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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.



introduction

10

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 je o to sloZitéjsi, ze charakter marketingovych kampani ma mnohdy i odbornd reflexe té-
matu. Teoretikové zahlcuji prostor desitkami,trendy” pojmu. TotéZ oznacuji 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 zpGsobem 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 dnednim 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 zdpadu 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 verejnosti. 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 _Iegendary 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
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