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Abstract: This article examines the status of theatre as a “living work of art” in the context
of the accelerated development of artificial intelligence and the proliferation of
algorithmically generated forms of creation. Starting from Al's ability to produce texts,
images, and artistic content within a very short period of time, the study investigates the
main ways in which it influences contemporary artistic production: the inflation of cultural
content, the blurring of the distinction between expression and simulation, the
transformation of creativity into an on-demand service, and the elimination of the
experiential dimension of the creative process. The analysis draws on theoretical
perspectives developed by Walter Benjamin, Jean Baudrillard, Jon McCormack, James
Brusseau, and Luca Turchet, highlighting the tension between authenticity and simulation in
the digital age. In contrast, theatre is approached as an art of presence, co-presence, and
irreproducible experience through the concepts of “liveness” (Philip Auslander), the
“autopoietic feedback loop” (Erika Fischer-Lichte), and the “holy actor” (Jerzy
Grotowski). The article argues that although Al may become a valuable tool in theatrical
production processes, it cannot substitute for the existential dimension, vulnerability, and
direct relationship between actor and spectator that constitute the foundation of the
theatrical experience. The conclusion maintains that the development of artificial
intelligence does not lead to the disappearance of theatre but rather to a revaluation of its
living character and human presence, transforming precisely these features into the
principal argument for its contemporary cultural relevance.
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Introduction

Will theatre be able to preserve its status as a “living work of art” in a future context
dominated - or even controlled - by artificial intelligence? It is a challenging question;
one whose possible answers deserve careful reflection. In today’s technological land-
scape, artificial intelligence (Al, as it is commonly referred to by its English acronym)
has become a significant cultural actor, not merely a technological tool. It is an entity
extensively trained to generate texts, images, music, and videos of remarkably high
quality, while also performing spectacular intellectual “slaloms” across a wide range of

I A term coined by Adolphe Appia (1862-1928), the Swiss scenographer, theatre director, and

essayist widely regarded as the first major reformer of modern theatrical language.
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disciplines and fields of knowledge. Even a human intellect endowed with Renaissance-
like versatility could hardly encompass the vast cognitive and speculative horizon of
artificial intelligence.

To establish a foundation for approaching this topic, I asked Al to define itself. The
result was the following statement:

I am an artificial intelligence: a language-processing system designed to identify
patterns, generate texts, and simulate dialogue. I can analyse, compare, synthesize, and
create new formulations based on the information I have learned, yet I possess neither
self-awareness, inner experience, autobiographical memory, nor emotional life. I have
no access to my own existence as a subjective phenomenon; I do not experience time,
nor do I know fear, love, hope, or death. While human beings live the world, I merely
describe it. I can speak about emotion without feeling it, about memory without re-
membering, about suffering without pain, and about beauty without being moved by it.
What is experience for the human being is structure for me; what is destiny for humans
is information for me.

ChatGPT response, October 20, 2025

In attempting to identify the spheres of influence of artificial intelligence on artistic
creation, I realized that the possible answers are neither simple nor univocal. Despite its
acknowledged lack of consciousness, direct experience, vulnerability, or inner life, Al
paradoxically possesses the ability to produce forms, structures, and concepts that re-
semble art. Thus, without participating in the existential condition from which art his-
torically emerged, artificial intelligence increasingly substitutes for the living creator,
devaluing artistic creation in several ways.

Discussion

One of the primary levels at which Al influences art is through the inflation of con-
tent. Whereas a poem, an image, or a dramatic text once required time, experience, and
creative effort, thousands of variations can now be generated within seconds. In this
case, the issue shifts from the qualitative to the quantitative domain. The excessive pro-
duction of content, whether artistically valuable or not, facilitated by the virtually un-
limited capabilities of artificial intelligence, may lead to a relativization of the value of
human creativity by diminishing the relationship between creative effort and the artistic
product that results from it. In other words, the inflation of cultural expression devalues
not the work itself, but rather the perception of the effort, experience, and vulnerability
that underlie authentic creation. As an analogy for the effects of cultural overproduction,
economists argue that an excessive increase in the money supply eventually leads to a
decline in the value of individual monetary units (Friedman 1963, 1). Similarly, an
abundance of cultural objects may reduce the attention granted to each of them. It is, in
a sense, a form of aesthetic inflation.
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Furthermore, so-called Al-generated creation blurs the distinction between expres-
sion and simulation. A poem written by a human being may be the expression of a
genuine experience, whereas a poem generated by Al can perfectly reproduce the exter-
nal signs of such an experience without that experience ever having existed. For audi-
ences, identifying this difference has become increasingly difficult. This raises an im-
portant question: is authenticity still an aesthetic value, or has it become merely a
biographical one?

As early as the 1930s, Walter Benjamin argued that mechanical reproduction dimin-
ishes the “aura” of the artwork — its uniqueness and irreproducible presence. His well-
known argument maintains that even the most perfect reproduction cannot replace the
singular existence of a work of art in time and space (Benjamin 1969, 217-252). Artifi-
cial intelligence, therefore, may generate expressive forms, but it cannot reproduce the
living presence that constitutes the very aura of the theatrical event.

Jean Baudrillard goes even further than Benjamin, claiming that in contemporary
culture simulation no longer imitates reality but ultimately replaces it, generating what
he calls the “hyperreal” (Baudrillard 1994, 1). The term refers to the impossibility of
distinguishing between the original and the copy. What once seemed a dystopian ab-
straction has increasingly become a cultural reality: the simulacrum no longer reflects
the real but takes its place.

Recent studies on Al and authenticity, such as those conducted by Jon McCormack,
Toby Gifford, and Patrick Hutchings, suggest that the evaluation of art depends not only
on the artwork as an object or product, but also, in a broader sense, on the spectator’s
assumptions regarding its origin (McCormack, Gifford and Hutchings 2019, 29-36).

The devaluation of art through Al intervention also occurs through the transfor-
mation of creation into a kind of “on-demand service.” Historically, art has long been
associated with the exceptional, with that which transcends the ordinary. From the Re-
naissance conception of the inspired artist to the Romantic cult of the creative genius,
the work of art was regarded as unique, original, and beyond the realm of everyday ex-
perience. This exceptional character applied not only to the artist but also to the artwork
itself. A painting, a symphony, or a theatrical performance was considered a rare event,
the result of a lengthy creative process, which endowed it with prestige and cultural
value. Rarity was one of the conditions of artistic recognition.

Artificial intelligence, however, tends to transform the creative act into a function
available on demand:

Across the stage of life there drifts a lonely thought,
With shadowed steps that wander far away,

Still seeking through the years a vanished day,
Beneath a silent sky with mystery fraught.

Within the eyes of night a candle glows,

While winds bear fleeting longings through the air,
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Of moments fading softly into prayer,
And lost within the hush that comes and goes.
Yet humankind, between the earth and stars,
Lifts dreams above the burden of the clay,
And carves a path beyond life's hidden scars.
For all that was, and all that slipped away,
Lives on in verse, in songs that leave their scars —
Like trails of fire on time’s unseen highway.
Generated by ChatGPT on October 22, 2025

Here is a sonnet generated by Al in just two seconds. By the same principle, it can
write a play in ten seconds and produce an image in fifteen. When creation becomes
instantaneous, there is a risk that its value will be perceived as utilitarian rather than
existential. In the absence of an authentic origin and a personal experience, how can
creativity still be defined?

It is at this point that James Brusseau and Luca Turchet introduce the notion of
“productive inauthenticity” (Brusseau and Turchet 2025, 209-217). The concept sug-
gests that the creative value of an Al-generated work does not derive from the authentic-
ity of the experience that produced it, but rather from its capacity to remain open to
multiple attributions of meaning. In this perspective, the absence of an identifiable crea-
tive biography no longer appears as a limitation, but as a condition that enhances the
interpretive freedom of the recipient. Yet while such inauthenticity may prove fertile
within the digital arts, it encounters a fundamental limitation in live theatre: the theatri-
cal experience is grounded precisely in the presence of a body and a consciousness that
assume responsibility for the act of expression before an audience.

Of course, artificial intelligence also influences contemporary art by eliminating the
resistance inherent in the creative process — in other words, the artist’s often arduous
and winding journey toward a result. Drawing on the psychology of creativity and on
classical models of the creative process, such as Graham Wallas’s four-stage framework
— preparation, incubation, illumination and verification (Wallas 1926, 79-81) — as well
as John Dewey’s conception of artistic creation as a succession of tensions, adjustments,
imbalances, and resolutions (Dewey 1934, 56), we come to understand that the artist
discovers the work while constructing it, through a continuous confrontation with both
the resistance of the material and the limits of the self.

In Mihaly Csikszentmihalyi’s view, creative discovery is typically preceded by peri-
ods of uncertainty, repeated failures, and the abandonment of initial solutions
(Csikszentmihalyi 1996, 83-89). Donald Schon, in turn, introduces the concept of “re-
flection-in-action”. By this he refers to the artist who discovers meaning through action
and continually reshapes the creative process according to what emerges during the act
of creation itself (Schon 1983, 54-56).

Al radically shortens this journey. What was, and still is, for the artist a transformative
experience becomes, for artificial intelligence, a simple command. From this perspective,
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Al affects not only the artwork itself but also the process through which a human being
becomes an artist. At the same time, the relativization of authorship shifts attention away
from prestige and toward indifference. One does not feel gratitude toward an algorithm,
nor admiration for what it can generate. Human authors will likely have to confront this
profound cultural challenge.

All these interpretive perspectives on the influence of Al upon artistic creation redraw
the conceptual boundaries of art itself. Who is the author? Can creativity exist without
consciousness? Can the artist be replaced? These are among the central questions arising
from what appears to be an increasingly deep identity crisis within the arts. I believe that
the starting point for understanding — and perhaps overcoming — this crisis lies in defining
our relationship with technology. Is technology itself the problem? Or has its rapid ad-
vancement, in fact, altered the relationship between human beings and creation?

Let us not forget the essential point. Al is incapable of participating in the existential
experience that underlies the human artistic act. As McCormack and his collaborators
observe, artistic value is determined not only by the formal properties of the work itself,
but also by perceptions of the creator’s autonomy, authenticity and intentionality
(McCormack, Gifford and Hutchings 2019, 29-36).

In this context, the development of artificial intelligence does more than blur the
boundary between expression and simulation; it challenges the very modern conception
of authorship and the experience that legitimizes artistic creation. Increasingly, attention
shifts from the artwork itself to the conditions of its production, and questions concern-
ing aesthetic value are accompanied by inquiries into the origin, intention, and authen-
ticity of the creative act.

In this sense, the debate surrounding Al extends beyond the realm of technology and
compels us to reconsider the relationship between human beings and creation. If a work
of art is understood not merely as a result, but also as the expression of an existential
journey, then creation can no longer be separated from the experience of the one who
produces it. Human beings are not only the authors of artworks; they are also trans-
formed through the creative process itself. This reciprocal shaping — whereby the crea-
tor leaves an imprint upon the work, and the work, in turn, leaves an imprint upon the
creator — constitutes one of the fundamental dimensions of art.

It is precisely here that the essential difference between the human artistic act and
algorithmic performance resides. The former is the expression of a process of becom-
ing; the latter is the result of processing.

Although Al can produce dramatic texts, images, and even virtual performers, the “liv-
ing work of art” remains unique by virtue of several fundamental characteristics. The con-
cept of “liveness”, introduced in the work of Philip Auslander, refers not only to the fact
that actor and spectator share the same space and time, but also to the existence of a recip-
rocal relationship that can never be fully anticipated. The value of theatre as a living art
derives precisely from this ongoing negotiation of meaning between real human presences
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— a negotiation that cannot be reduced to the mere reproduction of behaviours or expres-
sive forms (Auslander 2008, 10). Interestingly, Auslander nuances this seemingly obvious
opposition. He argues that the modern notion of liveness is not a natural and immutable
characteristic of theatre, but rather a cultural category that has been continuously redefined
in relation to the development of technologies of reproduction and transmission. In other
words, what we understand today as a “live event” has itself been shaped through compar-
ison with the very technological media that challenged its uniqueness.

Therefore, theatre is defined not primarily as an artistic product, but as an artistic
event. The specificity of theatre as an art of presence, together with its ephemeral na-
ture, implicitly demonstrates the uniqueness of every performance. It is an art form that
cannot be repeated identically, thereby eluding the logic of replication that threatens
many other artistic disciplines. Moreover, theatre exists only in the moment of its un-
folding; it is a human process rather than an object. Its essence does not reside in the
completion of an act — or in the finished product — but in a shared presence and in the
continuous exchange of energy, meaning, and emotion between those who create the
performance and those who receive it.

Starting from the concept of scenic presence, a fundamental distinction emerges be-
tween the two terms under discussion — Al and theatre. While digital representation,
made possible by technology (the digital avatar, the hologram, the Al-generated charac-
ter, or the theatrical deepfake), constitutes an artificial construct mediated algorithmical-
ly and dependent upon processes of simulation and technological reproduction, living
theatrical presence derives its authenticity from the concrete existence of the actor who
breathes, makes mistakes, grows tired, adapts, and from the direct, unmediated relation-
ship that he or she establishes with the spectator.

A theatrical performance is not a fixed artistic object but an event that comes into
being through the continuous exchange between actors and spectators. Audience reac-
tions influence the actors’ performances, while the actors’ responses, in turn, shape the
audience’s behaviour and perception, generating a self-regulating loop of reciprocal
influence throughout the course of the performance. According to Erika Fischer-Lichte,
the essence of the theatrical phenomenon resides in the functioning of an “autopoietic
feedback loop” generated by the co-presence of actors and spectators. The performance
does not exist as an autonomous object prior to their encounter; rather, it is constituted
in real time through an ongoing exchange of reactions, emotions, and energies. From
this perspective, theatre appears as a self-referential and irreproducible process whose
identity is constructed in the very act of its unfolding (Fischer-Lichte 2008, 47). Thus,
the spectator influences the actor, and the actor influences the spectator. Al is incapable
of participating organically in this loop.

It is also worth considering the actor’s body as an artistic medium. The body is not
merely an instrument; it becomes artistic material, a source of meaning, and a space of
vulnerability. Grotowski develops the concept of the “holy actor” and argues that thea-
tre finds its essence in the encounter between actor and spectator, once all secondary
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elements of the performance have been stripped away. The actor’s body and voice
thereby become the primary instruments of theatrical expression, while the creative pro-
cess requires a total exposure of the performer’s being (Grotowski 1998, 27). In this
sense, within the digital age, the human body may have become even more valuable
than before.

Artificial intelligence influences new forms of artistic creation through statistical
models, prediction, and content generation. It does not create from experience, but from
data. Algorithmic creativity is fundamentally different from human artistic experience.
In theatrical production, Al can enhance the artistic process without replacing it. Al-
assisted dramaturgy, storyboards, virtual characters, scenography, lighting design, and
translation are just some examples in this regard. Thus, a dialogue emerges between
theatrical art and artificial intelligence. Within the framework of the “living work of
art”, Al may become a technical partner without becoming an author in the artistic
sense. It is precisely here that the limits of technological substitution become fully ap-
parent. To feel, to take risks, to make mistakes, or to be vulnerable are experiences that
cannot be automated.

Conclusions

We are therefore witnessing a process of transformation, adaptation, and hybridiza-
tion within the performing arts. The actor increasingly becomes both performer and
curator of meaning, a genuine mediator between technology and audience. In a world
dominated by optimization, automation, and prediction, theatre continues to offer the
possibility of fragility and unpredictability. What may appear to be a human weakness
becomes, in relation to technology, an artistic value. The theatrical encounter and the
communal experience remain rituals that cannot be replicated algorithmically.

What will the future of theatre be? We cannot know with certainty. What seems
clear, however, is that theatre will integrate Al both as a practical tool and as a thematic
concern, while preserving its human core. The more digital society becomes, the greater
the cultural value of real presence is likely to be. In the absence of a body, vulnerability,
lived memory, or an awareness of mortality, Al may indirectly contribute to the revalua-
tion of live art.

In this context, it is reasonable to predict that the actor’s presence will acquire addi-
tional value when compared to simulation. The more convincingly algorithms produce
the appearance of life, the more significant the distinction will become between the rep-
resentation of pain and pain that is genuinely experienced, between the simulation of
emotion and the emotion that passes through a living body. Al will not devalue theatre
through aesthetic competition; rather, it will compel theorists and practitioners alike to
rediscover the ontological value of human presence.

To keep pace with technological development, theatre will undoubtedly redefine
its tools while preserving its essence. Algorithms will continue to excel at processing
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information, whereas theatre will remain the space of lived experience and direct hu-
man encounter. In the age of Al the living character of theatre does not become a
relic of the past; it becomes the strongest argument for its contemporary relevance.

Al may produce the shadows of theatrical art, but it cannot enter the /ight from
which those shadows are born. For this very reason, in a world populated by simula-
tions, the ‘living work of art’ becomes even more precious.?

BIBLIOGRAPHY

APPIA, Adolphe, 2000. Opera de arta vie, Editura UNITEXT, Bucuresti

AUSLANDER, Philip, 2008. Liveness: Performance in a Mediatized Culture, 2nd
edition, Routledge, London—New York

BAUDRILLARD, Jean, 1994. Simulacra and Simulation, translated by Sheila Faria
Glaser, University of Michigan Press, Ann Arbor

BENJAMIIN, Walter, 1969The Work of Art in the Age of Mechanical Reproduction,
Arendt, Hannah (ed.), llluminations, Schocken Books, New York

BRUSSEAU, James, TURCHET, Luca, 2025. How Al Generates Creativity from
Inauthenticity, in ,, MICALIZZI”, Alessandra (ed.), Artificial Creativity. Looking
at the Future of Digital Culture, Springer Proceedings in Humanities and Social
Sciences, Springer Nature Switzerland AG, pp. 209-217, Cham

CSIKSZENTMIHALYI, Mihaly, 1996. Creativity: Flow and the Psychology of
Discovery and Invention, HarperCollins, New York

DEWEY, John, 1980. Art as Experience, Perigee Books, New York, (Lucrare originala
publicatad in 1934)

FISCHER-LICHTE, Erika, 2008. The Transformative Power of Performance: A New
Aesthetics, translated by Saskya Iris Jain, Routledge, London—New York

FRIEDMAN, Milton, 1963. Inflation: Causes and Consequences, Asia Publishing
House, New York

GROTOWSKI, Jerzy, 1998. Spre un teatru sarac, Editura UNITEXT, Bucuresti

McCORMACK, Jon, GIFFORD, Toby, HUTCHINGS, Patrick et al., 2019. Autonomy,
Authenticity, Authorship and Intention in Computer Generated Art, in
Proceedings of the International Conference on Computational Creativity (ICCC
2019), Charlotte, NC, (pp. 29-36). Association for Computational Creativity
(ACC)

SCHON, Donald A., 1983. The Reflective Practitioner: How Professionals Think in
Action, Basic Books, New York

2 Response to a ChatGPT prompt regarding the fundamental difference between Al and the “liv-
ing work of art” on November 14, 2025.

414



Octavian JIGHIRGIU

WALLAS, Graham, 1926. The Art of Thought, Harcourt, Brace and Company, New
York

Surse electronice / Pagini Web

Hyper Japan, 2025. Virtual theatre brings digital stars to life! Hyper Japan Festival.
https://hyperjapan.co.uk/festival-news/virtual-theatre-brings-digital-stars-to-life/

Royal Shakespeare Company, 2016. The Tempest: Past productions (Gregory Doran
2016 production). https://www.rsc.org.uk/the-tempest/past-productions/gregory-
doran-2016-production

The Guardian, 2017. Rogue One VFX: John Knoll on Peter Cushing and the ethics of
digital resurrections. https://www.theguardian.com/film/2017/jan/16/rogue-one-
vfx-jon-knoll-peter-cushing-ethics-of-digital-resurrections.

© Octavian Jighirgiu, 2026. This work is licensed under a Creative Commons
Attribution 4.0 International License (CC BY).

415


https://hyperjapan.co.uk/festival-news/virtual-theatre-brings-digital-stars-to-life/
https://www.rsc.org.uk/the-tempest/past-productions/gregory-doran-2016-production
https://www.rsc.org.uk/the-tempest/past-productions/gregory-doran-2016-production
https://www.theguardian.com/film/2017/jan/16/rogue-one-vfx-jon-knoll-peter-cushing-ethics-of-digital-resurrections
https://www.theguardian.com/film/2017/jan/16/rogue-one-vfx-jon-knoll-peter-cushing-ethics-of-digital-resurrections

	_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



