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Abstract: Dafa Theatre’s first science puppetry performance was a new practice-based 

research in  Quantum Physics inspired puppetry and at the same time a challenge without 

available methodology. The process required sustained translation across disciplines, 

laboratory style creation and reflection. Dafa’s team initiated a creative inquiry that used 

the tension between real science and theatrical metaphor, as well as a script-based and 

devised process. The process began with probing foundational principles, followed by 

script writing that established characters, plot, and scientific content. During rehearsals, 

these were negotiated and adjusted. The result was a performance that made core 

quantum computing concepts, such as superposition and coherence, accessible. The 

initially uncertain question of whether quantum physics can be staged for children 

through puppetry developed into an accessible, metaphor-based method, created through 

making a performance that translates quantum concepts using puppetry and metaphor-

based storytelling as a medium. 

 
Key words: science puppetry; quantum physics; metaphor-based storytelling; 

interdisciplinary research; practice-based methodologyy. 

 

About the project 

Introducing the project, its scope, and the fusion of puppetry and physics 

The performance “Hyper Super Mega Max Quantum Computer”, was created as part 

of the  Please ASK! (Art-Science Kick) 1project. The aim of this initiative is to develop 

original science-themed performances through creative exchange and collaboration with  

scientists.  Dafa Puppet Theatre’s production is a quantum-focused puppet performance 

intended for young audiences. Quantum physics is difficult to comprehend, and 

presenting something superficial is not acceptable; at the same time, no methodology 

was available to avoid didacticism or to sustain the project. The first question was 

whether quantum principles can be staged for children through puppetry. Through 

continuous artistic and scientific inquiry, this evolved into a more precise question:  

How can puppetry enable children to sense quantum physics while maintaining 

scientific and aesthetic integrity?   

 
1 Creative Europe Cooperation project, No 101131281. https://pleaseask.eu/   

https://pleaseask.eu/
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The project had a rich  timeline, but for the purposes of methodology, the key 

artistic‑research phases included: 

1. Preparation: 

- Initial script development 

- 7‑day laboratory in Borovets, Bulgaria 

2. Realisation phase: 

- Development with the dramaturg and scenographer 

- Residency at Libušín Atelier 

- Rehearsals 

- Opening and performances 

Dafa Theatre’s multinational team consisted of: Réka Deák (director), Veronika 

Traburová (scenographer), Jana Nunčič (dramaturg), Matěj Vejdělek (composer), 

Mariana Čížková and Jakub Vaverka (actors), Aurél Gábris (quantum physicist and 

scientific coordinator), and Radka Lím Labendz and Husam Abed (producers). 

Preparation Phase 

The methodology grew out of a set of practical principles defined by Réka Deák 

together with Aurél Gábris and Husam Abed. The question was: how to translate 

quantum concepts into non‑didactic puppet play? One possible answer was to evoke a 

feeling of proximity to complex Quantum ideas - giving the audience and participants 

the sense that they were getting closer, but not total comprehension - to sense  scientific 

logic experientially. Even for the artists without at least high‑school‑level physics, this 

was a challenge. They needed time to reach some level of comfort with ambiguity later 

in the creative process.  

Choosing, and staying within, a simple narrative framework was one practical and 

dramaturgical principle. This was important so the audience, mainly children, could 

follow the storyline and engage without feeling overwhelmed. First ideas were about 

Minecraft, LEGO, Ninjago, as well as consideration of adapting Oddsockeaters, a well-

known Czech animation. Folktales like Little Red Riding Hood, Aesop’s Fables, and 

The Seven Goatlings offered various possibilities for adaptation, since they already had 

themes of  transformation, and threat-mirroring the fragility of coherence and the 

inevitability of decoherence. Disheartening fact that all of the metaphors are inaccurate, 

because any attempt to stage will distort the quantum reality. As a final compromise The 

Seven Goatlings was the chosen narrative framework.  

The next one was to choose only one quantum principle from the ones on the table: 

superposition, interference, or entanglement - one that can arouse children's curiosity 

and offer “beauty and perspective”.(Demetz 2019, 402) A recurring issue during the 

whole process was the knowledge gap: understanding quantum scale and quantum 

processes. Because of this the idea of presenting real science or current quantum events 
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came up many times - which idea was compelling, but out of reach as it is an enormous 

challenge to noticeably show quantum particles on stage. Puppetry can “become the art 

of juxtaposing different means of expression (or ‘signs’), all able to evoke metaphor” 

(Jurkowski 1988, 56). Metaphors do not replicate physics, but they allow audiences to 

grasp and visualise what cannot be directly shown. The script and rehearsal process 

were therefore organised around the principle that the puppet functions as a sign capable 

of communicating quantum ideas through metaphor. 

The production was planned as intimate: designed for two actors, with small groups 

of children. This setup allowed direct communication and check-interactions to ensure 

that children from the audience perceived the intended quantum concepts.   

The script was designed to avoid the trap of turning science into fiction - Quantum 

physics challenges everyday human intuition and classical physics.2 The strangeness of 

quantum logic must not be presented as science fiction but instead normalized within 

the internal rules of the script. The director and the scientist started to explore and script  

performative metaphors for quantum computing such as characters assembling parts of 

a “quantum computer,” or contrasts between chaotic decoherence and synchronized 

behavior as superposition - creating possibility for children to sense, rather than be 

taught, how quantum systems behave.  

The further development of the script was guided by a consideration that sought to 

balance scientific accuracy, theatrical experimentation, and accessibility for young 

audiences. At its core was the conviction that puppetry and object theatre could translate 

complicated quantum concepts into material metaphors-allowing children not to 

understand quantum physics in the didactic sense, but to feel its strangeness and beauty 

through play, rhythm, and interaction. The silliness of puppets added an extra layer of joy. 

Capacity building took part in the lab in Borovets. Selected  people from Arte 

Urbana Collectif (Bg), Dafa Puppet Theatre (Cz), Pro Progressione (Hu) tried out 

different innovative cross-disciplinary approaches, taught each other their methodology 

in creating performing arts and science productions. The selected artists and scientists 

from the three production teams took part in this summer school in order to both train 

them and learn from them. to try out different innovative cross-disciplinary approaches 

between performing arts and science. 

One of the most important takeaways is the story would collapse without science - 

principle learned from Andrea Brunello. To expand: it means that science, scientific 

premise should be the axis mundi of the dramaturgy. It meant for Dafa that even with a 

recognizable tale, a clear narrative base, the performance should be meaningless, cause 

and effect are not connected, puppetry is random objects moving on a stage. Coherence 

is missing… 

 
2 https://www.scientificamerican.com/article/quantum-physics-isnt-as-weird-as-you-think-its-

weirder/ 

https://www.scientificamerican.com/article/quantum-physics-isnt-as-weird-as-you-think-its-weirder/
https://www.scientificamerican.com/article/quantum-physics-isnt-as-weird-as-you-think-its-weirder/


 

  Symbolon Volume XXVII. no. 1 (50) 

 

312 

 

Realisation - From Story to Superposition 

Rehearsal process, dramaturgy, scenography, presentation of quantum concepts 

A December 2024 residency helped solidify the central storyline and finalized the 

scenographic concept. The scenographer’s role was central: design was not only visual 

but also choreographic, defining how fast puppets and objects moved and how scenes 

pulsed. For example, hand puppets can move quickly, while string marionettes have a 

slow, solemn motion.Veronika Traburová, through her design, defined the rhythm of the 

performance: wooden tabletop puppets with magnetic-detachable heads and bodies can 

move quickly, while a wire-built wolf with replaceable limbs moves more slowly; 

however, the wire structure created a surprising visual effect for a shadow appearance.  

Two multifunctional tables structured the stage space. 

By January 2025, a text-based structure had emerged that balanced accurate 

scientific content about decoherence with playful theatricality. The script is based on 

The Seven Goatlings fairytale. Considering the age target audience (8+), the goats were 

replaced by children: 

At the same time, the pressure of creating something unprecedented sometimes led 

the creators to overlook that they could draw on applied theatre literature, where theatre 

is in dialogue with the social sciences and other disciplines. Joe Winston’s observation 

helped address rigorosity: “the real enjoyment, and the real learning, lay in the tensions 

along the journey rather than in the moral stability of the final resolution.”(Winston 

2009, 45) This perspective helped to make puppetry in which artists and audiences can 

encounter quantum decoherence through joyful, human and affective contexts is already 

a meaningful outcome. 

From this standpoint, quantum decoherence does not need to be presented as a 

complicated concept requiring extensive study to grasp. Instead, it can be staged 

through puppetry in an relatable, joyful way. As a puppet, it takes the form of a cold, 

metallic animal figure-a wolf with a realistic and threatening presence. Audience verbal 

feedback confirmed that this approach first engaged viewers emotionally and then 

conceptually. On a conceptual level, the Decoherence Wolf collapses superposition-one 

reason why real-world quantum computers are unstable. But this metaphor emerged 

gradually through the process. As computers are already part of children’s everyday 

experience, and as quantum computers are expected to become increasingly accessible 

and highly performant in the near future (as confirmed by Aurel Gábris), creating the 

narrative with familiar technological references was a logical step. The wolf, as a 

metaphor, translates a quantum process into something noticeable, affective, and 

narratively meaningful. 

This approach is supported by Deldime and Pigeon, who found that children’s 

theatrical memory is often shaped most strongly by visual elements that are surprising 

or unexpected.(Winston 2009, 45) In the performance the wolf appears as a mysterious 

shadow, then in a realistic, recognisable form, and by then in the end disintegrates into 
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powder. This transformation triggers tension in both children and adults, functioning as 

a visual metaphor for the inevitability and irreversibility of decoherence. 

During first rehearsals actors, Mariana Čížková and Jakub Vaverka created joyful 

scenes with the seven children making it relatable to the young audience. Less time was 

available to experiment with magnets, and metallic powder - the final shape of the wolf. 

This is a loss in visuality, because during the residency in Libušín, the actors invisibly 

manipulate these elements (using magnets) to create shifting, almost organic patterns, 

making them a perfect sensorial metaphor for the constantly infiltrating decoherence. 

Incorporating technology in a science theatre performance can be self-explanatory, 

but does it  enhance - rather than substitutes - narrative meaning? Visits to CVUT3, 

observing advanced technology such as the Tokamak GOLEM4, revealed the temptation 

of integrating real quantum technology, but also revealed its incompatibility with the 

goals of accessible performance for local audiences. Not to mention the financial 

dimensions. Instead, the project turned to frameworks like Liz Corb’s Triple E 

Framework,5 which emphasise purposeful technological tool selection (originally in 

education, though the parallel to theatre practice is applicable). No technological 

spectacle. Puppet theatre became the chosen medium precisely because it could embody 

science while leaving room for imagination, participation, and fun. The main virtue of 

Triple E is its reminder that technology should extend learning, not replace it. In our 

context, high‑tech tools would merely substitute traditional puppetry rather than Extend, 

Enhance, or Engage. (Kolb, 2017) Another risk would be to channel creative energy 

into operating machinery instead of  collective creation or building a rich world for the 

puppets. 

The scientific foundation was rigorously maintained thanks to the presence of Aurél 

Gábris during rehearsals. He gently supervised and clarified the scientific content. A 

scientist should participate in rehearsal and creation to ensure fidelity (no incorrect 

scientific content) and conceptual coherence (no metaphor should replace factual 

accuracy). At the same time, the insistence on accuracy created tension during the 

rehearsals. On one side stood the playful creativity of the puppeteers, eager to explore 

seven children puppets and object animation. On the other side stood Aurél Gábris’s 

demand that “quantum‑wise it must make sense.” When science is translated into 

theatre, it should be accurate, otherwise it risks staging misconceptions. This 

negotiation became part of the methodology itself: a constant balancing act between 

playful creation and scientific accuracy. Interestingly, a dramaturgical dilemma arose 

during the rehearsals that mirrored a real challenge in quantum physics: it was difficult 

for two puppeteers to manipulate eight puppets (a parent and seven children), and 

 
3 Czech Czech Technical University; Aurél Gábris serves as Deputy Head of the Department of 

Physics.. https://www.cvut.cz/en 
4 Tokamak GOLEM http://golem.fjfi.cvut.cz/ 
5 Triple E Framework https://www.tripleeframework.com/ 

https://www.cvut.cz/en
http://golem.fjfi.cvut.cz/
https://www.tripleeframework.com/
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debates emerged over whether to use three or seven puppets. Aurél Gábris noted that 

seven‑qubit systems in quantum physics present a difficult problem as well. 

 

The story of The Seven Goatlings was adapted, using its storyline as a guiding 

thread to lead the audience through the main challenge of creating a quantum computer, 

more exactly the decoherence. The young audience is already familiar with its basic 

plot: a wolf repeatedly tries to devour the goatlings, succeeds on the third attempt, while 

one small goatling escapes and the goatlings are later saved by the returning parent.  

In the adaptation children puppets represent qubits. When the children cooperate ( 

make ice cream) they embody coherence. The wolf becomes the metaphor of 

decoherence. The adaptation does not follow the original fairy tale chronologically but 

instead develops as a narrative escalation, repeating the core storyline three times as an 

applied dramaturgical strategy. 

The first one introduces the concept of a “normal” computer and bits, which are 

familiar to the audience. To demonstrate the limitations of classical computation, scenes 

were created in which children, representing bits, could only respond with “yes” or 

“no,” reflecting the binary nature of bits (0 or 1). On stage, bits were represented as 

puppets without heads. 

The second story introduces the qubits in the quantum computer, which is more 

powerful than the classical one. Qubits appear as children with heads, allowing for more 

complex forms of communication. 

The third story focuses on decoherence - the cost of the complex quantum computer. 

It is an ongoing and real challenge for scientists, embodied in the figure of the shape-

shifting wolf. Since the audience already knows the story, they can focus less on the 

plot, allowing space for complex quantum ideas. 

During the early rehearsals, the influence of scientific correctness fluctuated, at 

times becoming the primary dramaturgical force, until the final scene was developed, 

which was a tough challenge. The folk tale has a fixed ending: the wolf is punished, 

eliminated and harmony is restored. But quantum‑wise, that was not the right answer: 

decoherence cannot be eliminated. It is always present. Scientific accuracy and 

dramaturgical logic clashed. 

This tension shifted the process away from purely rational analysis toward an 

emotionally accessible narrative adaptation - one that provided a character the audience 

could empathise with. The youngest child became the key. She faces the most 

dangerous enemy and initiates a dialogue. The wolf is ultimately defeated through 

dialogue and discovery, but the focus shifts to the girl. The ending is not about the 

wolf’s defeat as in the original story plot, but about a young girl’s quest to save her 

family. Her journey also represents another quantum concept: error correction. 

Aurél Gábris pointed out: “To defeat the wolf, a concrete way should be applied. 

But science does not always have concrete ways - only questions, many questions…” 
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And so it is with puppetry: Can puppetry function without emotion? How can theatre 

makers access intuitive or emotional dimensions when they feel bound by scientific 

accuracy? Where is the boundary between rehearsal and research? Is interpreting 

science the main role of science theatre? 

Finally, the process was shaped by dialogue and plurality. Different theatrical 

traditions - Romanian, Slovenian, and Czech - brought distinct assumptions about roles, 

authorship, and collaboration. The spirit of  play and experimentation was repeatedly 

tested by the need to remain faithful to scientific fact. Negotiating these tensions 

became as revealing as the artistic product itself.Demetz concludes that “science and 

theatre seek the same goals, in the same way, using the same language. That is, they 

both seek to understand the natural world through intelligence and insight. Scientists 

speak of finding ‘truth’, while theatre artists work to present verisimilitude, or similarity 

to life on stage.”(Demetz 2019, 402) So the performance “Hyper Super Mega Max 

Quantum Computer” can be understood as producing an experiential and perceptual 

form of truth through puppetry.  

The methodology can be solidified with more reflective practice in another project. 

For now can be summarised as an interplay of scientific accuracy and theatrical 

metaphor. The performance deliberately avoided oversimplification while resisting the 

temptation of mathematical abstraction - inviting children to experience coherence and 

decoherence as dynamic puppetry. Puppets acted as signs translating scientific 

processes into embodied stage metaphors. 

The premiere was held on 14 April, 2025 in Prague, on International Quantum Day. 

Feedback praised the production’s educational potential. One attending physics teacher, 

for example, described the materials as “totally age‑appropriate,” noting that it provided 

a strong foundation for voluntary engagement. She suggested that additional support 

materials would help ensure children take away the key parallels to quantum computing 

even if they do not articulate them directly. 

Conclusion 

This academic report contributes to artistic research by demonstrating how puppetry 

can function as a method for translating complex scientific knowledge into embodied 

and experiential forms. In the absence of an established methodology for quantum-

physics-based puppetry for audiences aged 8 and above, the process necessarily 

remained experimental. The resulting performance language is grounded in scientific 

principles while simultaneously engaging with imaginative play. 

The project shows that puppetry, as a non-realistic art form whose natural language 

is metaphor, enables audiences not only to imagine life, but also to actively interpret 

signs. A key finding is that metaphor, when treated as a carefully constructed 

dramaturgical device, can bridge scientific accuracy and sensory accessibility. The 

Decoherence Wolf emerged as such a device: an experiential metaphor for a quantum 
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process. Rather than offering a didactic explanation, it enabled audiences - adults, 

children, and scientists - to engage first emotionally and then conceptually. This is 

reflected in expert feedback. Dr Mariana Filipova described coherence (coordinated 

movement of children) as a state of unity and synchronisation associated with positive 

and harmonious experiences, while the wolf “creates a feeling of destruction and 

decoherence,” confirming the metaphor’s capacity to communicate scientific 

phenomena through experience. 

Methodologically, the project proposes a practice-based approach that combines 

scientific accuracy with theatrical strategies, including puppetry, storytelling, repetition, 

material transformation, and play. By using a familiar folktale framework, the 

performance reduces the cognitive load of following the plot, thereby opening space for 

encountering concepts such as qubits, superposition, and decoherence. This 

demonstrates that understanding in science theatre can emerge through sensing, 

participation, and affect, rather than through explanation alone. Puppetry thus engages 

with science not as illustration, but as a mode of inquiry that produces alternative, often 

fragile ways of knowing through aesthetic and sensory experience. 

REFERRENCES 

DEMETZ, K. (2019). From science to theatre. Nature Nanotechnology, 14(5), 402–

403. https://doi.org/10.1038/s41565-019-0445-7 

JURKOWSKI, Henryk, 1988. The Language of the Contemporary Puppet Theatre. In: 

FRANCIS, Penny, ed. Aspects of Puppet Theatre: A Collection of Essays. 

London: Puppet Centre Trust, pp. 51-56. ISBN 0904842037. 

KOLB, L. (2017). Learning First, Technology Second: The Educator’s Guide to 

Designing Authentic Lessons. Portland: ISTE. 

 

 

 

 

 

 

 

 

 

© Réka Deák, 2026. This work is licensed under a  

Creative Commons Attribution 4.0 International License (CC BY). 

 

 

 

 

https://doi.org/10.1038/s41565-019-0445-7

	_TOC
	EXPERIMENTUL TEATRAL ÎN TEORIE ȘI ISTORIE  A SZÍNHÁZI KÍSÉRLETEZÉS ELMÉLETE ÉS TÖRTÉNETE  THEATRICAL EXPER-IMENT IN THEORY AND HISTORY  L’EXPÉRIMENTATION THÉÂTRALE DANS LA  THÉORIE ET L’HISTOIRE
	Teatrul ca practică critică
	Introducere – de la experiment estetic la intervenție critică
	1. Habitusul contemporan și criza experienței
	2. Corpul viu și întruparea. Fundament fenomenologic
	3. De la dispozitiv la anti-dispozitiv
	4. Experimentul teatral ca anti-dispozitiv de durată
	5. Small Partnership UNAGE – Danemarca ca anti-dispozitiv de durată
	6. Dimensiunea pedagogică a practicii critice
	7. Performance-site-ul ca anti-dispozitiv: cazul Anatomia unei femei
	8. Corpul ca spațiu de întrupare, memorie și habitus corporal
	9. Temporalitatea procesului și refuzul produsului
	10. Dimensiunea pedagogică și comunitară a anti-dispozitivului
	Concluzii. Teatrul ca practică critică
	BIBLIOGRAFIE

	Symbolon
	A színházi kísérletek alakváltozásai
	KÖNYVÉSZET

	Teatrul de avangardă ca experiment
	1. Căminele culturale și căminele muncitorești
	2. Sălile universitare de examene (sala mică a  Academiei de Muzică și Scena Universitară)
	3. Spațiile private
	4. Spațiile din afara orașului
	BIBLIOGRAFIE

	Symbolon
	Teatrul experimental în provincia maghiară în anii 1970 (Montările pieselor „Ubu” de Jarry realizate  de István Paál la Pécs și Szolnok)
	BIBLIOGRAFIE

	Symbolon
	„Olyan korszak volt az, amikor csak igent lehetett mondani és tapsolni” Harag György: „Bűnösök” (Szabadkai Népszínház, 1974)
	Az előadás színházkulturális kontextusa
	Dramatikus szöveg, dramaturgia
	A rendezés
	Színészi játék
	Színházi látvány és hangzás
	Az előadás hatástörténete
	Az előadás adatai
	BIBLIOGRÁFIA

	Is Theatrical Experimentation Gendered?
	BIBLIOGRAPHY

	DOCUMENT, MEMORIE ȘI RESCRIERE DRAMATICĂ  DOKUMENTUM, EMLÉKEZET ÉS DRAMATIKUS ÚJRAÍRÁS  DOCUMENT, MEMORY, AND DRAMATIC REWRITING  DOCUMENT, MÉMOIRE ET RÉÉCRITURE DRAMATIQUE
	Le théâtre et l’expérimentation. Milo Rau et Tiago Rodrigues – réimaginer les arts du spectacle entre document et fiction
	1. Le théâtre comme archive vivante
	2. Tiago Rodrigues — La mémoire de l’intime et la performativité de l’absence
	2.1. Les objets comme déclencheurs de mémoire
	2.2. Scénographie : la topographie palliative de la mémoire
	2.3. Vers une dramaturgie de la trace : Tiago Rodrigues et la relecture du canon shakespearien

	3. Milo Rau — Violence, mythe et témoin contemporain
	3.1. Le mythe comme archive de la violence
	3.2. L’impossibilité du salut par l’image
	3.3. Poétique du réel et construction du témoignage dans La Reprise : Histoire(s) du théâtre (I)

	4. Pont comparatif — Deux archives, deux éthiques
	4.1. Archive intime vs. archive traumatique
	4.2. Corps fragile vs. corps blessé
	4.3. Éthique de la douceur vs. éthique de la confrontation

	BIBLIOGRAPHIE

	Symbolon
	Tribunal-plays: de la ancheta juridică la ancheta socială
	Teatrul realului
	Tribunal plays
	Tribunalul pe scenă
	BIBLIOGRAFIE

	Reenactment as a Memory Laboratory:  The Experimental Dramaturgy of “Five Easy Pieces” by Milo Rau
	Theoretical Framework and Methodology: Reenactment and Memory Dramaturgy
	The Oscillation as an Analytical Model: Framing, Testimony, Mnemotechnics
	Authenticity Protocol and Participation: Tears as a Mnemotechnic Sign
	Funeral, Play, and the Return of the Children’s Voices
	REFERENCES

	„teatru-spălătorie” (2010-2017) – un experiment eșuat?
	REFERINȚE

	Kísérletek a Nórával – Sivan Ben Yishai  darabja és Bobi Pricop rendezése
	Ibsen és a kísérletezés
	Adaptációk és fordítások lehetőségei
	Néhány szóban az előadásról
	Szobordöntés és a feminista perspektíva elhagyása
	BIBLIOGRAFIE

	Symbolon
	Go Down, Oedipus! The Postmodern Case for Soteriological Syncretism in Lee Breuer's “The Gospel at Colonus”
	REFERINȚE

	Untitled
	FORMARE ARTISTICĂ ȘI CREAȚIE COLECTIVĂ  MŰVÉSZI MEGFORMÁLÁS ÉS KOLLEKTÍV ALKOTÁS  ARTISTIC TRAINING AND COLLECTIVE CREATION  FORMATION ARTISTIQUE ET CRÉATION COLLECTIVE
	Socio-emotional Competencies and the Development  of Employability in Higher Arts Education:  Evidence From a Romanian Case Study
	1. Introduction
	1.1. Research Context
	1.2. Research Problem
	1.3. Research Objectives
	1.4. Research Questions

	2. Theoretical Framework
	2.1. The Concept of Socio-Emotional Competencies
	2.2. Socio-Emotional Competencies and Employability
	2.3. The Specificity of Arts Education and the Development of Transversal Competencies

	3. Methodology
	3.1. Research Design
	3.2. Participants
	3.3. Research Instruments
	3.4. Data Analysis
	3.5. Methodological Limitations

	4. Results
	4.1. Profile of Socio-Emotional Competencies
	4.2. The Most Highly Developed Competencies
	4.3. Underdeveloped Competencies
	4.4. Implicit versus Explicit Development of Socio-Emotional Competencies
	4.5. Socio-Emotional Competencies and Employability
	4.6. Summary of Findings

	5. Discussion
	5.1. Socio-Emotional Competencies as an Outcome of Arts Education
	5.2. Socio-Emotional Competencies and Graduate Employability
	5.3. The Limitations of the Implicit Development of Socio-Emotional Competencies
	5.4. Resilience and Leadership: Competencies Requiring Further Development

	6. Implications for Arts Education
	6.1. Curricular Implications
	6.2. Implications for the Organization of Work-Integrated Learning Experiences
	6.3. Implications for the Relationship Between Higher Education and the Labor Market

	7. Conclusions
	REFERRENCES

	Aligning Pedagogy with Experimental Theatre Practice
	Introduction
	Experimental Theatre in Action
	Context & Stakeholders
	Pedagogical Shifts & Benefits
	The Romanian Context: Gaps and Opportunities
	From Exposing Instabilities to Implementing Solutions: A Roadmap for Experimental Theatre Pedagogy
	Key conclusions
	Discussion
	REFERENCES

	Symbolon
	Experimentul  STAGE COMBAT LAB sau cum  luptele scenice devin instrumente de cercetare  artistică în dezvoltarea actorului de teatru
	Introducere
	Experimentul Stage Combat
	Cyrano – Actorul în descoperirea corpului și a expresiei – cercetarea artistică activă
	Concluzii
	REFERINȚE

	Symbolon
	Közösségek alkotóvá tétele heterarchikus és  hierarchikus rendezői eszközökkel – „Vérnász”
	Bevezetés
	Drámapedagógus mint rendező
	A projekt
	Elemzés
	Összegzés
	BIBLIOGRÁFIA

	Színházi kísérlet a futballpályán
	BIBLIOGRÁFIA

	Memoria întrupată. Impactul coregrafilor Le Roy, Bel și  Charmatz asupra practicilor performative experimentale
	BIBLIOGRAFIE

	SCENE IMERSIVE ȘI INTERMEDIALE:  SPAȚIU, SCENOGRAFIE, MEDIA   IMMERZÍV ÉS INTERMÉDIÁLIS SZCÉNÁK:  TÉR, LÁTVÁNYTERV, MÉDIA  IMMERSIVE AND INTERMEDIAL STAGES:  SPACE, SCENOGRAPHY, AND MEDIA  SCÈNES IMMERSIVES ET INTERMÉDIALES :  ESPACE, SCÉNOGRAPHIE ET ...
	Teatrul ca hiper-mediu:  experiment și rezistență critică după postdramatic
	1. Paradigma postdramatică: definiție operațională și limite critice
	2. Teatrul ca hiper-mediu: delimitare conceptuală și funcție critică
	3. Hiper-reprezentare și practici scenice contemporane: între expunere și fricțiune
	4. Subiectivitate, timp și experiment teatral: între accelerare și rezistență
	REFERINȚE

	Symbolon
	Az immerzív színház kezdetei
	Brooklyn, Williamsburg
	Régi Holland Mustárgyár
	Zene preparált épületre
	BIBLIOGRÁFIA

	Theatre Scenography Between Sustainable  Practices and Experimentation
	1. Introduction
	2. The Paradigm of Ecoscenography and the Theatre Green Book Framework
	3. Sustainability as a Form of Experimentation
	4. Circular Scenography in Context: From Pragmatism to Intention
	5. The Digital Paradox: The Environmental Reality of AI and Virtual Design
	6. Conclusion. Future Research Directions from a Designer's Perspective
	REFERINȚE

	Teatrul experiențial în viziunea scenică a regizorului Adi Iclenzan
	Ciclopul – producător 3g HUB
	Jocul ielelor, producător Compania „Liviu Rebreanu” a Teatrului Național Târgu Mureș
	Tinerețe fără bătrânețe și viață fără de moarte, producător Teatrul Dramatic „Fani Tardini” Galați
	Lărgind posibilitățile teatrului ca artă
	BIBLIOGRAFIE

	Symbolon
	„ÎN VIS”. Teatrul ca experiment al percepției la 3g HUB
	Introducere
	Teatrul ca teritoriu al experimentului
	Context
	Teatru, vis și imersivitate
	Concluzii
	REFERINȚE

	SCENE HIBRIDE: MUZICĂ, TEATRU DE  ANIMAȚIE ȘI INTERDISCIPLINARITATE  HIBRID SZCÉNÁK: ZENE, ANIMÁCIÓS  SZÍNHÁZ ÉS INTERDISZCIPLINARITÁS  HYBRID STAGES: MUSIC, PUPPETRY,  AND INTERDISCIPLINARITY  SCÈNES HYBRIDES : MUSIQUE, THÉÂTRE DE MARIONNETTES ET INT...
	Between Science and Metaphor:  Puppetry as a Medium for Quantum Thinking
	About the project
	Preparation Phase
	Realisation - From Story to Superposition
	Conclusion
	REFERRENCES

	Kísérleti perspektívák a kórusszínházban.  A Discantus Énekegyüttes és Arvo Pärt zenei világának találkozása
	I. TÖRTÉNETISÉGÉT TEKINTVE – RENESZÁNSZ SZEMSZÖGBŐL
	I.1 Színházi lehetőség a zenei anyagban
	I.2 Modern értelmezésű reneszánsz művek
	I.3 Régizene együttesek formabontó megközelítései
	I.4 Egy kulcsfontosságú darab

	II. NAPJAINKBA LANDOLVA
	II.1 Scenic cantata – a modern kórusszínház előfutára
	II.2. A kortárs kórusszínház intellektuális formája
	II.3 Színházi koncert – kórus mint élő installáció
	II.4 Szcenírozott requiem
	II.5 Passió civil közegben
	II.6 Egy „élő” példa

	III. A DISCANTUS EGYÜTTESEL PÄRT UNIVERZUMÁBAN
	III.1 Az énekes formáció kísérletei
	III.2 A Discantus kórusszínházi háttere, tapasztalata
	III.3 Időn átívelő diskurzus – régi korok új fényben
	III.4 A műsorfüzet vizuális világa
	III.5 Performatív aspektus és befogadás
	III.6 A test mint zenei dramaturgia. A Discantus kórusszínházi előadásának vizuális kompozíciója
	III.7 Tárgyi szimbólumok
	III.8 Mintegy dokumentálásképp


	Regia de operă prin gândirea geometrică a spațiului
	De la „geometrizarea” spațiului scenic la transformarea imaginii în scena muzicală contemporană
	Scenografia, de la platforme industriale la un „oraș invizibil”
	Forme pure și conturul unui univers imaterial
	Geometria ca dramaturgie a spațiului
	Concluzii
	REFERINȚE

	Symbolon
	« Mysteries of the Macabre».   György Ligeti et l’expérimentation théâtrale
	I. Introduction. Méthodologie
	II. Le Grand Macabre – contexte de création. Ligeti et la rupture avec la tradition
	III. De l’opéra à la performance : genèse et structure de *Mysteries of the Macabre*
	IV. Performativité vocale et corporalité scénique dans   Mysteries of the Macabre
	V. Réimaginer le spectacle : entre opéra, performance et expérimentation interdisciplinaire
	VI. Conclusion.
	BIBLIOGRAPHIE

	INTELIGENȚĂ ARTIFICIALĂ, ROBOTICĂ  ȘI PERFORMANCE POSTUMAN  MESTERSÉGES INTELLIGENCIA, ROBOTIKA  ÉS POSZTHUMÁN PERFORMANSZ  ARTIFICIAL INTELLIGENCE, ROBOTICS,  AND POSTHUMAN PERFORMANCE  INTELLIGENCE ARTIFICIELLE, ROBOTIQUE  ET PERFORMANCE POSTHUMAINE
	Artificial Intelligence in Artistic Research:  Interdisciplinary Perspectives and Opportunities
	Introduction
	Methodology
	Discussion
	Conclusions
	REFERRENCES

	The Ethical Paradigm of Using Artificial Intelligence
	Introduction
	Originality, authenticity and the aura of the image
	Authorship and copyright: lessons from the case law
	Fair use, consent and the political economy of data
	Principles of an applied ethics of AI in visual creation
	The Romanian and European legal framework
	Can a machine be creative? Historical and conceptual perspectives
	Conclusion
	REFERENCES

	A Real-Time FBCSP–sLDA Motor-Imagery Brain–Computer Interface for Safety-Oriented Wheelchair Control
	Introduction
	Materials and Methods
	Results
	REFERENCES

	Theatre as a ‘Living Work of Art’  in the Age of AI
	Introduction
	Discussion
	Conclusions
	BIBLIOGRAPHY

	Symbolon
	Theatre. The Anti-Artificial Intelligence
	REFERENCES

	Vision anthropo-culturelle dystopique sur des expérimentes  scéniques prévisibles : interactions ente le Corps de l’Acteur  et celui géré par l’Intelligence Artificielle
	BIBLIOGRAPHIE

	REPREZENTĂRI SOCIALE ȘI FORME  PERFORMATIVE CONTEMPORANE  KÖZÖSSÉGI REPREZENTÁCIÓK ÉS  KORTÁRS PERFORMATÍV FORMÁK  SOCIAL REPRESENTATIONS AND  CONTEMPORARY PERFORMANCE FORMS  REPRÉSENTATIONS SOCIALES ET FORMES PERFORMATIVES CONTEMPORAINES
	## ALAKRAA Eslam Mahmoud Ali
	Why Do We Explore Neuroplasticity as a Means of Creativity Augmentation?
	How does an artist from the performing arts field learn and think?
	Creative thinking as a factor in optimizing the musical research process
	Conclusions
	REFERENCES

	## Gehan
	Creating the Hero of Industrialization
	Miners on the Stage
	REFERENCES

	##Création scénique immersive et innovation numérique :  structuration de l’expérience publique à travers l’étude de « Tree » (ADRIEN Mondot & CLAIRE Bardainne)
	Theoretical Framework and Methodology: Reenactment and Memory Dramaturgy
	The Oscillation as an Analytical Model: Framing, Testimony, Mnemotechnics
	Authenticity Protocol and Participation: Tears as a Mnemotechnic Sign
	Funeral, Play, and the Return of the Children’s Voices
	REFERENCES

	Comedia abjecției: Stand-up comedy-ul  românesc ca performance urban experimental
	Introducere
	Stand-up comedy: împrumut cultural, confluențe sociale
	Stand-up comedy și experimentul
	Arhitectura performativă a stand-up comedy-ului
	Scurt istoric al stand-up comedy-ului în România
	Mentalul colectiv și „generația de tranziție” în stand-up-ul românesc
	Concluzii
	BIBLIOGRAFIE

	Stand-up Comedy – A Form of Experimental Theatre?
	Experimental theatre – theories and specifics
	Stand-up comedy – theories and specifics
	Is stand-up comedy a form of experimental theatre?
	Conclusion
	BIBLIOGRAFIE



