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The history of theatre architecture is a story of the continuous clash between tradition and
innovation, standards and experiments. It is not a straightforward story; the categories men-
tioned easily change roles, and development is not directed from primitive forms to those
more advanced. Instead, it is full of reversals and blind alleys. For centuries, traditional theatre
buildings with a standardized architectural typology (proscenium stage) and a stable operat-
ing scheme (professional, repertory theatre) seemed like the most advanced and most profita-
ble solution for production purposes. During the twentieth century, however, radical changes
in society and theatre practice gave rise to constant criticism of this concept and a variety of
alternatives emerged. The key role in the transformation of theatre architecture was played not
only by further technological innovation but also by schools of thought that endeavoured to
return the theatre to its roots, proving themselves inspiring and viable. It was as if the whole
theatre culture had undergone a kind of recycling, a recomposition that cleverly used once dis-
carded and forgotten methods and strategies. Not surprisingly, similar trends can be observed
in architecture and urban planning in general.

With Recycled Theatre, we are aiming at a wider scope than its title might suggest. The
principle of recycling became our key to grasping several interrelated topics that condition the
physical appearance of contemporary European theatre architecture.

On the following pages, we will present projects that use recycled materials and environ-
mentally friendly technologies. Cases in which the theatre contributes to the revitalization of
neglected areas or adaptive reuse of various unused buildings are also regarded as examples
of recycling. We observe efforts to renew and revive on the operational and functional levels.
Many theatres today are founded on the participatory model in close cooperation with local
communities, and their identity is based on the area they serve. The last closely related topic is
the processuality and performativity of an architectural form, its movement and temporary na-
ture. A theatre building of today is often not a fixed and stable structure — it is transformed and
moved depending on the changing requirements of its users. It either serves as a “returnable
bottle” with different content in different places or as a liquid that fills the space according to
the particular situation, only to vanish without a trace after completion of its task.

The outlined topics are discussed in the first four chapters of the introductory study. They are
complemented by a fifth topic that, to a certain extent, relates to all of them, although we dis-
cuss it in more detail in the final fifth chapter. The strategies chosen by the projects analysed are
often very similar to marketing strategies, and their goals are not only artistic. The creators use
surprising interventions in public space, bizarre architectural forms, obscure artistic manifestos
and emphasis on current social issues to put themselves on the map, or simply to make a profit.
The convergence of art and business is all the stronger today because it is a two-way relation-
ship — artists are inspired by advertising strategies, and business practices often integrate artists’
themes and methods. The situation is made more complex by the fact that critical reflection on



Déjiny divadelni architektury jsou déjinami neustalého stietavani tradice a inovace, standard
a experimentud. Neni to viak prehledné vypravéni, obé zminéné kategorie si snadno zamé-
nuji role a vyvoj nesméfuje od primitivnich forem k tém vyspélejsim. Je naopak plny névratl
a slepych uli¢ek. Kamenné divadlo se standardizovanou architektonickou typologii (kukatkové
jevisté) a ustalenym provoznim schématem (profesionalni, repertoarové divadlo) se cela staleti
zdalo jako nejvyspélejsi a pro zdméry inscenatorl také nejvhodnéjsi feSeni. Vlivem radikélnich
zmén ve spolecnosti a v divadelni praxi zacal byt viak béhem 20. stoleti tento koncept vytrvale
napadan a vznikaly k nému nejriiznéjsi alternativy. Klicovou roli v proméné divadelni archi-
tektury nehrdly jen daldi technologické inovace. Jako inspirativni a Zivotaschopné se ukazaly
i myslenkové proudy, které se divadlo naopak pokousely navracet k jeho kofentim. Jako by celd
divadelni kultura prosla svého druhu recyklaci, rekompozici, jez chytrym zptdsobem vyuZzila
kdysi odhozené a pozapomenuté metody a strategie. Neprekvapuje, Ze v architektufe a urba-
nismu obecné Ize sledovat obdobné tendence.

Knihou Recyklované divadlo cilime SirSim smérem, nez mozna jeji titul napovidd. Princip
recyklace se pro nas stal klicem k uchopeni hned nékolika vzdjemné provazanych témat, ktera
podminuji fyzickou podobu soucasné evropské divadelni architektury.

Na nasledujicich strdankéch prezentujeme projekty, které vyuzivaji recyklované materidly
a technologie Setrné k Zivotnimu prostredi. Jako pfiklad recyklace viak chapeme i pfipady, kdy
se divadlo podili na revitalizaci zanedbanych prostort ¢i adaptaci nejriiznéjsich nevyuzivanych
staveb. Usili o obnovu a oZiveni sledujeme i v provozni a funkéni roviné. Rada divadel dnes
vznikd na participativnim modelu — v tésné spolupréaci s mistnimi komunitami a svoji identitu
zaklada na lokalité, které slouzi.

Poslednim tématem, které je s témi ostatnimi tésné spjato, je procesualnost a performa-
tivnost architektonické formy, jeji pohyb a docasnost. Divadelni budova v soucasnosti ¢asto
nebyva pevnou a stabilni strukturou, ale méni se ¢&i se stéhuje v zévislosti na tom, jak se
méni pozadavky jejich uzivatel. Slouzi bud jako vratna lahev, kterd na rdznych mistech na-
byva rlizného obsahu, nebo naopak jako tekutina, ktera dle konkrétni situace presné vyplnuje
prostor, aby se po splnéni svého ukolu beze stopy vypatila.

Naznacend témata, jimz se v jiném poradi vénuji prvni Ctyfi kapitoly uvodni studie knihy,
dopliiuje jesté téma paté, které je jim do urcité miry spolecné, pfestoze vyraznéji se mu vénu-
jeme v posledni, paté kapitole. Strategie, jez analyzované projekty voli, maji ¢asto velice blizko ke
strategiim marketingu a jejich cile nejsou jen umélecké. Tviirci se prostrednictvim prekvapivych
zasahU do verejného prostoru, bizarnich architektonickych forem, obskurnich uméleckych ma-
nifestd, ale tfeba i akcentovanim maédnich spolecenskych témat chtéji zviditelnit ¢i zkratka jen
vydélat. Sblizovani uméni a podnikani je dnes o to siln&jsi, Ze se neinspiruji jen umélci postupy
vyvinutymi reklamou, ale obchodni postupy ¢asto zarover integruji témata a metody umélc.
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the topic often has the nature of marketing campaigns. Theorists inundate the space with dozens
of popular concepts. They refer to the same concepts over and over again, using different terms
for the purpose of promoting themselves. It is only fair to say that our notion of recycled theatre
may be one of these innovations. We leave it up to the reader to decide whether that is true.

The book’s introductory study is followed by several dozen profiles of theatre buildings
and since many of them relate to more than one of the five defined topics, we have decided to
assign them to a subject by using a colour code:

@ adaptive reUSEe (eisization of negiected space)
. COMMUNITY (ecovery of social ties)

@ MOVEMENT (crporariness processuaity, performativity)
. BCOI0YY (recyciing of materials, energy saving technologies)
‘ Marketing e vizarre, shocking, fashionable)

Art knows no boundaries, especially in today’s globalised world and the united (albeit imper-
fectly) Europe. Architectural studios commonly create projects in different countries, and suc-
cessful theatre companies do not perform only at home. We, therefore, found it inappropriate
to divide the project profiles according to the country of origin. Instead, we have provided their
geographic coordinates and sorted them from west to east. This form does not have a deeper
ideological subtext. We just wanted to treat our readers to a kind of virtual trip through Europe.

The selection of different theatres and projects that are somehow concerned with theatre and
theatricality focuses on European capitals where these trends are most successful (especially Lon-
don and Berlin). It was also influenced by very practical reasons that, we believe, will not discredit
our efforts. We naturally favoured the theatres whose operators and architects provided us with
sufficient information and documentation. The book thus presents a somewhat disproportionate
number of projects in the Czech Republic as we, its Czech authors, were most familiar with them.

The last chapter is a survey in which we interviewed four European architects who are en-
gaged in temporary and participatory architecture and whose work is considered exception-
ally important in the context of this book. We believe that this authentic look will shed some
light on the origins and motivation behind their work.

“Recycled Theatre” is the result of research we have undertaken in the National Museum in
the past three years. It proceeds from the conceptual effort of this institution to pursue the
documentation of the present. The result of our work, therefore, is not only this book but an
extensive archive of materials (photographs, plans, promotional materials), which is now open
to the public. The issue of recycling is not limited to theatres only. All institutions and individu-
als should strive to be environmentally friendly and cost-effective. We have tried to tackle the
practical aspect of the issue in recent years in the National Museum. We had architectural Studio



Situace(J@e o to slozitéjsi, ze charakter marketingovych kampani ma mnohdy i odborna reflexe té-
matu. Teoretikové zahlcuji prostor desitkami,trendy” pojmu. TotéZ oznacuiji stale znovu, ale jinak,
zfejmé s cilem vlastniho zviditelnéni. Sebekriticky musime pfiznat, ze do fady téchto inovaci se
mozna fadi i pojem recyklované divadlo. Zda je tomu tak, ¢i nikoli, uz ale nechame na vas.

Vedle Gvodni studie obsahuje tato kniha i desitky profilt divadelnich budov. JelikozZ se fada
z nich vztahuje k vice nez jednomu z péti definovanych témat, rozhodli jsme se je k nim nésle-
dujicim zpUsobem pfifadit pomoci systému barevnych znacek:

@ adaptace (evisizsce zznedvansno prostonu
. KOMUNItA (sveni socisinich vazeb)

. Ilﬂh]m (doc¢asnost, procesudlnost, performativita)
‘ 3k0|ﬂgie (recyklace materidlG, Gsporné technologie)

(bizarnost, ok, méda)

Umeéni neznd hranic, obzvlasté v dnesnim globalizovaném svété a spojené (byt nedoko-
nale) Evropé. Architektonicka studia bézné tvofi v riznych zemich a ani Uspé3né divadelni
soubory nezlstavaji jen doma. Pfislo ndm proto nevhodné rozdélovat profily projektd podle
narodniho klice. Opatfili jsme je zemépisnymi soufadnicemi a sefadili od zédpadu na vychod.
Zé&dny hlubsi ideovy podtext tato forma nema. Chtéli jsme jen ¢tenafim doptat jakysi virtualni
vylet po Evropé.

Vlybér konkrétnich divadel a projektd, které se néjakym zplsobem divadla ¢i divadelnosti
dotykaji, se orientuje na evropské metropole, kde se témto trenddim nejvice dafi (zejména jde
o Londyn a Berlin). Ovlivnily ho vsak také zcela praktické dlivody, které vsak, jak véfime, nasi
snahu vyraznéji nediskredituji. Pfirozené jsme upfednostnili ta divadla, jejichz provozovatelé
a architekti ndm poskytli dostatek informaci a fotodokumentace. To je také dlvod, pro¢ jsou
v knize vyraznéji a trochu disproporéné zastoupeny projekty z Ceské republiky, které nam jako
¢eskym autordm byly nejblize.

Dulezitou soucasti této knihy je anketa, na niz ndm odpovédéli ¢tyfi evropsti architekti,
ktefi se intenzivnéji vénuji docasné a participativni architekture a jejichz praci povazujeme
v kontextu knihy za mimoradné dulezitou. Véfime, ze tento autenticky pohled pomuze osvétlit
zakladni vychodiska a motivace jejich tvorby.

Recyklované divadlo je vysledkem vyzkumu, ktery jsme v prazském Narodnim muzeu realizo-
vali v uplynulych tfech letech. Vychazi z koncepéni snahy této instituce vénovat se problematice
dokumentace soucasnosti. Vysledkem nasi prace proto neni jen tato kniha, ale i obsahly archiv
material( (fotografii, plan(, propagacnich materiald), ktery je jiz nyni pfistupny vefejnosti. Pro-
blematika recyklace se netyka jen divadel. Setrné k pFirodé a finanéné dsporné by se mély snazit
byt vSechny instituce a méli by se o to pokouset i jednotlivci. Dané problematiky jsme se proto

11
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Majo Architects design and make for us two
exhibition pavilions from recycled materials.
In 2014, we organized a series of exhibitions
called Treasures of the National Museum in
a building stacked from library shelves that

were removed during the refurbishing of !

our Historic Building. A year later, we organ-
ized the exhibition Recycled Theatre within
the Prague Quadrennial 2015 - some of the
projects included in this book were presented
in a pavilion composed of old theatre seats,
which were used as exhibition panels.

Our research does not end with the date
of this publication. We are still expanding
collections dedicated to theatre architecture,
and we would be grateful to our readers for
tips on similar structures emerging in Europe.
Information of this kind, as well as any other
comments or questions for us, please email
to the address printed on the cover flap.

Vojtéch Poldcek, Vit Pokorny

National Museum

Objekt pro vystavni
cyklus Z pokladd
Narodniho muzea,
2014, pouzity material
a vysledek.

Foto archiv Majo architekti

A construction for
the exhibition series
Treasures of the
National Museum,
2014, material used
and the result.

Photo: Majo Architects

Archives



Venkovni pavilon pro vystavu Recyklované divadlo,
Prazské Quadriennale 2015, pouzity material
a vysledek. Foto Vojtéch Polacek

An outdoor pavilion for the exhibition Recycled
Theatre, Prague Quadrennial 2015, the materials
used and the result. Photo: Vojtéch Polacek

i v uplynulych letech v Narodnim muzeu poku-
i sili dotknout i z praktické stranky. Podle navrhd

architektonického studia Majo architekti jsme
nechali vyrobit dva vystavni pavilony z recyklo-

vanych materidl(. V roce 2014 jsme usporadali
i vystavni cyklus Z pokladd Narodniho muzea
by objektu slozeném z knihovnich polic, které

byly vyfazeny béhem rekonstrukce nasi Histo-
rické budovy. O rok pozdéji jsme pak v rdmci
Prazského Quadriennale 2015 realizovali vy-
stavu Recyklované divadlo — nékteré z projekt(i
obsazenych i v této knize jsme prezentovali

i v pavilonu sloZeném ze starych divadelnich

sedacek, které fungovaly jako vystavni panely.

Nas vyzkum s datem vydani této publi-
kace nekon¢i. Fondy vénované divadelni ar-
chitekture stale rozsifujeme, a budeme proto
¢tenadrim vdécni za tipy na obdobné stavby

i vznikajici na Uzemi Evropy. Informace tohoto

druhu, ale i jakékoli jiné pfipominky ¢i otdzky
ndm prosim zaslete na e-mailovou adresu,
kterd je uvedena na zaloZce obalky.

Vojtéch Poldcek, Vit Pokorny
Ndrodni muzeum

13



auaptive
Feuse

i to exploit the potential of places and buildings
that were traditionally honoured or respected.
i Asimilar process is also evident in the non-ma-
| terial culture, in the adaptation of customs, rit-

14

Adaptive reuse and
architecture

Adaptive reuse (conversion) is a construction

industry term that usually refers to modifica-
tions leading to a change in a building’s func- :
tion. Materials and buildings often last longer

than the concepts that gave rise to them, so
new purposes are found for unused objects.

The Colosseum (Rome), originally intended

banned by 404 A.D. - later served as a church
with a cemetery, a noblemen’s residence and

changing religious affiliations of the popula-

and Faustina, Rome; Hagia Sophia, Istanbul).

Split; the amphitheatre in Lucca).

practical reasons, to save labour and materials.
In some cases, however, there was also a po-

tectural transformation of a building. It could

religion over defeated or obsolete systems of
thought, or an effort by an emerging ideology

uals, or favourite stories.

Up to the eighteenth century, the physi-
cal environment of man usually transformed
only very gradually, partly thanks to the
adaptive reuses. “.. change in urban fab-

ric was slow, which enabled generation after
i generation to derive a sense of continuity and
This principle is as old as architecture itself. It
is thanks to adaptive reuse that some historic
buildings are preserved to this day, their new
functions saving them - at least partially —
from becoming quarries. Ancient monuments, |
for example, have colourful lives in this regard. |

stability from its physical surroundings. (...) In
fact, until The Industrial Revolution, the com-
mon pattern was for buildings to be adapted to
new uses; only since then has it become more
usual to demolish and build new.”

The change came with the development

i of technologies which allowed faster and
mainly for gladiator fights - which were :

cheaper building. Another critical impulse

i was a complete change of lifestyle, resulting
! in architecture and urbanism of more gener-
a monastery.! The Mausoleum of Hadrian -
Castle of the Holy Angel (Rome) served as |
a fortress and a prison. The alterations of an- !
cient shrines were frequent, caused by the

ous parameters. The drastic changes in urban
spaces naturally provoked a concurrent coun-
ter-point of view. Modern historic preserva-
tion thus develops at the same time to pre-

serve the cultural heritage, and because of the
tion (Parthenon, Athens; Temple of Antoninus

sentimental value of the disappearing houses

i and entire neighbourhoods. For example, the
Ruins of ancient monuments were often or-
ganically incorporated into the broader ur-
banism of medieval towns (Diocletian’s Palace, '

idea to establish the National Trust, a British in-
stitution dedicated to the protection of histor-
ical and natural sites, was initiated in 1885 in

i connection with efforts to preserve the Sayes
The decision to adapt was usually made for :

Court Gardens in the southeast of London.The

Club for Old Prague, dedicated to the preser-
| vation of monuments and historic buildings in
litical motive behind the functional and archi-

the Czech capital, was founded in 1900 in re-

i sponse to the ongoing extensive demolitions
be a demonstration of a victory by a state or

and redevelopment in the historic centre.



Adaptace a architektura

ur¢ené plivodné predevsim gladidtorskym

Split; amfiteétr v Lucce).

teridlu. Funk¢ni a architektonickd proména

ala, ale treba i oblibenych pribéhd.

Fyzické prostredi ¢lovéka se i diky adapta-

i cim az do 18. stoleti proménovalo vétsinou

Adaptaci (konverzi) se v oblasti stavebnictvi !
vétsinou mini Upravy vedouci k proméné
funkce budovy. Materidly a konstrukce maji
¢asto deldi zivotnost nez koncepty, které
daly stavbdm vzniknout, a tak se hledaji pro
nevyuzivané objekty nové role. Princip je |
to stary jako architektura sama. Pravé diky !
adaptacim se do dnesnich dnd dochovaly né-
které stavebni pamatky, jejichz nové funkce
je uchranily — alespon ¢aste¢né - pred tim, |
aby se staly postupné vytézovanym kame- |
nolomem. Pestry Zivot maji v tomto ohledu
napfiklad antické paméatky. Koloseum (Rim), |
i vyvolaly soubé&zny myslenkovy protipohyb.
zapastim, které byly zakazany roku 404, slou-
Zilo pozdéji jako kostel se hibitovem, Slech-
ticka rezidence ¢i klaster', Hadridnovo mau- |
zoleum — Andélsky hrad (Rim) jako pevnost !
a vézeni. Casté jsou stavebni Upravy antic-
kych svatyni, vyvolané zménou nébozenské |
orientace obyvatelstva (Parthenon, Athény;
Chram Antonina a Faustiny, Rim; Hagia Sofia,
Istanbul). Trosky antickych pamatek byly |
¢asto organicky v¢lenény do 3irsiho urbani-
smu stifedovékych mést (Dioklecianliv palac,
bihajici rozsahlou asanaci v historickém jadru
Stavebniky k adaptaci vétSinou vedly !
praktické diivody, Uspora lidské prace a ma-
vrstev spole¢nosti a nasledné i na politicka
budovy viak byla v nékterych pfipadech mo- |
tivovana i politicky. Mohla byt demonstraci !
vitézstvi statu ¢i nabozenstvi nad porazenym |
¢i obsolentnim myslenkovym systémem i
snahou nastupujici ideologie vyuzit poten- |
cidlu mist a budov téicich se tradi¢né ur-
Cité ucté. Podobny proces je ostatné patrny
i v nehmotné kulture, v adaptaci zvykd, ritu-
i turniho a pfirodniho dédictvi (1972) se stala

jen velice pozvolné. ,Zména méstské zdstavby
byla pomald, z generace na generaci se tak pre-
ndselo védomi kontinuity a stability obyvaného
prostoru. (...) Adaptace budovy, jeji uzptso-
beni novému ucelu, byla az do priimyslové re-
voluce standardem. Teprve od té doby se stalo
obvyklejsim bourat a stavét nové? Zménu
pfinesl v této dobé zejména rozvoj techno-
logii umoznujicich stavét rychleji a lacingji.
Vyznamnym impulsem byla také celkova pro-
ména zivotniho stylu, pfinasejici architekturu
i urbanismus velkorysejsich parametr(. Ra-
zantni zmény méstského prostoru pfirozené

Z davodl ochrany kulturniho dédictvi, ale
i s ohledem na sentiment po mizejicich do-
mech i celych ¢tvrti, se ve stejné dobé rozviji
moderni pamatkova péce. Idea na zfizeni
britské instituce National Trust, zabyvajici se
ochranou historickych a pfirodnich pamatek,
byla napfiklad vyvolana v roce 1885 v souvis-
losti s Usilim o zachovani zahrad Sayes Court
na jihovychodé Londyna. Klub Za starou
Prahu, vénujici se ochrané pamatek v ¢eské
metropoli, vznikl v roce 1900 v reakci na pro-

mésta.
Citelngjdi dopad na mysleni S3irokych

a Ufedni rozhodnuti maji vsak tyto ten-
dence - i s ohledem na devastujici disledky
druhé svétové valky — az od druhé poloviny
20. stoleti, kdy vznikd v oblasti ochrany pama-
tek fada mezinadrodnich umluv a instituci. Na
zakladé Benatské charty (1964) vznika roku
1965 Mezindrodni rada pro pamatky a sidla
(ICOMOS), Umluva o ochrané svétového kul-
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However, itis only since the second half of |

the twentieth century, after the devastating

effects of World War Il, that these trends be-

gan to influence the attitudes of the general
public, and consequently political and official
decisions. Many international conventions

and institutions emerged in the field of his-

toric preservation. The International Council

on Monuments and Sites (ICOMOS) was cre- |
ated in 1965 as a result of the Venice Char- !
tural and artistic heritage, mainly because
i of their relatively brief existence, high inci-
i dence, and purely technical original purpose.
creation of the UNESCO World Heritage List
of natural and cultural heritage. Awareness of
i fore developed only in exceptional cases.
its emphasis on their integrity and authentic-
would be unimaginable due to its costliness
i and low potential profitability - it is hard to

ter of 1964; the Convention Concerning the
Protection of the World’s Cultural and Natural
Heritage (1972) was the prerequisite for the

the cultural value of historic buildings, with
ity, became one of the prerequisites for more

responsive urban development that favours
adaptive reuse or preservation to demolition.

In the second half of the twentieth cen-
tury the Euro-Atlantic space underwent
| tecture. Such a solution would not fix the
i fundamental problem of industrial zones. It
would bring only a cosmetic change to un-

a deep social and economic transformation.
The so-called post-industrial society came
into being.? The development of modern,
efficient and often automated production

technologies and the transfer of some indus-

trial operations to countries with lower wage

levels led to an increase in the number of per-
i ground, which changes through time. In-
! tense disputes between the modernists

sons employed in the service sector, as well
as a growing share of the tertiary, i.e. service,

sector in GDP:* Deindustrialization, culminat-

ing in Europe between the 1970s and 1990s,
not only hit economic and social relations

but also left significant traces on the physi-

cal space of the city. Extensive industrial and

warehouse areas were closed. Attenuation si- |
multaneously affected military facilities that |
had been designed in the event of an out-
i architects and preservationists try to find
i a vital and balanced relationship between
the two.?

dated model of war waged with conventional
weapons. Unused and dilapidated buildings
began to pose an environmental burden and
risk. They were often located near the centre
of towns (originally built on the outskirts, in

atively affecting the function of the whole
urban organism and its image.

The resulting set of problems had to be
resolved. Redevelopment did not seem to be
the right solution. The dismantling of large
industrial complexes entailed high costs.
Since the development of historical preser-

i vation, terminated industrial operations were

beginning to be seen as objects of particular
historical and artistic value that deserved at-
tention. Nevertheless, they were not and are
not yet entrenched in the canon of architec-

Pressure for their strict protection, consisting
of conservation and restoration, was there-

The blanket application of such a procedure

imagine high-profile and lucrative plots near
the centres of European cities serving only
as museums of conserved industrial archi-

used areas with a negative impact on the city
as a whole, but the areas would remain as
lifeless as an embalmed corpse.

The issue has a deeper intellectual back-

(determined to demolish the old and build
new) and the adamant guardians of architec-

i tural monuments, which took up most of the

twentieth century, now seem outdated. Rad-
icalism on both sides faded away. Nowadays,
under the influence of postmodern currents
in philosophy and art, there is usually no ulti-
mate choice between new and old. Investors,

Logically, adaptive reuse turned out to be

! the ideal solution, and it has been practised
time they became surrounded by new build-
ings) and they acted as necrotic tissue, neg-
i adapting them for its purposes, physically

extensively. The services sector penetrated
former factories and warehouses and began

illustrating the tertiarization of the society.



pfedpokladem pro vznik Seznamu svétového |
kulturniho a pfirodniho dédictvi UNESCO. Vé- |
domi kulturni hodnoty historickych staveb,
kladouci dliraz na jejich integritu a autenti-
citu, se stalo jednim z pfedpokladl pro cit-
livéjsi stavebni rozvoj mést, ktery pred bou-

ranim uprednostnuje adaptaci ¢i konzervaci.

Ve 2. poloviné 20. stoleti prochazel eu-
| Takové feseni by zakladni problém indust-
proménami a hospodaiskou transformaci. !
spole¢nost.?
Rozvoj modernich, efektivnich a ¢asto auto-
matizovanych vyrobnich technologii a pre- !
sun fady priimyslovych provozt do zemi |
zadi, které je dobové proménlivé. Spory mo-

roatlanticky prostor hlubsimi socidlnimi

Vznikla tzv. postindustrialni

s nizsi hladinou mezd ved| k narlstu poctu

osob zaméstnanych v oblasti sluzeb, stejné

tak jako k vzrUstajicimu podilu terciéru na
skladbé HDP*

razné stopy zanechala i ve fyzickém prostoru

dotkl také vojenskych zafizeni, kterd byla
projektovana pro pfipad jiz prezilého modelu

valky vedené konvencnimi zbranémi. Nevy-
uzivané a chatrajici objekty zacaly pfedsta-

vovat ekologickou zatéz a riziko. | vzhledem

k tomu, Ze se mnohdy nachazely v ir$im cen- |

tru mést (pdvodné vznikaly v jeho okrajovych

¢astech, pozdéji byly obklopeny postupujici
zastavbou), pusobily jako nekroticka tkan ne-
gativné ovliviujici funkce celého méstského

organismu i jeho image.

Vznikly soubor problému bylo nutné fesit.
Asanace se nejevila jako vhodné fedeni. De-

montaz rozmérnych pramyslovych komplexd

s sebou nesla vysoké finan¢ni naklady. S ohle- !
dem na rozvoj pamatkové péce zacaly byt na-
vic odstavené pramyslové provozy nahlizeny
jako objekty ur¢ité historické a umélecké hod-
noty, o které je tfeba pecovat. Pevné etablo-
vany v kanonu architektonického a umélec- !
kého dédictvi viak zatim nebyly a nejsou, ato
zejména z divodl svého relativné nizkého
stafi, vysokého vyskytu a ryze technického

puvodniho uUcelu. Jen ve zcela vyjimecnych
pfipadech byl proto vyvijen tlak na jejich

Deindustrializace, vrcholici
v Evropé mezi 70. a 90. lety, zaséhla nejen do
ekonomickych a socialnich vztahd, ale vy- !
tila. Mimo jiné pod vlivem postmodernich
mésta. Rozsahlé primyslové a skladové are- |
aly byly uzavieny. Utlum se ve stejné dobé

pfisnou ochranu, spocivajici v konzervaci
a restaurovani. Plosné uplatnéni takového
postupu by bylo nepfedstavitelné i vzhledem
k jeho nakladnosti a nizké potencialni vynos-
nosti — jen tézko si predstavit, Ze by expono-
vané a lukrativni pozemky v blizkosti centra
evropskych mést slouzily jen jako zakonzer-
vované skanzeny prdmyslové architektury.

ridlnich zon nevyfresilo. Nevyuzivané oblasti
s negativnim dopadem na mésto jako celek
by sice zménily tvar, ale zGstaly by bez Zivota.
Asi jako mrtvola, kterou nabalzamujete.
Problematika ma hlubsi myslenkové po-

dernistl, odhodlanych bourat staré a stavét
nové, s nesmlouvavymi ochranci architekto-
nickych pamatek, které se intenzivné vedly
podstatnou ¢ast 20. stoleti, se dnes jiz zdaji
prezilé. Radikalita se na obou stranach vytra-

proud ve filozofii a uméni dnes jiz vétsinou
nedochazi k jednoznacné volbé mezi novym
a starym. Investofi, architekti i pamatkafi se
mezi nimi spise snazi hledat zivy a vyvazeny
vztah.?

IdedInim fesenim, které se zacalo v ma-
sové mife uplatiiovat, se logicky stala
adaptace. Do byvalych tovaren a skladu za-
¢al pronikat sektor sluzeb a upravovat je pro
své Ucely. Konkrétnim a ilustrativnim zp0-
sobem se tak zhmotnil proces terciarizace
spole¢nosti. V opozici k Zivelné vystavbé na
hodnotné zemédélské pldé v okoli mést
zacala byt doporuc¢ovéna konverze nevyu-
Zivanych prostor uvnitf mésta. Pod vlivem
amerického hnuti Novy urbanismus® byla
a je namisto sidelni kase s disfunkénim verej-
nym prostorem, akcelerujici procesy socialni
¢i rasové segregace spolecnosti a vynucu-
jici si obrovské investice do siti a dopravni
infrastruktury, propagovana hustsi a kom-
paktnéjsi zastavba. Nové mésto by mélo pfi-
rozené vyr(stat ze stavajici architektury a vy-
vazené kombinovat r(izné méstské funkce
(bydleni, prace, volny ¢as, spotreba, verejné
instituce). Vedle Uspory mista a oZiveni zmrt-

vélych zén byly vyzdvihovany i jiné aspekty
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Converting unused spaces in the city became

the influence of the American New Urbanism

movement,®a denser and more compact de-
velopment was and is promoted, instead of

the urban sprawl with dysfunctional public
space, accelerating the processes of social
and racial segregation in society and forcing

naturally out of the existing architecture and

offer a balanced mix of different urban func- |
find solutions for the problems of communi-
| ties through allowing the citizens’ individual
and the recovery of lifeless zones, other as-
pects of adaptive reuse were praised. In com-
parison with new construction work, adap-
tive reuse usually requires somewhat lower |
Commission in 2006, highlights the increas-
constructions were built before the introduc-

tions (housing, work, leisure, consumption,
public institutions). Aside from space-saving

investment costs.” Given that these industrial

tion of air conditioning and central heating,

they work more considerately with the eco-
i the urban organization, and the authors pay

logical principle of passivity and therefore

tend to have lower operating costs.?
Advocating restoration of existing urban

buildings gradually became a widespread and

trial sites was incorporated into a new version

spatial planning endorsed by The European
Council of Town Planners in 2003 (ECTP-CEU).

of the public turned from suburbanization to

gentrification, from greenfields to brown-

fields, from new constructions to adaptive
reuses.
From the very beginning, culture and the

arts have played an essential role in the re-

newal of decaying urban areas, penetrating

them from the 1970s through mostly anar-
chist-oriented squatting communities. Over
the next decade, the role of cultural opera-
i early as the 1960s) made these sites attrac-
i tive by living and working in them. They cre-

tions in the regeneration of deindustrialized
cities was subjected to theoretical reflection

i and gradually implemented into the official,
the new and recommended ideal, as op- |
posed to uncontrolled construction on val-
uable agricultural land around cities. Under

politically promoted recovery strategies. New
plans were based on scientific analysis which
demonstrated the positive impact of cultural
industries on economic and social develop-
ment of the regions, particularly a study by
the British cultural economist John Myer-
scough, The Economic Importance of the Arts

in Britain® from 1988. The concept of a crea-
! tive city also had a considerable influence
a huge investment in networks and trans-
port infrastructure. The new city should grow

on the proliferation of similar ideas.'’ It was
developed in Britain in the late 1980s by the
urban planner Charles Landry and the culture
theorist Franco Bianchini as an attempt to

scientific and artistic creativity to flourish. The
issue was later explored on a European scale
in a study titled The Economy of Culture in Eu-
rope. The study, prepared for the European

ing share of culture in employment and the
structure of GDP in the EU."" One of its chap-
ters examines the influence of this sector on

particular attention to the issue of “recycling
brownfield sites into cultural attractions”.?

According to similar, confirmed theories, an
accepted attitude among urban planners. For
these reasons a recommendation to pay par- |
ticular attention to the conversion of indus- |
attracting the public and the service sector
of The Athens Charter, a set of principles of

industrial building adapted into a multifunc-
tional cultural institution becomes a catalyst
for the development of its surroundings,

investors. The initial impulse produces a pos-
itive cumulative effect; the whole area comes

: alive and brings profits in the artistic, finan-
The attention of experts and even a large part |

cial, social and urban spheres.

Officialization, legalization and commer-
cialization in the 1990s, after the advent of
state and private investors who then entered

i the process of conversions more aggressively,

might have been the result of other factors as
well. The charm of living in poor urban neigh-
bourhoods and abandoned industrial zones
was discovered by proponents of alternative
lifestyles, who in the 1970s and 1980s (in the
United Kingdom and the United States as



adaptaci. V porovnani s novostavbou vyZa-
i vlivu tohoto odvétvi na urbanisticky rozvoj.
Vzhledem k tomu, Ze byly tyto pramyslové
objekty stavény pfed zavedenim klimatizace
i jako kulturnich atrakci”* Prdmyslovy objekt
s principy ekologické pasivity, a mivaji proto

a centralniho vytdpéni, pracuji promyslenéji

i niz3i vydaje na provoz.?

Propagace obnovy jiz existujicich mést-
skych budov se postupné zafadila mezi vie- |
obecné roziifené a akceptované postoje
urbanistd. Doporuceni vénovat zvysenou po-
zornost konverzim primyslovych areél(i bylo
z téchto ddvodd vtéleno do nové verze tzv. !
Athénské charty, souboru zasad Uzemniho

planovani, ktery roku 2003 schvalila Evropska

rada urbanist(i (ECTP-CEU). Pozornost odbor-
nik(i a i velké ¢asti vefejnosti se od suburba- !

nizace obratila ke gentrifikaci, od greenfield(

k brownfield{im, od novostaveb k adaptacim.
misto v obnové zchatralého !

Zasadni
méstského Gzemi od pocétku hrdly kultura

a uméni. Ty do téchto mist intenzivnéji pro-

nikaly od 70. let prostfednictvim vétsinou
anarchisticky orientovanych squatterskych
komunit. Béhem nasledujici dekady pak byla

role kulturnich provoz(i na regeneraci dein-
dustrializovaného mésta podrobena teore- |
tické reflexi a postupné implementovana do
oficialnich, politicky propagovanych strategii
obnovy. Podkladem novych pland se staly vé-
decky podlozené analyzy, dokladajici pozitivni
vliv kulturnich odvétvi na ekonomicky a soci-
alnf rozvoj region(, zejména studie britského
kulturniho ekonoma Johna Myerscougha The
Economic Importance of the Arts in Britain®
z roku 1988. Znac¢ny vliv na vieobecné rozsi-
Feni obdobnych myslenek mél také koncept
kreativniho mésta' urbanisty Charlese Lan-
dryho a teoretika kultury Franca Bianchiniho,
vyvinuty v Britanii na pfelomu 80. a 90. let,

ktery hledal feSeni problém( obci v rozkvétu

individudIni védecké a umélecké kreativity
obyvatel. V celoevropském méfitku byla poz-
d&ji problematika detailngji zkoumana v do- |
kumentu Ekonomika kultury v Evropé. Material,
ktery si nechala roku 2006 vypracovat Evrop-
skd komise, upozornuje na stale se zvysujici
podil kultury na zaméstnanosti a skladbé !

HDP v EU."" Jedna z jejich kapitol se vénuje

V jejim rdmci autofi vénuji zvlastni pozornost
pravé problematice ,znovuvyuziti brownfieldt

adaptovany na multifunkéni kulturni instituci
se dle obdobnych, prakticky ovéfenych teorii
stava katalyzatorem rozvoje pro své okoli, do
kterého laka vefejnost a spolu s nii dal3iinves-
tory z oblasti sluzeb. Prvotni impuls vyvolava
pozitivni kumulativni efekt, celd oblast oZiva
a pfindsi zisky v umélecké, finan¢ni, spolecen-
ské i urbanistické roviné.

Oficializace, legalizace a komercionalizace
reprezentované nastupem statnich a soukro-
mych investor(i, které do procesu konverzi
razantnéji vstupuji od 90. let, mohly byt pod-
minény i daldimi skute¢nostmi. Zastanci alter-
nativniho zivotniho stylu, ktefiv 70.a 80.letech
(v pfipadé Velké Britanie a USA jiz v 60. letech)
objevovali kouzlo zZivota v chudych méstskych
Ctvrtich a opusténych priimyslovych zénach,
dodali svoji ¢innosti témto mistim na atrak-

. tivité. Vytvofili legendami opiedené, bohém-

ské, umélecky orientované méstské prostiedi
(New York — Greenwich Village, Manchester,
obdobné pozitivni vliv mohli mit na nékteré
zchéatralé berlinské Ctvrti pristéhovalci), které
se postupné stalo zddanou a médni adresou.
Ta lakala investory a rezidenty ze stfednich
a vyssich vrstev. Z ¢asové do prostorové di-
menze byla pfevedena poucka, Ze investovat
se nejvice vyplati v obdobi krize, oviem jen
v pfipadé, Ze jsou patrné znamky jejiho poten-
cidlniho prekonani.

Vliv na tyto zmény mohlo mit oviem
také starnuti zakladatelské generace, véetné
reprezentantldl squatterskych komunit. Ti
dospéli do stfedniho véku a zacali se myslen-
kové usazovat. Z nékterych nékdejsich bu-
Fica se stavali reprezentanti statnich instituci
¢i podnikatelé, uvédomuijici si ekonomicky
a socidlni potencidl zanedbanych lokalit.
Vznikla silnd spolecenskd poptavka, vyjad-
fena zfizovanim nejriiznéjsich dotac¢nich pro-
graml v oblastech regenerace méstského
prostoru, rozvoje kultury ¢&i implementace
strategii udrzitelného rozvoje. O objevovani
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ated legendary bohemian and artistic urban
environments (New York’s Greenwich Village,
Manchester, some run-down districts of Berlin

possibly transformed by immigrants in a simi-
i tries and some parts of the United States. In

lar way), which gradually became fashionable
and desirable addresses. This transformation
then attracted investors and residents from
the middle and upper classes. The rule that the
best time to invest is during a crisis (if there are

signs of potential to overcome it) was trans- |
the poor, uneducated and shrinking working
i class in the contemporary city, and in gen-
i eral? Moreover, is it necessary to try to keep
the working class in dilapidated neighbour-

ferred into the spatial dimension.

The change, however, may have resulted
from the ageing of the founding generation,
including the representatives of squatting
communities who were middle-aged by then
and were beginning to settle down. Some
former rebels were becoming representatives
of state institutions or entrepreneurs who
realized the economic and social potential
of neglected areas. A strong social demand

velopment strategies. People of all social strata
were showing interest in discovering and living
in the somewhat rough, but at the same time

of lofts). Some residents and supporters of the

they helped to create it and to satisfy it.
Critics of gentrification warn that the
“revitalized” areas of the inner city become
the exclusive domain of higher and educated
classes due to increased rents and real estate
prices, as well as the overall transformation
of lifestyle. The lower income residents are
pushed out to the outskirts, under the guise

of renewal programmes and with the assis-
tance of politicians. The problem of social seg- |
arts which in turn affected thinking about
The first thought certainly applies. The stand- |
! were also motivated by the democratization
i of the society that was becoming more so-
cially permeable and intellectually flexible.

regation thus continues in a different form.

ard of living in the surveyed areas increases,
and the cost of living increases with it. As we
will show in the next subsection, growing
commercialization or “yuppie-ism” can also

be observed in the case of cultural and artis- |

{ tic programmes in these areas. The second

proposition, which is a warning against social

! oppression, is much more controversial and

perhaps applicable in the Third World coun-

Europe, the proportion of the population em-
ployed in industry is gradually declining ac-

cording to economic indicators, and in future
| generations the majority of the population

will attend college. What are the prospects of

hoods that have long since lost their original

i function within the city’s organism?

. Adaptive reuse and
i theatre space

emerged, evident in the establishment of |
various subsidy programmes in the fields of |
regeneration of urban space, development of
culture and implementation of sustainable de- !
a common part of private parties in the

Theatre has used existing non-theatrical
architecture since antiquity. In Greece and
Rome, less demanding performances were

homes of wealthier people. In the Middle

i Ages, performances often took place in the
poetic and aesthetically appealing, world of di-
lapidated industrial structures (the popularity
| chitecture was at the birth of modern, for-
original squats went along with this demand;
courtyards of Renaissance and Baroque pal-
i aces were, in fact, typological predecessors
i of theatre boxes, which from the seventeenth
century became a norm in the theatre archi-
i tecture for the next few centuries.™

streets and on the squares; the Renaissance
preferred palace courtyards. Residential ar-

mally standardized theatre. The arcaded

A significant differentiation of theatre ar-

! chitecture comes with the wave of artistic ex-

perimentation in the late nineteenth century.
The effort to move away from illusionist aes-
thetics led to some changes in the dramatic

theatre buildings. Changes in architecture

Lighter genres, such as cabaret, were devel-
oping in less showy, non-theatrical spaces



a obydlovani (popularita tzv. loftovych bytt)

ponékud drsného, ale zaroven poetického
a svym zpGsobem esteticky pfitazlivého !
svéta zchétralych primyslovych provoz( za-
caly projevovat zajem Siroké vrstvy. Néktefi |

obyvatelé a sympatizanti pGvodnich squatt

této poptévce vychazeli vstiic, poméhaliji vy- |

tvaret a zéroven i uspokojovat.

Kritikové' gentrifikace upozornuji, ze se |
Jrevitalizované” ¢asti vnitfniho mésta stavaji |
v dlsledku zvy3ujici se ceny ndgjmd a nemo- |

vitosti a celkové promény Zivotniho stylu

doménou pouze vyssich a vzdélangjsich trid.

Nejchudsi skupiny obyvatel jsou pod rouskou

programu obnovy a za asistence politikd vytla-
¢ovany do periferii. Problém sociélni segregace |
spole¢nosti tak v jiné podobé pretrvava. Prvni
myslenka jisté plati. Zivotni Uroven se ve zkou-
manych lokalitach zvysuje a spole¢né s ni se |
zvysuji i zivotni naklady. Jak bude predestieno
v nasledujici podkapitole, silici komercionali-
zace Ci,zméstansténi” Ize ostatné vypozorovat |

i v pfipadé kulturnich a uméleckych program?

v t&chto mistech provozovanych. Druha teze,
varujici pfed socidlnim utlakem, je vsak jiz |

mnohem spornéjsi a uplatnitelnd je moznd
v zemich tfetiho svéta ¢i v nékterych ¢astech
Spojenych statl. V Evropé dle ekonomickych

ukazateld podil obyvatelstva zaméstnaného
v priimyslu postupné klesa a vétsina popu-
la¢niho ro¢niku zaroven nastupuje na vysoké
Skoly. Jakou perspektivu ma tedy chuda, ne-

vzdélana a stale se zmensujici délnickd tfida
v soucasném mésté a nejen v ném? A je tfeba

se ji pokouset udrzovat v chatrajicich délnic-

kych ¢tvrtich, které v rdmci organismu mésta
jiz davno ztratily svoji pvodni funkci?

Adaptace a divadelni
prostor

Divadlo vyuzivalo existujici nedivadelni ar- |

chitekturu jiz v antice. V Recku a Rimé byla

méné naro¢na predstaveni béznou soudasti |
soukromych vecirk(, odehravajicich se v do-
mech zamoznéjdich osob. Ve stfedovéku se |
predstaveni ¢asto odehravala na ulicich a na-

méstich, v renesanci na nadvorich palact. Re-
ziden¢ni architektura stala dokonce u zrodu
formalné typizovaného novovékého divadla.
Pravé arkddové dvory renesan¢nich a barok-
nich paldc byly totiz typologickymi pred-
chidci l6zovych divadel, ktera se stala od 17.
stoleti pro divadelni architekturu na nékolik
dal3ich staleti standardem.™

K vyraznéjsi diferenciaci divadelni archi-
tektury dochdzi s vinou uméleckych experi-
mentd konce 19. stoleti. Snaha oprostit se
od iluzivni estetiky vedla k fadé zmén v dra-
matickém umeéni, které mély zpétny dopad
i na uvazovéani o divadelnich budovach.
Promény architektury byly motivovany také
demokratizaci spole¢nosti, kterd se stavala
socidlné propustnéjsi a myslenkové flexibil-
né&jsi. Leh¢i zanry, jako napfiklad kabarety,
se rozvijely v méné okazalych, nedivadel-
nich prostorach - ve spolecenskych salech
¢i v hospodach. Divadlo s ambicemi oslovo-

Inscenace Die Traumdeutung, Slovensko mladinsko
gledalisce, Postojenska jeskyné, 2000. Foto Marko Klinc

Production of Die Traumdeutung, Slovensko mladinsko
gledalisce, Postojna Cave, 2000. Photo Marko Klinc
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K, pionyrské” adaptaci industridlniho prostoru
doslo jiz za¢atkem 30. let v polské Varsavé.
Cast pramyslové haly slouzici jako kotelna byla
prebudovana na divadelni sal, ve kterém zacal

objektu. zdroj: Google Street View

A“pioneering” adaptive reuse of an industrial

space took place in Warsaw, Poland, in the early
1930s. A part of an industrial hall that had served as
a boiler room was converted into a theatre, with first
performances of the Teatr im. Stefana Zeromskiego,
the current state of the premises.

Source: Google Street View

needs. Max Reinhardt, the Austrian director,
was behind many major projects of this type.

‘ pressionist adaptation, 1918-1919), he had
i the architect Hans Poelzig renovate a build-
ing that was originally a market, later a circus

pusobit Teatr im. Stefana Zeromskiego. Dnesni stav arena (Zirkus Schumann, Renz). Between

i the years 1920-1937 Reinhardt also experi-

mented with non-traditional theatre space at

the Salzburg Festival. He showed theatre in
the square, church, chateau and buildings of
i the former riding school.

Similar experiments also emerged after

i World War II. Creators of The Second Theatre
Reform used cafés, abandoned factory halls
i and public parks for the needs of theatre.’
\ Theatre gradually penetrated all conceivable
- in halls or pubs. Theatres which wanted to
reach a large audience also use many other
non-theatrical spaces that they adapt to their !
their production of Die Traumdeutung in the
i environment of the Postojna Caves in 2000.

As early as 1913 he staged Hauptmann'’s Fes- |
tival Play in German Rhymes in the recently |
opened multi-purpose Centennial Hall (Max
Berg, 1911-1913) in Wroclaw. As the director |
of Berlin theatre Grof8es Schauspielhaus (ex-

types of buildings, vehicles or natural envi-
ronment - Ljubljana’s Slovensko Mladinsko
Gledalisce (Slovenian Youth Theatre) present

A plethora of chamber theatres were
being founded in basements, often at the
initiative of amateur or semi-professional
ensembles (Theater Fauteuil, Basel, 1957; Or-
pheus Theatre, Prague, 1967; Kleines Theater,



vat masové publikum se v této dobé chépe |
také fady dalsich nedivadelnich prostor,

které pro svoje potfeby adaptuje. U mnoha

1920-1937 Reinhardt pousti také v ramci

byvalych jizdaren.

formy vyuzivaji pro potreby divadla kavarny,

opusténé tovarni haly nebo vefejné parky.”s
Divadlo oviem postupné pronikd snad do
viech myslitelnych typl budov, dopravnich
prostiedkd nebo pfirodnich prostiedi - ljubl- |
janské Slovensko mladinsko gledalis¢e (Slo-

vinské divadlo mladeze) uvadi napf. roku
2000 svoji inscenaci Die Traumdeutung

| v prostorach Postojenské jeskyné.
vyznamnych projektd tohoto typu stoji po-
stava rakouského reziséra a divadelniho
feditele Maxe Reinhardta. Jiz v roce 1913 |
inscenuje v pravé otevirané vicetcelové !
,Hale stoleti” (Max Berg, 1911-1913) ve Vra-
tislavi Hauptmannovu ,Slavnostni hru v né-
meckych rymech”. V dobég, kdy déla feditele !
berlinského divadla GroBes Schauspielhaus
(expresionisticka uprava, 1918-1919), adap-
tuje pro néj architekt Hans Poelzig budovu, |
kterd plivodné slouzila jako nakupni hala '
a pozdéji jako cirkusova aréna (cirkusy Renz
a Schumann). Do experiment( s netradi¢-
nim divadelnim prostorem se mezi léty |

Neprfeberné mnozstvi komornich divadel
je zakldadano ve sklepich, ¢asto z iniciativy
amatérskych ¢i poloprofesionalnich soubort
(Theater Fauteuil, Basilej, 1957; Divadlo Or-
feus, Praha, 1967; Kleines Theater, Salzburg,
1984 aj.). Sklepni divadlo se tak stalo urcitym
ustalenym architektonickym typem. Hlavnim
divodem vzniku takovych kulturnich zafi-
zeni jsou jejich nizké zafizovaci a provozni
naklady, roli hraje i akusticka izolovanost,
umoznujici do programu nasazovat vedle di-
vadla i zivé hudebni produkce, po umélecké
strance ldkd intimita — blizkost divakdm, po
marketingové pak muize byt zadouci urcity

| punc alternativy — undergroundu.
Salcburského festivalu. Divadlo tu uvadi na |
namésti, v kostele, na zamku ¢i v budovach

V pavodné nedivadelnich, prevazné
industridlnich ¢i vojenskych objektech se

i v Evropé zac¢ina divadlo intenzivnéji uvadét
Obdobné experimenty se objevuji i po :
druhé svétové valce. Tvlrci druhé divadelni re- |

od 70. let. BéZné se tu poradaji konkrétni in-
scenace, organizuji se tu divadelni festivaly

i a ojedinéle zde vznikaji i trvale vyuzivané

kulturni provozy s divadelnim programem
(Fabrik, Hamburg, byvald strojirna, 1971;
Pekarna, byvald pekérna, Lublan, 1972-
1977; Rote Fabrik, byvald pradelna hedvabi,
Curych, 1980). Divadlo do téchto mist pro-

Sklepni divadlo
Orfeus, Praha,

aaejdepe

pirelom 60. a 70. let.
Archiv Divadla Orfeus.

Foto Bohdan Holomicek

Cellar theatre
Orpheus in Prague,
the turn of the 1960s
and 1970s.

Orpheus Theatre archive.

Photo Bohdan Holomicek




Salzburg, 1984; et al.). Basement theatre thus
became a regular architectural type. Such
cultural institutions emerged mainly because
of their low equipment and operating costs.
Acoustic isolation also played a role since it
allowed the programme to use live music as
well. The intimacy of such spaces - the prox-
imity of the audience — was artistically invit-
ing. From a marketing point of view, a certain
flair of the alternative and underground may
have been seen as desirable.

Theatre in originally non-theatrical,
mostly industrial and military facilities has
become a somewhat regular feature in Eu-
rope since the 1970s. Such facilities com-
monly host specific productions and theatre
festivals; occasionally, a permanent cultural
operation with repertory theatre emerges
(Fabrik, Hamburg, a former machine parts
factory, 1971; Pekarna (Bakery Theatre),
a former bakery, Ljubljana, 1972-1977; Rote
Fabrik (Red Factory), an old silk mill, Zurich,
1980). Theatre penetrated these places
partly thanks to squatters who sometimes
set up social and cultural centres in the in-

habited objects. For example, Copenhagen’s
Christiania (a former military area, 1971), the
Parisian squat Les Frigos (originally an ice
factory, 1980), the Dresden “cultural reserva-
tion” Projekttheater (former metal parts fac-
tory, 1990), the Berlin UfaFabrik (former film
studios, 1979), Kepi (formerly an apartment
building, 1990) and the Kunsthaus Tache-
les (an old department store, 1990-2012)
or Metelkova Mesto (site of former military
barracks, 1993) in Ljubljana.

From the late 1980s and early 1990s, cen-
tres of culture and leisure time have emerged
in industrial areas often on the direct incen-
tive or with the greater assistance of state in-
stitutions — even if they are usually managed

»Ein Theater besetzt sein Haus” -, Divadlo
obsadilo sviij diim*, otevieni draZdanského
Projekttheateru, 18. 2. 1990. Foto archiv Projekttheateru

“Ein Theater besetzt sein Haus” - “A theatre
occupied its house,” the opening of the Dresden
Projekttheater, February 18, 1990.

Projekttheater photo archive
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nika i diky squatterim, ktefi v nékterych |
pfipadech zfizuji v obydlenych objektech |
socialni a kulturni centra. Jedna se napft.
o kodanskou Christianii (byvald kasarna,
1971), pafizsky squat Les Frigos (byvalé mra- !
zirny, 1980), drazdanskou, kulturni rezervaci” !
Projekttheater (byvald tovdrna na kovové
soucastky, 1990), berlinska centra UfaFabrik
(byvala filmova studia, 1979), Kepi (byvaly !
¢inzovni diim, 1990) a Tacheles (byvaly ob-
chodni dlim, 1990-2012) ¢i Metelkova Mesto

(byvalé kasarna, 1993) v Lublani.

Od pielomu 80. a 90. let vznikaji v pramy-
slovych aredlech stfediska kultury a volného
Casu Casto z pfimého popudu i za vyrazng&jsi |
asistence statnich instituci - byt jsou vétsinou |
fizeny neziskovymi organizacemi. Za pfispéni

méstskych organd vznikd napf. roku 1991

nejvétsi kulturni centrum Finska Kaapeliteh-
das (Tovarna na kabely), na jehoZ spravé se
pa’:)dlll rvneStem Vlasltnen,a rea}“tm ka"qcelar' Na Kultufe se dobfe dafi na mistech, ktera jsou obtizné
zakladé rozhodnuti berlinského senatu vznika |

i pristupna a nehostinna - na mistech, na ktera neni
ve stejném roce Kulturfabrik Moabit (byvala
konzervérna, 1991). Do hry postupné vstupuji
i soukromi investofi, developefi, kombinujici | culture thrives in places with difficult and inhospitable
kulturni centra s centry nakupovéni a zébavy !
(Kulturbrauerei, Berlin, byval)'/ pivovar, deve- Moabit, Berlin, 2015. Photo Vojtéch Pola¢ek
loper TLG Immobilien, 2000; Spinnerei, Lip-
sko, byvala pradelna, 2005, developer MIB AG;
Manufaktura, Lodz, byvala textilni tovarna, !
| ndvstévniky. Muzea a kulturni instituce se tak
Tésny vztah kulturnich instituci a komer¢-
niho sektoru ma sva pozitiva i negativa. V ci- |
tované studii Ekonomika kultury v Evropé jsou '
na prikladu lodzského multifunkéniho centra
Manufaktura'® hledany pfednosti této symbi-
6zy: ,V Lodzi, v Polsku, vznikla neddvno velmi
zajimavd iniciativa. Stary pramyslovy zdvod byl
obnoven, aby mohl byt vyuZzit jako multifunkéni
centrum. Objekt zahrnuje celou fadu riznych
obchodd, obdobné jako moderni,,shopping ma-
lly” Zdrover v ném ovsem nalezly misto i muzea
a koncertni sdly. Posldnim centra je poskytnout
mistnim umélciim inovativni prostor, umozaujici |
avantgardni experimenty. Ponékud prekvapujici
smés aktivit, které by mohly byt povaZovdny za
vzdjemné si odporujici, ve skutecnosti pfindsipo-
zitivniinterakci: Komeréni aktivity Idkaji do mista

developer Apsys, 2006 aj.).

ptilis vidét. Kulturfabrik Moabit, Berlin, 2015.

Foto Vojtéch Polacek

access - in places that are not too visible. Kulturfabrik

stdvaji dostupnéjsi a nové publikum pini umé-
lecké akce”" Text, zdUraziujici pozitivni vlivy
na kulturu a uméni, plsobi dost nevyvazené,
asi jako by byl koncipovan developerem zada-
jicim o dotaci na projekt. Dle ekonomickych
teorii jsou to totiz do velké miry naopak kul-
turni a spolecenské akce, eventudlné pamat-
kové hodnota adaptovanych objekt(, které do
podobnych lokalit lakaji ndvstévniky a zvysuji
tak obrat zdejs$im obchoddm. Typ kulturnich,
jmenovité divadelnich produkci uvadénych
v podobnych zafizenich navic silné inklinuje
k nekomplikovanému, zdbavnimu formatu
nebo nanejvys jakémusi sttednimu proudu. Je
urcitou obdobou potravin a konfekce nabize-
nych v pfilehlych obchodech. Hovofit o avant-
gardnich experimentech je proto zavadéjici.

aaejdepe
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by non-profit organizations. Kaapelitehdas
(Cable Factory), Finland'’s largest cultural cen-
tre, for example, arose in 1991 with the con-
tribution of the municipal authorities, and
a city-owned real estate agency is involved
in its administration. In the same year, Kultur-
fabrik Moabit (a former cannery, 1991) was

Berlin. Private investors and developers grad-
ually entered the game as well, combining
cultural centres with shopping and entertain-
ment centres (Kulturbrauerei, Berlin, a former
brewery, developer TLG Immobilien, 2000;
Spinnerei, Leipzig, a former spinning mill,
developer MIB AG, 2005; Manufaktura, Lodz,
a former textile factory, developer APSYS,
2006 et al.).

The close relationship between cultural
institutions and the commercial sector has
its advantages and disadvantages. The Econ-
omy of Culture in Europe gives the example

Berlinské kulturni a komunitni centrum UfaFabrik,

zalozené jako squat, pfisné dba na ekologické aspekty

provozu. V ramci svého kulturniho programu vsak

tato organizace pFilis vizionarska neni. Upoutavky na

kulturni akce UfaFabrik, bfezen 2015.
Foto Vojtéch Polacek

Berlin’s cultural and community centre UfaFabrik,

founded as a squat, pays rigorous attention to the
created with the consent of the Senate of !

ecological aspects of their operations. The cultural
programme of this organization, however, is not exactly
visionary. Announcements for cultural events UfaFabrik,
March 2015. Photo Vojtéch Polacek

of the £6dz multi-purpose centre Manufak-
tura'® and the advantages of this symbiosis:
“In Lodz, Poland, a very interesting initiative
was recently set up. An old industrial plant
was renovated to be used as a multi-func-
tional centre. It includes many different shops,
similar to a modern “shopping mall”. It also
includes museums and concert halls. Its



Pronikani komerce a stfedniho proududo |
oblasti, jez byly pivodné doménou alterna-
! zalozend jiz roku 1983 v Bruselu a sidlici dnes
a historicky se opakujicim jevem, ktery nemaji

tivnich spole¢enskych proudd, je pfirozenym

autofi této knihy ambici kritizovat ¢i hloubéji

analyzovat. Nazirat tuto problematiku opti-
kou umélecké kritiky neni na misté. Dalece !
presahuje oblast divadla a uméni obecné, je
vice problematikou urbanistickou a sociolo-

gickou. Projekty mamutich multifunkénich

center ozivuji zchatralé plochy velikosti ce-
Trans Europe Halles zpopularizovat a oZivo-
pochopitelné nejen divadla, galerie a kluby, |
ale také gkolky, sportoviété, hospody ¢i byty. !
To, Ze za témito projekty vétdinou stoji bo-
zace, které vznikly jako obcanské iniciativy.

lych obci. Jsou mésty ve mésté, obsahujicimi

haty investor a provoz se fidi liberalné trznimi
mechanismy, je nasnadé.

Komercionalizace, spojena s ryze zabav-
nimi formami uméni a turistikou, se mini-
malné v posledni dekadé citelné dotkla i fady
alternativnéji orientovanych kulturnich center, !
a dokonce i squatterskych komunit, které se
stavaji atrakcemi, vyhledavanymi Sirokou sku-
pinou navstévnikd. Berlinsky squat Tacheles
pfed svym zrudenim vydélaval na prodeji su-

venyrd, ba dokonce na vstupném do pokojik(i

squattert. Kodanska Christianie je turisty vy-
hledavana nejen diky bizarnim stavbam, které |

zde svépomoci stavéli jeji obyvatelé, ale i kvdli
marihuané, jejiz konzumaci zde urady toleruji.

Posuvné kovové dvere na toaletach prazského
klubu La Fabrika, které by bylo mozné oznacit
jako ,industridlné dekorativni”. Jako material byla
vyuzita kovova protiskluzova podlozka, ktera tak
pozbyla svého piivodniho ucelu a byla povysena
na predmét urcité estetické hodnoty. Duben 2015.
Foto Vojtéch Polacek

The sliding metal doors on the toilets of

Prague’s La Fabrika club could be described as
“industrial decorative”. Metal anti-slip mats were
used as a material which then lost its original
purpose and was promoted to an object of aesthetic
value. April 2015. Photo Vojtéch Polacek

Zastiesujici organizaci polyfunkénich kul-
turnich center se stala Trans Europe Halles,

v kulturnim stfedisku Mejeriet (Mlékarna) ve
Svédském Lundu. Jeji ¢lenové si na pravidel-
nych konferencich vyménuji své zkusenosti,
vytvéreji spole¢né mezindrodni projekty
a snazi se o ddraznéjsi prosazovani myslenek
alternativni kultury. Dnes vSeobecné rozsi-
fené adaptace opusténych prdmyslovych
budov na vefejné kulturni instituce pomohla

vani vybydlenych a zdevastovanych zakouti
evropskych metropoli i nadale podporuje.
Mezi své ¢leny vsak pfijima pouze organi-

Na seznamu Trans Europe Halles proto bylo
v 1été 2015 uvedeno 58 ¢len(i®. Celkovy po-
et divadelnich ¢i multifunkenich kulturnich
prostor(l vzniklych v byvalych prdmyslovych
aredlech — od téch institucionalné nezavis-
lych, pohybujicich se nékdy az na hranici ¢i
za hranici legality, pres oficialni, zfizované
a provozované statnimi organizacemi, az
po projekty ryze podnikatelské — bude v3ak
mnohem vy33i. Jedna se o jev masové a glo-
balné rozdifeny. Jen tézko bychom hledali
vétsi evropské mésto,

kde k adapta-
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objective is to provide local artists with an
innovative space allowing for avant-garde
experiments. Hence an astonishing blend
of activities that could be considered as an-
tagonist but which generate positive inter-
actions: commercial activities drive people
to the place. Museums and cultural events
become more accessible and new audiences
fuel artistic events.”” The text, which high-
lights positive impacts on culture and art,
seems biased as if drafted by a developer
applying for a project grant. According to
economic theories, it is in fact to a large ex-
tent the other way around - it is the cultural
and social events and possibly the historical
value of the converted objects that attract
visitors to sites of this kind and increase the
turnover of local businesses. Cultural and
specifically theatre productions in similar
premises typically tend toward an uncom-
plicated, entertainment format, or at most

a sort of mainstream. They are a kind of
analogy of food and clothing offered in the
adjacent shops. It is, therefore, misleading
to mention avant-garde experiments.

The penetration of commerce and main-
stream into areas that were previously the
domain of alternative social currents is a nat-
ural and historically recurring phenomenon,
one which the authors of this book have no
ambition to analyse in depth nor criticize. It
would be inappropriate to contemplate this
issue through the lens of art criticism since
it is primarily an urban and sociological is-
sue that goes far beyond the realm of thea-
tre and art in general. Projects of mammoth
multifunctional centres revive dilapidated
areas the size of entire municipalities. They
are towns within towns, containing not only
theatres, galleries and clubs, but also kinder-
gartens, sports facilities, pubs or flats. The

fact that these projects are usually backed

Umisténi divadelnich / kulturnich objekti v tésném
kontaktu s dopravnimi stavbami: S2 - Kulturny

uzol, Stanica Zilina; Eichbaumoper, Porufi; Folly for
a Flyover, Londyn. zdroj: Google Mapy

The location of theatrical/cultural objects in close
contact with the transportation objects: S2 - Kultarny
uzol, Stanica Zilina; Eichbaumoper, Ruhr district;

Folly for a Flyover, London. Source: Google Maps



Michigan Theatre, Detroit. Foto © Robert Yasinsac

Michigan Theatre, Detroit. Photo © Robert Yasinsac

typu nedochdzi. S jistotou lze proto fici, ze
divadelni prostory nové otevirané v indust-
ridlnich objektech v poslednich letech pre- !
vazuji nad divadelnimi novostavbami. A to
mozna i fadové. V oblasti stalych divadel-
nich provoz( se tak tovarni hala stala typic-
kou divadelni architekturou dne3ni doby. |

Svym uspofadanim ani technologickym |
vybavenim nebyvaji konkrétni saly otevi- |
rané v souvislosti s konverzemi industrial-
nich objektd pfilis novatorské nebo prekva-
pivé. Vétsinou se jednd o variabilni divadelni
haly, umoziujici rychlé zmény uspofadani
a viceucelové vyuziti. Pozadavek variability
odpovida také moderni divadelni praxi, pra-
cujici b&zné s celou fadou rozdilnych relaci
mezi hledistém a jevistém a volici ¢asto ne-
vrstvy obyvatelstva byly jiz na tento pomérné
i tradi¢ni a usazeny esteticky kod zvyklé, rozu-

repertodrova provozni schémata, ktera jsou
zaloZena na hostovani vétsi skupiny umélcli
a soubord.

Design interiéru vychdzi z jednodu-

chosti primyslové architektury, jejiz cha-

rakteristické maédni rysy jsou vypichovany

i & dokonce uméle imitovany. Masivni nosné

konstrukce zUstévaji odhaleny, nové prvky
byvaji zhotoveny z betonu, oceli, pfipadné
jinych kovd. Povrchy jsou nékdy dodatecné
patinovany. S oblibou je pouzivdna betonova
stérka (povrchova imitace pohledového be-
tonu), kterd se dnes v interiérovém designu
uplatiiuje i mimo adaptace primyslovych
budov. Fascinace industridlni architekturou
a pfendseni jejich technologii a vytvarného
vyrazu i do jinych oblasti architektury neni
v Evropé jevem novym. Tyto tendence lIze
pozorovat jiz v dilech architektd moderny na
pfelomu 19. a 20. stoleti (napf. Henrik Petrus
Berlage, Charles Rennie Mackintosh) a ovliv-
nuji i pozdéjsi architektonické styly a hnuti
(konstruktivismus, brutalismus, dekonstruk-
tivismus). Popularita adaptaci prdmyslovych
aredlli tedy mozna vzristala i proto, ze Siroké

mély mu a pozitivné na néj reagovaly.
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by wealthy investors and that the operations
are governed by liberal market mechanisms
is self-evident.

entertaining forms of art and tourism has

since the last decade affected some more al- |
ternative cultural centres and squatter com- :
munities, which are becoming attractions for

a broad group of visitors. Before its demise,

the Tacheles squat in Berlin made a profit

by selling souvenirs and even entry to the
squatters’ rooms. Copenhagen’s Christiania is
popular with tourists not only because of the
bizarre buildings erected by its residents in
a DIY manner but also because of marijuana,
the consumption of which is tolerated by the
authorities..

Trans Europe Halles, founded in 1983
in Brussels and today seated at the cultural

venue Mejeriet (The Dairy) in Lund, Swe- |
tures remain exposed, new elements are made
exchange and co-operation of multidiscipli-
nary cultural centres. Its members share their
| Concrete finishing (an imitation of béton brut)
joint international projects and strive for
i design even outside the adaptive reuses of
culture. Trans Europe Halles has helped pro- !
! trial architecture and the transference of its
of abandoned industrial buildings into pub-
| areas of architecture is not a new phenome-

den, has become a network for the support,

experiences at regular conferences, create
wider implementation of ideas of alternative
mote the nowadays widespread conversion

lic cultural institutions and still continues to
support the revitalization of dilapidated and
desolate corners of European cities. However,
it only grants membership to organizations
that were founded as citizens' initiatives.
Trans Europe Halles thus had 58 members in

the summer of 2015 '. A total number of the-
atres or multi-functional cultural spaces cre- |
i of adaptive reuses of industrial sites possibly

atedinformerindustrial areas would be much
higher, as it would include organizations
independent on institutions and sometimes
operating on the limit, or beyond legality, as
well as official, established organizations run

by the state, and purely business projects. It

is a globally widespread mass phenomenon,

and it would be hard to find a European city

of a size where adaptive reuses of this kind

do not occur. We can therefore safely say that

newly opened theatre spaces in industrial

i objects outnumber new theatre buildings in

recent years. In the area of permanent thea-

! tres, the factory hall has thus become typical
Commercialization combined with purely

theatre architecture of today.

The arrangement or the technological
equipment of such converted halls is usu-
ally not too innovative or surprising. In most
cases they are convertible theatre halls al-
lowing rapid changes of the arrangements
that fit their versatility. The convertibility
is consistent with modern theatrical prac-

tice — working with many different relations

between the audience and the stage, and

i often choosing non-repertory operations

based on hosting larger groups of artists

! and ensembles.

The interior design is based on the simplic-
ity of industrial architecture whose character-
istic trendy features are emphasized or even
artificially imitated. Robust supporting struc-

of concrete, steel, or other metals. Additional
patina is sometimes created on the surfaces.

is very popular; it is now applied in interior
industrial buildings. Fascination with indus-
artistic expression and technologies to other

non in Europe. These tendencies are present
in the works of modernist architects in the late
nineteenth and early twentieth century (e.g.,.
Henrik Petrus Berlage, Charles Rennie Mack-
intosh) and also affect later architectural styles
and movements (constructivist architecture,
brutalism, deconstructivism). The popularity

increased because the majority of the popu-
lation were already used to this relatively tra-

ditional and established aesthetic code, they

understood it and responded positively to it.
Theatres which temporarily or sometimes
permanently revive dilapidated city corners
by using the existing architecture can also
be seen as adaptive reuses. We deal with this
issue, from a slightly different perspective,
in the chapter MOVEMENT. At this point we



Za formy adaptaci Ize povaZovatidivadla, |
kterd kratkodobg, ale nékdy i trvale ozivuji
zchatrald méstské zakouti a vyuzivaji k tomu |
stdvajici architekturu. Této problematice se
obsirné, ovéem z trochu odlisné perspektivy
vénuje kapitola POHYB. Na tomto misté by- !
chom pouze radi vypichli divadelni stavby
vznikajici v tésném kontaktu s dopravni in-
odiiznuta |
¢asto od svéta silnicemi ¢i kolejemi, ktera se
proménuji v zivé kulturni uzly, se totiz dnes jiz

frastrukturou. lIzolovana mista,

stavaji urcitymi urbanistickymi topoi.

Na zavér kapitoly vénované adaptacim !
nutno uvést, ze v rdmci soucasné architek- !
tury dochazi i ke zcela opa¢nému procesu,
nez byl popisovan na pfedeslych strankach.
Zejména velkym, bulvarné zamérenym di- |
vadltim a kindm zacala od 50. let vyraznéji :
konkurovat televizni zdbava, postihl je odliv
divakl a v mnoha piipadech musela byt za-
virana.V Evropé se nejednd o tak masovy jev. |
Vyrazné roziiteny je naopak ve Spojenych
statech, kde tvofila zabavné orientovana
divadla podstatnou ¢ast kulturni infrastruk- |
tury. K zachovani americkych divadel nepfi- |
spél ani fakt, Ze byla ¢asto provozovana na
soukromopodnikatelském zékladé, a nedo- '
stalo se jim tudiz institucionalni podpory.

Stejné jako nékteré tovérny predstavuji
chatrajici divadla pozlstatek primyslu, je-
hoz provozni model ani produkty jiz nejsou
kompatibilni s poZzadavky dnesni doby. Jsou
svého druhu brownfieldem, ktery musi byt
revitalizovan. Z akademického i divadelniho
prostiedi je vyvijen tlak na jejich obnovu.
Liga americkych historickych divadel do-
konce vydala roku 2006 manual, ve kterém
radi mistnim komunitdm, za jakych pod-
minek a jakym zplsobem navracet témto
budovam zivot.” Zchatralé saly, a nejen
v Americe, jsou vsak pfirozené objevovény
i podnikateli, ktefi je ¢asto vyuzivaji pro ob-
chodni ¢i skladové tcely.

Vzhledem k zaméfeni této knihy pUsobi
téméf jako ironicky usklebek osud Michigan
Theatre v centru amerického Detroitu. Oké-
zaly, barokizujici sal pro vice nez 4 000 divakd,
ktery je soucdsti tfindctipatrové administra-
tivni budovy, slouzil mezi léty 1926-1976 nej-
riznéjsim divadelnim, filmovym a zejména

Knihkupectvi El Ataneo v adaptovaném divadle,
Buenos Aires. Foto © Zdenko Somorovsky

El Ataneo bookstore in a converted theatre, Buenos
Aires. Photo © Zdenko Somorovsky

aaejdepe
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would only like to pinpoint theatre construc- |
i which it advises local communities how to

tions that emerge in close contact with the
transport infrastructure. Isolated locations,
often cut off from the world by roads or
tracks, turn into lively cultural junctions and
become urban topoi of sorts.

tive reuse, we should note that there is also

tecture to the one described on the previous

pages. In the 1950s, large, mass-entertain-

ment theatres and cinemas suffered the loss
of audiences after the advent of television,
and many had to close. That was not a mass

phenomenon in Europe, but it was signifi-
cant in the United States, where entertain- |
ment-oriented theatres accounted for a sub-

stantial part of the cultural infrastructure. The
fact that these theatres were often operated

advantage in preserving American theatres.
Like some factories, dilapidated theatres
represent remnants of the industry whose

operational model or products are no longer
i dustry. The fight was balanced, however. The
They are a kind of brownfield, which must
be revitalized. Academic and theatrical cir- |
cles have been developing pressure for their

compatible with the requirements of today.

restoration. The League of Historic American

Theatres even issued a manual in 2006 in

restore these buildings.” Dilapidated halls

everywhere are naturally discovered by en-
i trepreneurs as well who often use them for
i trading or storage purposes.

Before we conclude this chapter on adap-
the Michigan Theatre in downtown Detroit,
an opposite process in contemporary archi- |

Given the focus of this book, the fate of

US, seems almost ironic. The glamorous, ba-
roque-like hall for more than 4,000 specta-
tors (part of a thirteen-floor administrative
building) served for a variety of theatre, film

i and especially musical productions between

1926 and 1976. As it is an integral part of the
structural design of the building, it could not
be demolished, and adaptive reuse was cho-
sen instead. Large areas of the auditorium

i were pulled down, a concrete platform was
i added, and a car park was opened on the site.
as private businesses and therefore did not
get institutional support was another dis-
i Michigan Theatre. It had been dismantled
i and relocated to the Ford Museum in Dear-

Originally, a small garage in which Henry Ford
built his first car used to stand on the site of

born. It seems as if the automotive industry
fought back against the entertainment in-

bizarre environment of the theatre-car park
became a popular location for Hollywood
movie productions and thus paradoxically

{ won a much larger audience..



hudebnim produkcim. JelikoZz je integralni
soucasti konstrukéniho feSeni stavby, bylo na-
misto demolice nutné pfikrocit k adaptaci. Po
vybourdni velké ¢asti hledisté a dostavbé be-
tonové platformy zde bylo otevieno parkovi-
$té. Na misté Michigan Theatre pdvodné stéla
mala gardz, ve které Henry Ford sestrojil svij
prvni automobil a ktera byla rozebrana a pfe-
misténa do Fordova muzea v Dearbornu. Zda
se, jako by automobilovy priimysl vracel tomu
zabavnimu uder. Boj je to oviem vyrovnany.
Bizarni prostfedi divadla-parkovisté se stalo
lokalitou vyhledavanou hollywoodskymi fil-
movymi produkcemi, a ziskalo tak paradoxné
jesté mnohem vétsi okruh divaka.

aaejdepe

Citliva a esteticky plisobiva revitalizace nevyuzivaného
prostoru po zbofeném divadle La Lira probéhla

v katalanském méstecku Ripoll. V proluce vzniklo roku
2011 Public Space Teatro La Lira (RCR Arquitectes, Joan
Puigcorbé). Casteéné zastieseny polyfunkéni vefejny
prostor, slouzici zaroven jako predpoli nového mostu,
cituje architekturu divadelniho portalu, a ze svého okoli
¢ini svého druhu divadelni vyjev. Foto archiv RCR Arquitectes

A sensitive and aesthetically impressive revitalization
of unused space after La Lira theatre had been
demolished in the Catalan town of Ripoll. Public Space
Teatro La Lira (RCR Arquitectes, Joan Puigcorbé) was
founded in 2011 in the vacant lot. A partially roofed
multifunctional public space, also serving as the
foreground of the new bridge, it cites the architecture
of a proscenium arch and turns its surroundings into

a kind of theatre scene. Photo RCR Arquitectes archive
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Community
and architecture

The conversion of dilapidated buildings and
neighbourhoods in Europe and elsewhere in

demic disciplines, analysed and evaluated in
hundreds of specific examples. The adaptive
reuse and revitalization of neglected indus-

trial areas are a part of official, state-sup-
ported strategies and attract public and pri- !
i community and society (Gemeinschaft und

vate investment in high volume. In the United

States of the 1990s and the early twenty-first
nand Tonnies?', which can to some extent
in connection with the New Urbanism move- |
ment and HOPE VI, the federal government
| term society as considered by the German
i sociologist presents a wider community of
individuals who often do not know each
i other and are only connected by mostly
| abstract ideas (nation, state). In a society,
theorists of urbanism as an instrument of po-
i est of an individual is of great importance,
i and he or she more often enters formal,

century, the term “urban renaissance” is used

supported plan for revitalizing dysfunctional
public housing projects (since 1992) which
applied the ideas of New Urbanism.?

The process of revitalization is sometimes
criticized by left-leaning sociologists and

litical and class manipulation because of its
cost, bureaucratic complexity, and a certain

exclusivity of its results. In recent years we |
begin to witness the rise of bureaucratically
i individual is motivated to actions by their
! economic advantageousness; his will to act
that are accessible to broad sections of soci-
i ternal incentives rather than internal needs
point of view. Since a substantial number of
the pop-up theatres presented in this book !
are such modest, socially engaged events
{ community. It is a smaller social unit based
historical and theoretical preconditions of
members are naturally and intrinsically mo-
to concentrate on the key concept of this is- |
! the proper running of the community.

and financially less demanding architectural
interventions and more democratic activities

ety, from both the producer’s and the user’s

open to the public, we shall now examine the
that phenomenon. To do that, we first need

sue. That concept is the community.

Architecture and urban planning have

been operating with the notion of com-
i munity for a long time. The functioning of
a community in a city quarter or a residential
i complex was theoretically and experimen-
the world has been going on for decades. It |
has therefore become a historical phenom-
enon and the subject of study in many aca-
| ties, also pioneered by the new urbanists in
| the 1990s, had already been drawn up sev-
: eral decades earlier.

tally examined throughout the twentieth
century. Some of the principles relating to
the development of local urban communi-

The notion of community is now mainly
understood in the spirit of the theory of

Gesellschaft) published in 1887 by Ferdi-

be likened to Aristotle’s notions of the
household and the community (polis).??The

according to Tonnies, the economic inter-

technicist contracts with others than per-
sonal, emotionally loaded relationships. The
within society is determined mostly by ex-
(so-called Willkir / Kiirwille ). The meaning
of Tonnies’s term Gemeinschaft is then es-
sentially identical to the now popular term

on strong family or friendly relations, whose

tivated (i.e., Wessenwille ) to contribute to



Komunita
a architektura

Konverze zchatralych budov a ¢tvrti se v Ev-
ropé i jinde ve svété provadi jiz celd deseti- |
leti, staly se jiz proto historickym jevem, ktery
je pfedmétem studia mnoha védnich obort
a ktery Ize na stovkach konkrétnich pfikladd
analyzovat a hodnotit. Adaptace a revitali-
zace zanedbanych primyslovych ¢trti jsou !
v duchu teorii pospolitosti a spole¢nosti (Ge-

soucasti oficidlnich, stdtem podporovanych

strategii a ve velkém objemu pfitahuji ve-
! jiz roku 1887 Ferdinandem Ténniesem?', které
prosttedi se v souvislosti s hnutim Novy ur- |
banismus a federalni viddou podporovanym |
planem revitalizace disfunkénich projekt( |
obecniho bydleni HOPE VI (od 1992), ktery
myslenky Nového urbanismu aplikoval, ho-
vofi dokonce o ,urbanni renesanci” 90. let '

fejné i soukromé investice. V americkém

a zacatku 21. stoleti.?°

Pro ekonomickou ndaroc¢nost, byrokra-
tickou komplikovanost a urcitou exkluzivitu !
vysledk(i jsou nékteré revitaliza¢ni projekty !
kritizovény levicové orientovanymi teoretiky
urbanismu a sociology jako nastroje politické |
a tfidni manipulace. Obzvlasté v poslednich
letech jsme proto svédky rozvoje finan¢né !
a byrokraticky méné naro¢nych architekto-
nickych intervenci, demokrati¢téjsich aktivit
pfistupnych z producentského i uzivatel- !
ského hlediska nejsirsim vrstvam spole¢nosti.
Jelikoz Ize mezi takové skromné, vefejnosti |
oteviené a zaroven socialné angazované akce
pocitat i podstatnou ¢ast tzv. pop-up (z angl.
rychle se vynofit) divadel prezentovanych |
v této knize, budeme nyni vénovat obsahlejsi |
pozornost historickym a teoretickym predpo-
kladlim tohoto fenoménu. Nejprve je ovsem
nutné se ifeji vénovat uzlovému pojmu této |
i cirkvi), etnického (ghetta) ¢ pracovniho (Deir

problematiky. Tim je komunita.

S pojmem komunita operuje architek-

i tura a urbanismus dlouhodobé. Fungovani

komunity v rdmci méstské ¢tvrti ¢i bytového
komplexu bylo teoreticky i experimentalné
zkoumano po celé 20. stoleti. Nékteré za-
sady tykajici se rozvoje mistnich méstskych
komunit, jez v 90. letech propagovali i novi
urbanisté, byly nacrtnuty jiz o mnoho dese-
tileti dfive.

Pojem komunita je dnes vétsinové chapéan

meinschaft und Gesellschaft) publikovanych

Ize do urcité miry pfirovnat k Aristotelovym
pojmim dédina a obec (polis).?> Pod pojmem
spole¢nost si tento némecky sociolog pred-
stavoval $irdi spolecenstvi jedincl, ktefi se
mezi sebou ¢asto neznaji. Spojuji je vétsinou
jen abstraktni ideje (ndrod, stét). Ve spolec-
nosti, jak ji chdpe Tonnies, ma silnou pozici
ekonomicky kalkul jednotlivce, ktery s ostat-
nimi navazuje castéji neosobni, technicistni
kontrakty nez osobni emociondlné zatizené
vztahy. Motivovan k ¢inm je zejména jejich
ekonomickou vyhodnosti, jeho vile v ramci
spolec¢nosti konat je uréena vétsinou spise jen
vnéjsimi pobidkami nez vnitini potfebou (tzv.
Willkiir / Kirwille). TonniesQv termin pospo-
litost je pak svym vyznamem v podstaté to-
tozny s dnes populdrnim terminem komunita.
Jednd se o mensi socialni jednotku zalozenou
na tésnych rodinnych ¢&i pratelskych vztazich,
jejiz ¢lenové byvaji k tomu, aby se podileli
na spravném chodu pospolitosti, pfirozené
a vnitfné motivovani (tzv. Wessenwille).

Vedle tradi¢nich vesnickych pospolitosti
s historickou kontinuitou vznikaly v pribéhu
déjin komunity charakteru nabozZenského
(klastery, komendy, osady reformovanych

Komunita
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Besides the traditional rural communities

with historical continuity, throughout his- |

tory there were also communities of religious
(monasteries, commanderies, settlements

work (Deir el-Medina, settlements of Egyptian

ley of the Kings, cathedral works) character.

The reason for their natural commencement |
may have been social status or specific life-
form the so-called creative class defined by
i the American urban studies theorist Richard

style (workers’ colonies, artists’ colonies, hippie
communities, or communities of squatters).
There has, from the eighteenth century,

been a strong belief that functionally in- |
dependent residential units populated by !

a cohesive group of effectively cooperating

residents can be created based on a particu- |
detached, differentiated by the employee
i contract. Residence, which should perform
is evident in the concepts of early socialist
a mass dormitory. A place that should serve

lar pre-determined plan. The desire to build
small, socially more just and tighter units

thinkers such as John Bellers, Pierre-Joseph
Proudhon and especially Robert Owen, who
persistently tried to transform those dreams

into reality. Owen worked on the improve- |
ment of workers’ conditions (a limited num-
i tion of disrupted interpersonal relationships.

ber of working hours, limited child labour)
and a fairer distribution of income between

the owners and employees. He was also inter- |

ested in the spatially functional organization

of the settlement. In the cotton mill in New |

Lanark near Glasgow which he ran between
1800-1825 he devised a communal kitchen
and a dining area, kindergartens and schools,
a lecture hall and a place for worship for the
workers.2n the 1920s he was also engaged

in the experimental utopian community of
New Harmony (1925) in Indiana, US. The em-

phasis was again placed, and even more so,
on the educational, scientific and cultural

activities of the inhabitants. The community !
i tle interiors staged rural life for the delight of
i the French Queen Marie Antoinette with the

members, who worked in agriculture and
manufacturing, also devoted their time to
social and cultural activities. For example,
they founded a women’s reading club, and

the Thespian Society, one of the first commu-
i century, however, the hygiene aspects of the

nity and amateur theatre companies in the
United States.** Although New Harmony fell

apart after a few years due to economic prob-

lems, it later inspired many reflections on the
social and spatial arrangement of a com-
munity. Among other things, it has become

one of the foundations for the concept of
of Reformed churches), ethnic (ghettos) or !
i ownership and governance model popular in
workers who worked on the tombs in the Val-

co-operatives (residential and business), the

the twentieth century. Its concept is a kind of
prototype of current models of creative cities
whose residents are often involved in various
cultural, artistic and scientific activities and

Florida.”®

The class-segregated industrial city has
become the product and the symbol of un-
restrained developing capitalism. Man'’s re-
lationship to work and its results became

abroadrange of functions, began to resemble

life was for many just a place of survival. Air
pollution was becoming a bigger problem.
A call for the renewal of man’s relationship
with nature joined the call for the restora-

Rousseau’s ideal of the countryside, a place
where people live in harmony with the natu-
ral environment, gained popularity.

This idyllic pastoral vision was largely an
intellectual construct. The elites perceived
rather the exterior features of rural life, with-

i out reflecting on its cultural background and
i economic mechanisms, let alone some nega-
! tive aspects. During their trips to the country-

side they were acting as enthusiastic tourists
rather than ethnographers.The Queen’s Ham-
let (Hameau de la Reine, 1783) in Versailles

came to symbolize this approach. The newly

built rural farmhouse with the luxurious cas-

help of hired farmers. A romantic attitude

i towards the countryside is present in urban

societies to this day. During the nineteenth

issue were increasingly discussed. People
long for generous living space and fresh air.



el-Medina, sidlisté egyptskych délnikd stavi-
cich hrobky v Udoli krald, katedralni hutg). |
DGvodem jejich pfirozeného vzniku mohly
byt i socidlni postaveni ¢i specificky Zivotni
styl (déInické kolonie, umélecké kolonie, hip-

pie komunity, komunity squatterd, atp).

Od 18. stoleti sili pfesvédeeni, ze je |
mozné funkéné samostatné sidelni celky, |
obyvané soudrznou skupinou efektivné ko-
operujicich obyvatel, vytvaiet na zékladé
urc¢itého predem pfipraveného pldnu. Touha
budovat malé, socialné spravedlivéjsi a se-
mknut&;jsi jednotky je patrna v konceptech
votu, bylo pro mnohé jen mistem k prezivani.
John Bellers, Pierre-Joseph Proudhon a ze- |
jména Robert Owen, ktery se vytrvale po- |
. zilidskych vztah(i proto doprovézelo i volani
neusiloval pouze o zlepseni pracovnich
podminek délnik(i (omezeni pracovni doby, |
omezeni détské prace) a spravedlivéjsi |
délbu zisku mezi majitele a zaméstnance,
ale zabyval se i prostorové funkcnim uspo-
fadanim sidla. Délnikim ve své piadelné
v Novém Lanarku nedaleko Glasgow, kterou
fidil mezi lety 1800-1825, zafidil spole¢nou
kuchyni a jidelnu, $kolky a skoly, prednas- |
kovy sél ¢i ndbozenskou mistnost.? Ve dva- !
catych letech plsobil také v experimentalni,
utopistické komunité Nova Harmonie (New |
Harmony, 1925) v americké Indiané. Také |
zde byl, a jesté ve vétsi mite, kladen ddrazna !
vzdélavaci, védecké a kulturni aktivity oby-
vatel. Vedle zemédélstvi a prace v drobném !
primyslu se ¢lenové komunity vénovali spo-
le¢enskym a kulturnim aktivitdm. Zalozili
napt. Zensky ¢tenafsky spolek ¢i Thespidovu |
i ticky vztah k venkovu je v méstskych spole¢-

rané socialistickych mysliteld, jakymi byli

kousel tyto sny prevést ve skute¢nost. Owen

spole¢nost (The Thespian Society), jeden

z prvnich komunitnich a ochotnickych diva-
delnich spolkl ve Spojenych statech.?* Pres-
toze se Nova Harmonie kvili ekonomickym |
problémdm jiz po par letech rozpadla, in-
spirovala fadu pozdéjsich uvah o socialnim
i prostorovém uspofadani komunity. Mimo |
jiné se stala jednim z vychodisek pro kon-
cept druzstevnictvi (bytového i podnikatel-
vyviji Ebenezer Howard koncept zahradniho

ského), vlastnického a spradvniho modelu

popularniho ve 20. stoleti. V jeji koncepci
je mozné vidét také predobraz soucasnych

modell kreativnich mést, jejichz obyvatelé
jsou ¢asto zapojeni do nejrliznéjsich kultur-
nich, uméleckych i védeckych aktivit a tvofi
tzv. kreativni tfidu, definovanou americkym
urbannim teoretikem Richardem Floridou.?

Produktem a symbolem Zivelné se rozvi-
jejiciho kapitalismu se stalo tfidné segrego-
vané pramyslové velkomésto. Vztah ¢lovéka
k préci a jejim vysledkdim se stal rezervovany,
odstinény zaméstnaneckym kontraktem. By-
dlisté, které by mélo plnit Siroké spektrum
funkci, zacalo pfipominat spiSe velkokapa-
citni nocleznu. Misto, které by mélo slouzit zi-

Silicim problémem se stavalo i znecisténé
ovzdusi. Volani po obnové narusenych me-

po obnové vztahu mezi ¢lovékem a ptirodou.
Na popularité ziskdval rousseauovsky idedl
vztahu s pfirodnim prostifedim.

Tato pastordlné idylicka predstava byla
do velké miry intelektudlnim konstruktem.
Elity vnimaly spiSe jen povrchni rysy ven-
kovského Zivota, jeho kulturni pozadi, hos-
podaiské mechanismy, natoz pak néjaké
negativni stranky pfilis nereflektovaly. Pfi
svych vyletech na venkov byly spide v roli
nadsenych turistd nez etnografl. Symbolem
takového pfistupu se stala Kralovnina osada
(Hameau de la Reine, 1783) ve Versailles,
nové vybudovand usedlost v rurdlnim stylu,
ovsem s luxusnimi zameckymi interiéry, kde
byl prostrednictvim najatych farmarl pro
potéchu francouzské kralovny Marie Anto-
inetty inscenovan venkovsky zivot. Roman-

nostech pfitomny dodnes. Béhem 19. stoleti
zacind byt viak stale ¢astéji zminovan i hygi-
enicky rozmér této problematiky. Lidé touzi
po velkorysejsim zivotnim prostoru a cers-
tvém vzduchu.

Na prelomu 19. a 20. stoleti se socialni
a ekologické aspekty komunitniho zplsobu
zivota zacinaji propojovat. Ve Velké Britanii

mésta, oddélené funkcni jednotky s dominu-
jici slozkou veftejnych parkd. Obdobna feseni,
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