crea apropierea spectatorului de spectacol. Acest desiderat conceptual al modului de abordare
a spectacolului de teatru a atras dupa sine si transformarile scenice, adoptarea flexibilitatii
spatiului de joc, scena obtinand astfel un suflu nou prin eliberarea barierei rampei si oglinzii
scenei.

O problema care a preocupat mereu, este aceasta limitd ca loc de intalnire al celor douad
entitati, al celor doua lumi realmente diferite, care trdiesc intr-o relatie simbiotica de mai bine
de doudzeci si cinci de secole. De la amfiteatrul grec cu limita clard, la teatrul de strada
medieval, trecand prin controversata Comedia dell’Arte, la teatrul spaniol renascentist, unde
clasele privilegiate erau poftite pe scend, si ajungand pana azi unde spectatorul face parte din
actul creator, limita fizica se vrea a fi reprimata si de noile teorii regizorale.

Tn 1927, raspuns, la noile viziuni conceptuale, ale regizorilor, la Bauhaus, i-a nastere proiectul
Teatrului Total al arhitectului Walter Gropius, un spatiu flexibil, dinamic, care aldturi de un
sistem de proiectii devenea o adevarata masinarie de teatru.
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Pentru Walter Gropius, “(...) teatrul este un centru de educatie colectiva si contribuie la
rezolvarea contradictiei dintre munca de masd si existenta individuald, reintegrand
sensibilitatea < stirbitd > de munca mecanica, in procesele si ritmurile sale, stabileste un
contact deplin cu realitatea si satisfacerea instinctelor totale. Teatrul nu va mai fi o instruire
moralista sau o scoald a sentimentelor, ci o educare integrald a sensibilitatii care are ca scop
de a dezvolta, prin capacitate perceptiva, aptitudinea pentru organizarea si constructia rapida
a spatiului.” (Argan 1976, 133)

Teatrul Total, pune accent pe intreg spatiu teatral, sala are o forma elipticd, semanand cu un
ou imens taiat in doud. Flexibilitatea spatiului, este datd de scena turnanta si mobila pe trei
directii si ale carei practicabile se pot deplasa in jurul salii. Avanscena, se poate ridica si 13sa,
iar primele randuri de scaune se pot roti cu 180 de grade, transformandu-se intr-o arena
devenind astfel un spatiu total.

Desi nerealizat, proiectul a devenit un model, un punct de plecare spre noile spatii teatrale
transformabile si adaptabile la noile viziuni regizorale.

Ca si Gropius, constructivistii rusi se Tnvart in aceleasi sfere conceptuale, ei vad in teatru un
mod de a educa, de a duce omul intr-o noua dimensiune spirituald. Constructivistii rusi, cu
precadere Konstantin Melnikov, propun implicarea spectatorului intr-un mod activ, ca parte
din creatie, ne mai fiind un simplu privitor.

Spatiile create de Melnikov, intr-un club muncitoresc din Rusia au un sistem flexibil de
compartimentare, cele sase sali pot fi transformate intr-una singurd. Adopta solutii inovatoare,
oferind asftel atmosfera optima pentru diferite activitati: educative, politice, culturale, apare
ideea de spatiu multifunctional.

Teatrul experimental, vazut prin prisma spatiilor, a salilor flexibile, multifunctionale, usor
transformabile si adaptabile de la un tip de scena la altul, (scena elisabetand, scena italiang,
scend tip arend), poate avea rolul de a tine publicul legat de teatrul clasic, de acel simbol
arhitectural, dar totodata oferindu-le creatorilor de teatru multiple posibilitati de exprimare a
creatiilor.

De-alungul istoriei, astfel de spatii sunt gasite sub diferite nume: Sala atelier Sala studio, Sala
experimentald. Ele au fost create in teatrele mari, care pe langa Sala Mare, clasica si dominanta
au simtit nevoia sd aiba in structura lor si aceste mici sali alterative, din dorinta de a nu pierde
creatiile avangardiste, care negdsind cadrul optim migreaza spre spatii neconventionale, asa
zise neteatrale.

Teatrul Municipal din Ulm, Germania, ofera o salda mica cu o capacitate de 200 locuri, sala
Podium, creatie a arhitectului Fritz Schafer si a scenografului Thomas Munter. Acestia
proiecteaza sub scena mare o sald experimentald, flexibild cu plan hexagonal, avand un
diametru de 18 m, si putand fi transformata in sala clasica italiana, cu gradene, scena si corting,
in sald arenad, cu scena centrald, sau elisabetana cu public pe trei laturi.

O alta sala trasformabila este Sala Micd a teatrului din Dusseldorf, cu dimensiuni reduse,
numarul spectatorilor difera in functie de modul de amenajare de la 250 la 300 de locuri. Desi
are in componenta o parte fixa centrald, flexibilitatea este data de spatiile laterale, mobile si
transformabile, dar si de dinamismul peretilor mobili, care pot fi dispusi liber, oferind astfel
scenografii spatiale variate.
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Tot din dorinta de a elibera spectacolul de constrangerile traditionale, arhitectul Bernard
Guillaumot creazd In Franta proiectul pentru o sald adaptabild la Vitry, avand cu un plan
hexagonal, delimitat de pereti amovibili, ce despart circulatia de incinta salii. Atipic n acest nou
spatiu este dispunerea sa in plan vertical. Cele doua galerii, prima,situata la 5.30 m de la sol,
Tnconjoara sala pe doua laturi asigurand accesul la cealaltd galerie suspendatad, la 7.35m de la
sol. Aceste pasarele, care Tnvaluie scena, sunt concepute ca o prelungire a spatiului de joc,
spectatori fiind Tn mijlocul actului artistic.

Tot in Statele Unite, in 1961, arhitectii firmei Harry Weese & Associates, realizeaza Teatrul
Arena Stage din Washington. Sala are ca si configuratie, un plan central care impreuna cu
plafonul tehnic desfasurat pe toata suprafata salii, ofera numeroase tipuri de montari scenice.

Tn 1968, la noi in tard, Liviu Ciulei, transformd un spatiu traditional, intr-o sald dinamic§ Sala
Studio a teatrului Lucia Sturdza Bulandra. Spatiul poate fi compus atatin scena italiana, in scena
elisabetana cat si in scend arena.

Cu doar cativa ani in urmd, (2014) Teatrul National din Bucuresti a fost inaugurat in noua s-a
forma, avand sapte sali, dintre care sase transformabile (Sala Mare, Sala Mica, Sala Studio, Sala
Pictura,Sala Atelier, Sala in aer liber, Sala Media) devenind astfel o adevarata masindrie de
teatru, adaptandu-se tendintele actuale, din dorinta de a pastra publicul legat de acest simbol
cultural, teatrul.

Teatrul neconventional

Tn ultimii ani, teatrul s-a schimbat, a luat o directie surprinzatoare. Teatrul burghez era in
perfectda concordanta cu functiile sale, iar cladirile de odinioara au supravietuit, lasandu-ne
astfel o mostenire zadarnicd. In zilele noastre teatrele construite indeplinesc rareori conditiile
necesare pentru ca viata sa existe cu adevarat. Migrarea spre spatii improvizate, constituie o
alternativa pentru explorarea vietii teatrale in adevaratul sens al cuvantului.

Spatii teatrale neconventionale

Spatiul scenic conventional este contestat, apare teatrul experimental, ca manifest impotriva
rigorii scenei naturaliste, modificand conventiile traditionale de spatiu, de circulatie. Apare
spatiul non-teatral, iar publicul este invitat sa ia parte la actiune. Printre primele aparitii de
reprezentari intr-un spatiu non-teatral sunt la New York, in 1979, cand un grup de artisti au
Tnceput sa foloseasca fostele sali abandonate ale scolii ”Public School 122” pentru spectacolele
de teatru experimental. Astfel spectacolul de teatru sparge barierele cladirii cu fuctiunea clara
de teatru. Apar tot mai multe abordari experimentale, unde creatorii exploateaza incarcatura
senzoriald a spatiului transformandu-I intr-un act artistic total.

Tn ultimi anii regizorii romani, incep s& exploateze spatiile teatrale neconventionale venind
astfel in Intdmpinarea publicului ce nu se regdseste in abordarile clasice, traditionale. Astfel un
teatru viu ce emana si propaga emotia unui act artistic valoros reuseste sa ajunga in randul
publicului ce pana azi nu frecventa sala de teatru.

Ramand in acesta sfera a teatrului experimental din Romania, putem aminti remarcabila
punere in scend a piesei Faust de Johann Wolfgang von Goethe regizata de Silviu Purcarete,
care deschide noi orizonturi pentru spatiul scenic. Fosta hald Simerom din Sibiu este amenajata
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mai Intai ca sald clasica tansformandu-se ulterior in imaginea simbolica a iadului, loc in care
este invitat si publicul spectator sa ia parte la impresionatul joc actoricesc, contopit cu
elemente specifice circului, acrobatie si jonglerii cu focul.

O alta abordare neconventionala a unui spectacol de teatru de data acesta din Bucuresti este
creatia trupei Rampa din 2014, reusind sa creeze atmosfera din Azilul de noapte de Maximi
Gorki intr-o experienta inedita, avand drept fundal spatial Hanul Solacalu. Abordarea
experimentald inglobeaza spectatorii in actul artistic, spatiile de joc multiple de la curte la
camerele de la etaj animate de actori ofera publicului un teatru viu, natural, necenzurat, ce are
drept scop propagarea valorilor artistice, culturale in randul unui public nou, ce nu se regdseste
in sdlile clasice de teatru.

Teatrul de strada

O alta forma a teatrului neconventional, este teatrul de strada, care s-a nascut din dorinta
regizorilor de a fi cat mai aproape de spectatori, de a veni in intdmpinarea lor, de a se intalni
necontrolat cu publicul. Locurile de desfasurare sunt variate, de la parcuri, spatii comerciale,
parcari auto pana la statiile de metrou.

“Aceste initiative tind spre o deplind libertate a expresiei ideologice, care se poate atinge n
afara oricarei organizari comerciale si cel mai adesea in aer liber”. (Pandolfi 1971, 407)

Cateva exemple ar fi: Mime Troup, San Francisco, care au creat o serie de spectacole inspirate
din personajele Comediei dell Arte, la Minneapolis Firehouse Theatre au montat in aer liber
piese de Megan Terry.

La noi in tara “Teatrul Masca”, infiintat in 1990 de catre Mihai Malaimare, a facut pionierat in
acest tip de abordare a spectacolului de teatru. Lipsa unui spatiu construit i-a determinat sa
iasa In stradd, axandu-se pe reprezentadri de dans si pantomima. Cu o serie de mici spectacole
in aer liber, in parcu pe strada, precum: Liceeni, Statuile, Pardesiele, Betivul, Romeo si Julieta,
etc., aceste aborddri ne duc in zona performance, bazandu-se pe un impact direct cu publicul.
Textul lipseste, accentul se pune doar pe puterea vizualului.

Fig. 1. Festivalul de statui vivante, Bucuresti 2016, Curtea vilei Cesianu
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Din 2010 Tn Bucuresti se organizeazad festivalul de teatru de strada B-FIT in the Street si
Festivalul de statui vivante (Fig. 1) care anima si cultiva un gust pentru astfel de reprezentari
neconventionale, oferind publicului intdmplator posibilitatea de a lua contact cu teatrul.

Teatrul de stradd in contextual actual poate avea rol de promotor a valorilor culturale in randul
maselor, o manifestare mesager, un mijloc de propagare a artei si de ce nu de manipulare spre
cizelarea gustului publicului spectator.

Concluzii

Asa cum spune Peter Sellars. “Ceea ce-mi place in teatru e faptul ca el nu se incheie niciodata.
Continuam mereu sd lucram. (...) Lucrul nu e terminat niciodata, pentru ca teatrul e intotdeuna
un proces, niciodata un punct de sosire.” (Toniza & Banu 2004, 539).

Teatrul, ca organism viu, nu poate fi oprit si canonizat, el are nevoie mereu de suflu nou, fiind
intr-un proces de transformare continud. Rolul de simplu privitor este abolit. Un teatru viu
emand emotie, traieste impreuna cu publicul sdu, nu doar pentru public. Tot mai des
participam la puneri in scena ale unor opere clasice, dar intr-o atmosfera noua.

Spectacolul se schimba si odata cu el si spatiul. Arhiectura clasica a teatrelor, nu mai
corespunde cerintelor noului val de regizori. Evolutia conceptului de spectacol, atrage dupa
sine schimbarea spatiului, spre unul dinamic, usor transformabil pentru a oferi optiuni variate

Desacralizarea teatrului si aducerea spectatorilor, in diferite spatii urbane neteatrale, ofera
creatorilor de teatru experimental, perceptii diferite, facandu-i sa viseze la noi forme de
expresie. Astfel un teatru viu care se simte, se vede, se aude, avand o semnificatie cu precadere
senzoriald isi gaseste puterea de a propaga valori artistice in contextul social actual.

Teatrul nu mai depinde de un loc anume, el poate fi reprezentat oriunde, pe strada, in cafenele,
n spatii abandonate, tot ce conteaza este legdtura dintre spectacol si spectator, privitorul
devine parte integrald a actului creator. Acest organism viu, “teatrul” cauta mereu noi forme
de expresie, este intr-o permanenta miscare, intr-o continua dorinta de a surprinde, de a crea,
de a experimenta noi senzatii. Spatiile neconventionale si salile flexibile, transformabile, devin
atragatoare pentru regizori, oferindu-le cadrul optim pentru a-si elebora creatiile.
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Abstract

The theatrical phenomenon has evolved continuously by adapting to the requirements of each historical period,
being also a means of propagating its values.

In the current social context of perpetual change and adaptation to the new trends, the theatre plays a significant
role in propagating conceptual desiderata, meant to be a model for a disoriented society always in search of
identity. Nowadays, the role of a simple viewer is abolished, counting more and more on a living theatre that
emits excitement, lives with his audience, not just for the audience.

The show changes and with it the space. The evolution of the show concept entails the change of space. By
desecrating the theatre and bringing spectators into different non-theatrical urban spaces provides experimental
theatre creators with new forms of expression. Thus, a living theatre that is felt, is seen, is heard, with a sensory
significance in particular, finds its power to propagate artistic values in the current social context, being also a
means of propagating its values.

Keywords: unconventional theater, theatrical spaces, alternative theatrical spaces, experimental theater

! Article from the PhD, unpublished: Unconventional theater, Connection, space, technology, show. Scientific
coordinator: prof. PhD. arch. Emil Barbu Popescu
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Introduction

The show changes and with it the space. The classic architecture of theatres no longer meets
the requirements of the new wave of directors. The evolution of the show concept, entails the
change of space, toward a dynamic one, easily transformable in order to offer varied options.

Theatre, as a living organism, can not be stopped and canonized, it has evolved continuously
by adapting to the requirements of each historical period, being also a means of propagating
its values. The theatrical phenomenon seen as a symbiosis between architectural space and
the show always needs a new breath, being in a perpetual process of transformation and
expansion.

As Peter Sellars relates, the theatrical performance is an attribute of the present, having the
power to influence the public to convey the current cultural values and desiderata to a
disoriented society that is no longer identifiable, being rather attracted by the affordable,
commercial entertainment. These are the current premises.

"The theatre has a sense of time, this is the present. This is the current moment, among us. It's
the time I'm here, and you are there. It's a moment we can not repeat. It's always an accurate,
precise moment. The theatre can only create the present. But interesting is that it talks about
the past in the present." (Toniza 2004, 538)

Assuming these premises, the theatre created here and now adopts the new, unconventional
breath, inoculated by the current visions of theatre creators, who wish to escape the rigidity
of classical, conventional spaces and to penetrate into the everyday life of the audience.

By desecrating the theatre and bringing spectators into different non-theatrical urban spaces
provides experimental theatre creators with different perceptions, making them dream about
new forms of expression. Thus, a living theatre that is felt, is seen, is heard, with a sensory
significance in particular, finds its power to propagate artistic values in the current social
context.

Referring to the experimental theatrical phenomenon, it can not be treated and understood
as a singular act, isolated by the whole, namely by the theatrical art in general and implicitly by
the present society, eager to explore new experiences.

By limiting the discussion to the level of experimental theatrical art, the show can not be
separated from space and vice versa, they have lived, evolved and reinvented together
throughout history. Having as a premise this indestructible relationship, being a reflection of
society, playing the role of propagating the values specific to each historical period and at the
same time of manipulating, guiding the masses.

In the current social context of perpetual change and adaptation to the new breath, the
theatre plays a significant role in propagating conceptual desiderata, meant to be a model for
a disoriented society always in search for identity / balance. Nowadays, the role of a simple
viewer is abolished, becoming more and more a living theatre that emits excitement, that lives
with its audience, not just for the audience.
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Evolution of the theatrical phenomenon in the XX-th centurie

The image of the theatre we known is shaped in the eighteenth century. We can finally speak
of the beginnings of modern direction, through the Meiningen School in Germany. The
Meiningen Theatre gives up the conventional open stage, preferring the closed, realistic stage
with an indoor frame. It also replaces two-dimensional painted decors with three-dimensional
built-in decors in order for the illusion of reality to be more easily accepted by the spectator.

The twentieth century is tumultuous for the art of theatre, many directors are addressing new
forms of expression for bringing always something new. Not less varied are the solutions given
by the issue of setting up the stage, from broadly keeping the classic configuration type, the
audience positioned in front of the stage, but with sensitive changes such as abolition of the
footlights, the side forestage and the possibility of reducing the stage opening, looking for new
stage structures to make a physical closure with the actor.

The beginning of the twentieth century brings changes in the perception of the theatre. It
switches from the 19th-century mushy entertainment to the dramatic realism presenting the
uncensored image of society. The young playwrights and directors migrate to alternative,
improvised spaces where they can freely present their creations. The new theatre marked by
the scenic realism and the transition from the painted decor to the one built is related to the
establishment of Theatre Libre Company, coordinated by Andre Atoine, a supporter of scenic
naturalism.

Naturalistic scenic approaches have been rapidly perpetuated across Europe. But the climax of
scenic naturalism is reached by Konstantin Stanislavski, surprising the track of time, the
environment denoted by the social status and including the smell, so the scenography reaches
new sensory valences, a picture completed by the realism of the characters of Anton Cehov's
dramaturgy.

A century of controversies of conceptual denial and rebirth, shortly the scenic naturalism is
blamed, and the most radical exponents against the scenic image that reproduces
photographic reality are Gordon Craig and Adolf Appia, who essentialize the theatrical art at
both stage and directorial level. They abstract the decor by summing it up to a few architectural
elements, steps, columns, a graphic game that is accentuated by the virulence of light.

The First World War transforms the theatre into a objectionable cry against propaganda. The
climax of theatre performances aiming at being a protest is reached by the Dadaist Theatre
with its representatives Tristan Tzara, Hugo Ball and Emmy Hennigs who founded in 1916, in
Zurich, the Cabaret Voltare. Taking advantage of the neutral state of Switzerland, theatre
stands out through violent and chaotic performances, where dance, poetry and music are
simultaneously represented in a desperate cry against the horrors of war.

The image of society has always been reflected in theatre. The end of First World War brings
slogans as the Theatre is a weapon, Vsevolod Meyerhold himself propagates the slogan Bring
the October Revolution to the Theatre. Becoming a weapon, a way to essentialize the emotions
of a nation, theatre becomes a modeling weapon of the masses.

Visually, scenographically, Vsevolod Meyerhold fully exposes the ideologies and symbolism of
Russian deconstructivism. In his scenic approaches, he proposes an eviscerated space, destroys
the stage frame and the proscenium by leaving out at sight the brick walls and proposes a
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scenography created from multi-level platforms, stairs, footlights, wheels, which are a support
for the action space where the actor is transfigured in a bio-mechanical puppet.

World political agitation continues with World War I, bringing cooperation among
independent theatres in Germany and Italy, which organizes small performances on the front
to entertain troops.

Te end of War leaves scars, audience empathizes with mushy entertainment shows, musical
performances, Broadway shows have been a great success. But the increasing cost of
productions and subsidies granted to provincial theatres in the United States, England and
Germany transforms spaces such as a Manchester-based cotton market in the Royal Theatre,
which has an atypical structure, a glass cube sitting on four pillars. Another example is the Alley
Theatre, which operates in a former fan factory in Hustan. So, the small troops migrate to
altered spaces, attracting the audience.

The 70s bring the financial crisis among the theatres, which, although subsidized are
confronted with the lack of audience, the delicate situation being amplified by the increasing
costs of productions. In this unfavorable context, theatres in Europe host independent,
experimental projects that manage to attract audience, a new theatre consumer eager to
experience new forms of expression.

The theatre space seen from the directors’ perspective

The theoretical and conceptual bases of the new theater are contoured, theoreticians and
directors outline the image of the ideal theatre where they can show their creations without
constraints.

Antonue Artaud sees the rebirth of theatre as being possible, by eliminating the
conventionality of language, essentializing the show to a strictly visual form. He thinks that
theatre has lost its attractiveness, the elites since can not find their provocative stimulus, give
it up, and the masses seek immediate satisfactions, with an easy message, in accessible places
such as the cinema, music-hall, or circus. His theories on the theatre art offer a credible,
realistic, live, attractive show, where the audience "will believe in theatre’s dreams." (Toniza
2004, 304). He calls for a total show, which maximizes our sensory sensibility through sound,
rhythm, image, merged into an unitary artistic act.

Starting from the total show, which has its roots on a shared art experience, the viewer, Jerzy
Grotowski focused on his theoretical approaches on the spectacle-spectator relationship. He
does not see the theatre as an immediate satisfaction of cultural needs, nor as an easy way of
entertainment. Theatre is more, it is the privilege of the spectator whose "anxiety is not
general, but directed in the sense of searching the truth about himself and about his vision in
life." (Toniza 2004, 209). He is counting on a show which to emotionally and intellectually incite
the spectator, an artistic act with an initiative role for its audience.

Still Grotowski talks about the theatre as a venue for creators and arts. His space concerns
cross the boundaries of the show and come into the sphere of architecture, being concerned
with the layout of the spectators' seats, only through a perfect symbiosis a truly moving and
valuable act can be created.
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Peter Brook with his Empty Space work, shakes traditional theatre as both space and directorial
approach. Counting on the brutal side of the theatre and considering that it can be done
anywhere, on the street, in barns, in attics, everything that matters is the contact, interaction
with the public, this force being defining for the art of the show.

"| can take any empty space and consider it a scene. A man crosses this empty space, and
another is watching him and it's all a theatrical performance should have." (Brook 2014,
preface)

Brook has the power to metamorphose any urban space whether public or private in a
theatrical space, by counting on the transience of time and the architectural variety
essentializes these two inseparable elements, space and show, in a total creative act
encompassing a whole, viewer and creator. He meets the new audience constantly searching
forthe ideal space, for making it the frame of the new theatre freed from the rigidity of classical
rooms.

As a meeting place between arts and creators, and finally, between people and the artistic
product, the theatre becomes a common experience. The constraining space barrier, which
limits beyond a reasonable doubt the two worlds, show-spectator, is supposed to be
eliminated, thus, a connection, a closeness between the two essential parts of the show
performance can be reached.

The desires of theatre people in terms of architecture of the auditoriums, are displayed, in a
relevant way in the work of Adolphe Appia Acteur, Espace, Lumiere, Peinture, published in
1920: "(...) we will arrive sooner or later in a hall, a kind of cathedral of the future that, in a
vast, free and transformable space, will receive the most diverse manifestations of our social
and artistic life and will be the place where excellence will dramatically blossom, with or
without viewers." (Appia 1920)

As early as the twentieth century, we note the directors' desire for flexible space, which gives
them the power to create freely without space constraints. If the traditional theatre does not
offer such spaces, they are willing to go looking for the desired expression outside the classical
theatre.

Flexibility of the theatre space

The theatres’ architecture, no longer meets the demands of the new wave of directors. The
evolution of the concept of new type of show, entails the change of space, to a dynamic one,
easily transformable in order to offer varied options.

"Architects have realized that if they continue to ignore reality, they cease to exist. The reason
they began to make concessions to the technique and the exigencies of society or rather to
understand that beauty is not a value in architecture unless it is able to highlight it by serving
the needs of life in a perfectly organized technical manner." (Arendt 1997, cover 4)

Of course, as in the other arts, conflicts related to tradition and experimentation also arise in
architecture, but ultimately this vast domain is made to serve and meet the functions it serves,
providing the optimal framework.

The first spatial changes in the theatres came from the directors' desire to create the closeness
of the spectator to the show. This conceptual desideratum of the way of approaching the
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theatre show has entailed the scenic transformations, adopting the flexibility of the playing
space, the scene thus gaining a new breath by breaking the footlights barrier and the mirror of
the scene.

An issue that has always been a concern, is this limit as a meeting place of the two entities, of
the two truly different worlds, living in a symbiotic relationship for more than twenty-five
centuries. From the Greek amphitheatre with the clear boundary , to the medieval street
theatre, passing through the controversial Comedia dell’Arte, to the Renaissance Spanish
Theatre, where the privileged classes were invited on the stage, and until today where the
spectator is a part of the creative act, the physical boundary is supposed to be suppressed also
by the new directorial theories.

In 1927, as a response to the new conceptual visions of the directors, at Bauhaus, the project
of the Walter Gropius Architect's Total Theatre was born, a flexible, dynamic space, which
together with a projection system became a real theatre machine.

For Walter Gropius, "(...) the theatre is a center of collective education and contributes to
solving the contradiction between mass work and individual existence, reintegrating the <
impaired > sensitivity of mechanical work into its processes and rhythms, establishes full
contact with reality and satisfaction of total instincts. The theatre will no longer be a moralist
education or a school of feelings, but an integral education of the sensitivity that aims to
develop, through perceptual capacity, the ability to organize and construct space fast." (Argan
1976, 133)

Total Theatre places an emphasis on the entire theatre, the hall has an elliptical shape,
resembling an immense egg cut in two. The flexibility of the space is given by the three-way
revolving and movable stage, and its parallels move around the hall. The forestage can be
raised and lowered, and the first rows of seats can rotate 180 degrees, turning into an arena
thus becoming a total space.

Although not achieved, the project has become a model, a starting point toward the new
theatre spaces transformable and adaptable to new directorial visions.

Like Gropius, Russian constructivists move in the same conceptual spheres, they see in the
theatre a way of educating, bringing man into a new spiritual dimension. Russian
constructivists, especially Konstantin Melnikov, are proposing to engage the spectator in an
active way, as part of the creation, not being only a mere viewer.

The spaces created by Melnikov, in a working men's club in Russia, have a flexible partitioning
system, the six halls can be transformed into one. It adopts innovative solutions, offering the
optimum atmosphere for different activities: educational, political, cultural, the idea of
multifunctional space appears.

The experimental theatre, seen from the perspective of flexible, multifunctional, easily
transformable and adaptable halls from one type of stage to another (Elisabethan stage, Italian
stage, arena stage), can serve to keep the audience connected with classical theatre, with that
architectural symbol, but also by giving theatre creators multiple possibilities of expressing
their works.

Throughout history, such spaces are found under different names: Workroom Hall, Studio Hall,
Experimental Hall. They were created within the big theatres, which, besides the Great Hall,
classical and dominant, felt the need to have in their structure these small alterative rooms
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also, in the desire not to lose the avant-garde creations which by not finding the optimal frame
are migrating to unconventional spaces, the so called non-theatre sites.

The Municipal Theatre in Ulm, Germany, offers a small room with a capacity of 200 seats, the
Podium Hall, creation of the architect Fritz Schafer and the stage designer Thomas Munter.
They project under the big stage an experimental, flexible hexagonal hall with a diameter of 18
m, and which can be transformed into a classical Italian hall with stadium seating, a stage and
curtains, with an arena hall with central or Elizabethan stage with audience on three sides.

Another transformable hall is the Small Hall of the Dusseldorf Theatre, with a small size, the
number of viewers differs depending on the layout from 250 to 300 seats. Although it is
composed of a fixed central part, the flexibility is given by the lateral, mobile and transformable
spaces, but also by the dynamism of the mobile walls, which can be freely disposed, thus
offering various spatial scenographies.

Still out of the desire to free the show from traditional constraints, the architect Bernard
Guillaumot creates in France the project for an adaptable hall at Vitry, having a hexagonal plan,
delimited by removable walls, separating the movement from the rest of the hall. Atypical in
this new space is its arrangement in the vertical plane. The two galleries, first located 5.30 m
from the ground, surrounds the room on two walkways providing access to the other
suspended gallery, at 7.35 m from the ground. These walkways, which envelop the stage, are
conceived as an extension of the playing space, with viewers in the middle of the artistic act.

Still in the United States, in 1961, architects at Harry Weese & Associates, are building the
Arena Stage Theatre in Washington. The hall has, as a configuration, a central plan that, along
with the technical ceiling all over the hall, offers many types of settings.

In 1968, in our country, Liviu Ciulei transforms a traditional space into a dynamic hall, the Studio
Hall of the Lucia Sturdza Bulandra Theatre. The space can be composed both in Italian stage,
in Elisabetan stage and in stage arena.

Just a few years ago, (2014) the Bucharest National Theatre was inaugurated in its new shape,
having seven halls, six of which are transformable (the Great Hall, Small Hall, Studio Hall,
Painting Hall, Workroom Hall, Outdoor Hall, Media Hall), thus becoming a true theatre
machine, adapting to current trends, out of the desire to keep the audience connected with
this culture symbol, the theatre.

Unconventional theater

In recent years, the theater has changed, it has taken a surprising direction. The bourgeois
theater was in perfect harmony with its functions, and the former buildings survived, leaving
us a vain inheritance. Nowadays theaters rarely meet the necessary conditions for life to really
exist. Migration to improvised spaces is an alternative to exploring the theatrical life in the true
sense.

Unconventional theatrical spaces

The conventional scenic space is challenged, the experimental theater appears as a manifest
against the rigor of the naturalistic scene, altering the traditional conventions of space and
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movement. Non-theater space appears, and the public is invited to take part in the action.
Among the first appearance in a non-theater scenes take part in New York in 1979 when a
group of artists began using the former abandoned rooms of "Public School 122" for
experimental theater performances. Thus, the theater show breaks the barrier of the building
with clear theater fiction. More and more experimental approaches appear, where creators
exploit the sensory load of space, transforming it into an all-embracing artistic act.

In recent years, Romanian directors have begun to exploit unconventional theatrical spaces,
thus appealing to the public, which is not found in classical, traditional approaches. Thus, a
living theater that emanates and propagates the emotion of a valuable artistic act succeeds in
reaching out to the public, which until today does not frequented the theater.

Remaining in this sphere of experimental theater in Romania, we can recall the remarkable
staging of Faust by Johann Wolfgang von Goethe directed by Silviu Purcarete, which opens new
horizons for the scenic space. The former Simerom hall in Sibiu is first arranged as a classroom
later transforming into the symbolic image of hell, in wich the audience is invited to take part
inthe impressive actor's play, merged with circus-specific elements, acrobatics and fire juggles.

Another unconventional approach to a theater show this time in Bucharest is the creation of
the Rampa band in 2014, managing to create the atmosphere of the Maximilian Gorki's Night
asylum in an unprecedented experience, having as a background Solacalu Hall. The
experimental approach encompasses the audience in the artistic act, the multiple playgrounds
from the courtyard to the animated actors' floor rooms offer the audience a living, natural,
uncensored theater that aims to propagate artistic, cultural values among a new audience that
does not rezonate in classical theaters.

Street Theater

Another form of unconventional theater is the street theater, which was born out of the
directors' desire to be as close as possible to the audience, to meet them, to meet
uncontrollably with the audience. The venues are varied, ranging from parks, commercial
spaces, car parks to subway stations.

"These initiatives aim at full freedom of ideological expression, which can be achieved outside
any trade organization and most often in the open air." (Pandolfi 1971, 407)

Some examples are: Mime Troup, San Francisco, who created a series of inspiration from the
characters of Comedy dell Arte, at the Minneapolis Firehouse Theater, featuring outdoor parts
by Megan Terry.

In our country "Masca Theater", founded in 1990 by Mihai Malaimare, pioneered this type of
theater performance. The lack of a performing space led them out into the street, focusing on
dance and pantomime representations. With a series of small outdoor shows, such as Liceens,
Statues, Pardesiles, Swan, Romeo and Juliet, etc., these approaches take us to the performance
area, relying on a direct impact with the public. The text is missing, the focus is only on the
power of the visual.

From 2010 in Bucharest, the B-FIT in the Street Theater Festival and the Living Statue Festival
(Fig. 1) are organized to animate and cultivate a taste for such unconventional representations,
giving the public the chance to get in touch with the theater.
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Fig. 1. The Festival of Living Statues, Bucharest 2016, Court of the villa Cesianu

Contemporary street theater can act as a promoter of cultural values among the masses, a
messenger manifestation, a means of propagating art and why not manipulating the taste of
the spectator.

Conclusions

As Peter Sellars says. "What | like in the theatre is that it never ends. We always keep working.
(...) Work is never over, because theatre is always a process, never a point of arrival" (Toniza &
Banu 2004, 539).

The theatre, as a living organism, can not be stopped and canonized, it always needs new
breath, being in a process of continuous transformation. The simple viewer role is abolished.
A live theatre emits excitement, lives with his audience, not just for the audience. More and
more often we participate in stage adaptations of classical works, but in a new atmosphere.

The show changes and with it the space. The classic architecture of theatres no longer meets
the requirements of the new wave of directors. The evolution of the show concept entails the
change of space, toward a dynamic one, easily transformable in order to offer varied options.

By desecrating the theatre and bringing spectators into different non-theatrical urban spaces
provides experimental theatre creators with different perceptions, making them dream about
new forms of expression. Thus, a living theatre that is felt, is seen, is heard, with a sensory
significance in particular, finds its power to propagate artistic values in the current social
context.

The theatre no longer depends on a particular place, it can be represented anywhere, on the
street, in cafes, in abandoned spaces, all that matters is the connection between the show and
the spectator, the viewer becomes an integral part of the creative act. This living organism,
"the theatre", is always looking for new forms of expression, is in a permanent movement, in
a constant desire to surprise, to create, to experience new sensations. Unconventional spaces
and flexible, transformable halls are appealing to directors, giving them the optimal framework
to develop their creations.
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