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WELCOME dear Guests,  

 

The presentation of the lectures will take place in „Sala Club“ of the Academic College 

(„Colegiul Academic“), Babeș-Bolyai University, Cluj-Napoca, 1 Emmanuel de Martonne 

Street. 

   

Exterior view of the building, entrance in 

the courtyard Emmanuel de Martonne, no 1 

Exterior view of the building, from the 

Mihail Kogălniceanu Street. 

 

 

Entrance of „Sala Club“, Academic College, UBB Cluj, on the right  
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USEFUL INFORMATION 

 

 

 

Organizers quick contact: 

 

Ioan Pop-Curșeu: +40 (0)726 306 897 

Ștefana Pop-Curșeu: +40 (0)736 909 050 

Oana Cristea Grigorescu: +40 (0)744 128 193 

Adina Pașca: +40 (0)726 181 341 

 

Romanian Emergency number:     112 

 

Hotel Universitas: 

Strada Plopilor 52-54, Cluj-Napoca 400535 

Phone: 0264 429 788 

 

To go to Hotel Universitas (Cluj-Napoca) by public transport means: 

• Bus: 30, 43B, 9, M26, 26. 

• Tramway: 101, 102. 

• Troleybus: 6. 

 

 
 

Taxi numbers:  

Daniel taxi: +40 (0) 264947 

Napoca Taxi: +40 (0) 264953 

(approx. taxi price Airport - Hotel: 15 euros) 

You can also call a BOLT or UBER taxi  

 

  

https://www.google.com/maps/place/data=!4m2!3m1!1s0x47490e61eaf37f8d:0x1555ebbea4e2b86c?sa=X&ved=1t:8290&ictx=111
https://www.google.com/search?q=hotel+universitas&oq=Hotel+Universitas&gs_lcrp=EgZjaHJvbWUqCggAEAAY4wIYgAQyCggAEAAY4wIYgAQyDQgBEC4YrwEYxwEYgAQyBwgCEAAYgAQyBwgDEAAYgAQyBwgEEAAYgAQyBwgFEAAYgAQyBwgGEAAYgAQyBwgHEAAYgAQyCAgIEAAYFhgeMggICRAAGBYYHtIBCjEwMTE2ajBqMTWoAgCwAgA&sourceid=chrome&ie=UTF-8
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FILM, VIDEO, DIGITAL AND AI IN THEATRE STAGES 

October 10 - 12, 2025 

Organizers: International Association of Theatre Critics (IATC) — Doctoral School of 

the Faculty of Theatre and Film, Babeș-Bolyai University, Cluj-Napoca, Romania, 

 in partnership with „Lucian Blaga” National Theatre Cluj-Napoca  

 

 

Thursday, 9th October 2025 

 

19.30 Performance at the National Theatre Cluj-Napoca (Main Stage):  

THE DEMONS, STAVROGHIN’S CONFESSION, based on F.M. Dostoievski, script by 

Tudor Lucanu, directed by Tudor Lucanu (1h45) 

 

Friday 10th October 2025 

 

8.30 Registration: welcome packages 

9.00 Introduction: Welcome by Ioan Pop-Curșeu 

 

ACTING AND DIRECTING IN THE AGE OF AI  

Moderator Ioan Pop-Curșeu 

 

9.30-10.40 

Cătălin Ștefănescu (UBB Cluj): Zeitgeist. Theatre Versus the Spirit of Our Time  

Mercè Saumell (Institut del Teatre Barcelona): The Coexistence of Humans and Non-Humans 

on Stage 

Andrianna-Anna Tsiotsiou (Aristotle University of Thessaloniki): Human Method, Machine 

Actor: Rethinking Director’s Theatre in the Age of AI 

Ravinder Kaul (IATC India): Theatre in the Times of Technological Revolution  

 

10.40-11.00 Coffee Break 
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11.00- 12.30 

Keshav Kumar Proch (DLC State University of Performing and visual arts, Rohtak): 

Reclaiming the Actor’s Agency in the Digital Age: Theatre-Making Amid AI, Immersive Media, 

and Technological Spectacle. 

András Hatházi (UBB Cluj): The last of the Mohicans 

Marius Alexandru Teodorescu (UBB Cluj), Synthetic Voice, Authentic Feeling? The 

Emotional Labor of AI in Theatre  

 

12.30-14.30 Lunch Break 

 

14.30- 16.20 

Raluca Sas-Marinescu (UBB Cluj): Romanian Literary Management between heritage and 

technology 

Dana Rufolo (Theatre Research Institute of Europe): Pre-filmed Sequences Fracture Dramatic 

Cohesion in Elfriede Jelinek's Burgtheatre as Directed by Milo Rau 

Konrad Szczebiot (Stefan Wyszyński University Warsaw): AI, Video and Puppetry: Hybrid 

Performances in Contemporary Object Theatre (online) 

Simin Meshkati (Iran): A Comparative Study of Biodanza and AI-Based Interactive Dance 

from the Perspective of Gilles Deleuze (online) 

Daiana Sargan (UBB Cluj): The Disembodied Choreographer: A Choreographic Experiment 

with ChatGPT-5  

 

16.20-16.30 CONCLUSIONS of the day 

 

 

20.00 Performance at the National Theatre Cluj-Napoca (Main Stage) 

MR. HARPAGON’S BRAVE NEW WORLD, by Michele Santeramo, directed by Roberto Bacci 

(1h30) 

21.30 (Foyer, 3rd level): Cocktail Dinner 
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Saturday 11th October 2025 

 

CASE STUDIES 

Moderator Oana Cristea Grigorescu 

 

9.00-10.40 

Savas Patsalidis (Aristotle University): Haunted Presences: Theatre After the Real 

Hana Strejčková (Academy of Performing Arts Prague): Multimedia as a Narrative Language 

Non-verbal Theatre for Yearly Years  

Evangelos Kosmidis (Mariupol Theatre, Ukraine): Reconstructing Presence: AI Animation, 

Interactive Mapping and Post-Traumatic Testimony of the Theatre of Mariupol, Ukraine, in 

the projects “Alaska” and “My Country - My DreamLand” 

Tudor Nicorici (UBB Cluj): Teatru-spălătorie and Technological Innovation in Sound Design  

Dany Karmakar (Rabindra Bharati University): Transforming Indian Theatre through 

Technology: Bikhre Bimb and the New Dimensions of Contemporary Performance (online) 

 

10.40-11.00 Coffee Break 

 

11.00- 12.30 

Ștefana Pop-Curșeu (UBB Cluj): Maeterlinck’s Android and Craig’s Übermarionnette: a 

Theatrical Dream Becoming True in the 21st century? 

Cristina Seleușan (UBB Cluj): Digital Technology in the Theatre of the Absurd: a 

Contemporary Theatrical Language 

Ece Yassitepe Ayyildiz (University of Ankara): Sous l’effet inévitable de la technologie sur le 

théâtre : l’hologramme dans les créations théâtrales de Michel Lemieux 

Bishal Prasad (Central University of Punjab): Theatre in the Digital Age: Trends, Challenges, 

and Creative Opportunities (online) 

Karim Jawad (IATC Oman): Arab Theatre and the Intersection of Technology 

 

12.30-14.30 Lunch Break 
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14.30- 16.20 

Ilinca Tamara Todoruț (UBB Cluj): Algorithmic Dramaturgies: Shifting Narrative 

Structures in Digital Cultures 

Daniela Șilindean (AICT.Ro): Framing Illness Stories in Theatre – An Identitary and 

Storytelling Approach 

Mihai Lukács (AICT.Ro): Cruelty of the Code: Artaud, AI, and the Theatre of the Real  

Anca Ghenoside (UBB Cluj): Acting in VR Theatre Productions: Performance Capture 

 

16.20-16.30 CONCLUSIONS of the day 

 

20.00 Performance at the National Theatre Cluj-Napoca (Main Stage) 

SIX CHARACTERS IN SEARCH OF AN AUTHOR by Luigi Pirandello, directed by Tudor 

Lucanu (1h40) 

21.40 (Foyer, 3rd level): Cocktail Dinner 

 

 

Sunday 12th October 2025 

 

INTERNET WORLDS/ THEATRICALITY AND AI 

Moderator: Ștefana Pop-Curșeu 

 

9.30-11.10 

Andreea Iacob (UBB Cluj):  Oasis of Silence or TECHNO-THETA: Inducing the Theta State 

Through Participatory Digital Art 

Mihai Dragolea (UBB Cluj):  Videochat Industry Theatrics and AI’s Visual Takeover 

Horea Avram (UBB Cluj):  Distributed Bodies and Automatic Sensorium: AI in Performative 

Arts (Three Case Studies) 

Florin Marc (UBB Cluj): Double Presence Extended: Actor, AI-NPC and the Stage Between 

Worlds  

Oana Capriș (UBB Cluj): Canon and Countercast: The Public Theatre of Normativity 

between the Televised Altar and the Digital Stage  

 

11.10-11.30 Coffee Break 
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AUDIENCES CONFRONTED TO AI 

 

11.30 – 13.30 

Teodora Crișan (UBB Cluj): Theatre Without Anchor. Reception Drift and the Platform as 

Site of Representation  

Cosmin Matei (UBB Cluj): Missing Futures: Gaps and Instabilities in 21st Century Theatre 

Research and Education, with a Focus on Romania 

Ana Tecar (UBB Cluj): Digital Archiving of One-to-One Performance… From Singular Co-

presence to Collective Engagement 

Adelina Bulibașa (UBB Cluj): Re-Wiring Theatre: Spectatorship and Technology in the Age 

of Digital Expansion (online) 

José Gabriel Antuñano (IATC Madrid): Théâtre numérique, les nouveaux paradigmes sur la 

scène  

Mirella Patureau (Thalim/CNRS, Paris): Quel théâtre pour demain ? Pas si artificiel, mais 

assez intelligent 

 

13.30 CONCLUSIONS 

 

13.30-15.00 Final Lunch  

 

19.30: Performance at the National Theatre Cluj-Napoca (Main Stage) 

THE GAMBLERS by N.V. Gogol, directed by Ionuț Caras (2h00) 

 

21.40 (Foyer, 3rd level): Final Cocktail Dinner 
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IOAN POP-CURȘEU – organizer 

 

Ioan Pop-Curşeu (b. 4.02.1978, Ocna-Mureş) is, since 

2020, Professor at the Faculty of Theatre and Film, Babeş-

Bolyai University, Cluj-Napoca, where he taught for 17 

years. He is, since 2022 the Director of The doctoral School 

of Theatre and Film. He benefited from several teaching 

mobility programs at the Faculty of Letters Babeș-Bolyai 

University (2012-2024), FLSH University of Limoges, France 

(2019), University of Bucharest (2011) and he was a teaching 

assistant at Geneva University, Switzerland, in the program of 

Comparative Literature and (2002-2007). 

He has defended his first PhD dissertation at the University 

of Geneva in 2007 (De l’homme hyperbolique au texte 

impossible: théâtralité, theatre(s), ébauches de pièces chez 

Baudelaire), and the second at Babeş-Bolyai University, 

Cluj-Napoca in 2011 (Magic and Witchcraft in Romanian Culture). In 2015, he defended his 

habilitation dissertation at Babeş-Bolyai University and in 2016 he became a member of 

Academia Europaea, section: “Film, Media and Visual Studies”. He is also a member of The 

Writers’ Union of Romania (from 2014), and of the Association of Ethnological Sciences in 

Romania-ASER (from 2018). 

His research interests are concerned with film aesthetics, art criticism and image theory, 

nineteenth-century literature and culture, as well as anthropological aspects of magic and 

witchcraft. He wrote around 150 articles on various themes, writers, and films. His most 

important books are: Magie şi vrăjitorie în cultura română. Istorie, literatură, mentalităţi 

(Polirom, 2013), Iconografia vrăjitoriei în arta religioasă românească. Eseu de antropologie 

vizuală [Iconography of Witchcraft in Romanian Religious Art. An Essay in Visual 

Anthropology], Eikon & Școala Ardeleană, 2020, written in collaboration with Ștefana Pop-

Curșeu. The book won the “George Oprescu” Award for Visual Arts of the Romanian 

Academy), Etudes comparatives sur la sorcellerie. Anthropologie, cinéma, littérature, arts 

visuels (2021), Witchcraft in Romania (Palgrave Macmillan, 2022, in collaboration with 

Ștefana Pop-Curșeu), Dada se dă-n spectacol [Dada is showing off] (2023, in collaboration 

with Ștefana Pop-Curșeu and Ion Pop).  

He participated in two film projects directed by Rares Stoica, as a consultant, actor, and 

scenographer: Dinții [Teeth], 2017 and Straja [The Guard], 2019-2024. He wrote theatre scripts 

in collaboration with Ştefana Pop-Curşeu: Killed by friendly fire/ Foc de voie (11 

representations in Romania and abroad, 2014-2016); Tzara arde şi dada se piaptănă (over 20 

representations in Romania and abroad, 2016-2020). 

Link to an academic profile: https://ubbcluj.academia.edu/IoanPopCur%C5%9Feus   

https://ubbcluj.academia.edu/IoanPopCur%C5%9Feus
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OANA CRISTEA GRIGORESCU – organizer 

 

Oana Cristea Grigorescu is a theatre critic, the 

president of Romanian AICT.Ro (from 2022), Chair of 

Conference at AICT-IATC Executive Committee, 

deputy editor in chief of Scena.ro magazine.  She is 

audio drama producer at Radio Romania Bucharest, 

National Audio Drama Department. She holds a PhD in 

music from the Gheorghe Dima Music Academy in 

Cluj since 2011 and she is member of UNITER 

(The Romanian Theatre Union) since 1997. She 

received the UNITER Award for Theatre Criticism at 

the UNITER Awards Gala 2020. 

She has curated the National Theatre Festival in 

Bucharest organized by UNITER in 2021, 2022, 2023. 

In this capacity, she has worked as a team together with 

two other fellow critics to develop the concept of the festival, the selection of Romanian and 

foreign performances invited to the National Theatre Festival. 

She writes constantly theatre reviews for Scena.ro, Observator Cultural, Capital Cultural, 

Vatra, Caietele Masca, the Austrian theatre magazine Aurora Magazine, the Italian magazine 

Hystrio and the German language website theatrescu.com.  

She conceived the volume New Romanian Drama published in 2024 by the Macedonian 

publishing house Perun Artis from Bitola. At the invitation of the Polish Institute in Bucharest, 

she coordinated the dramaturgy volume Revolutions. Anthology of Contemporary Polish 

Theatre (ed. Art, 2022), for which she also wrote the introductory study. She contributes with 

studies to collective volume Don´t look back. Communism, dramaturgy, society, coord. Liviu 

Malița (ed. Presa Universitară Clujeană, 2022). She has contributed studies to annual collective 

volumes coordinated by Oltița Cântec (2015-2023). She is the co-author of the volume 

FranceDanse Orient Express, conceived together with Andrei Popov, a volume published by 

the French Institute Bucharest (2018). She collaborates with articles as an author to the 

Multimedia Dictionary of Romanian Theatre (www.dmtr.ro), an online editorial project 

coordinated by Cristina Modreanu. 

As an audio drama producer, she has consistently her productions have won awards at 

international audio drama festivals. In 2023, two important awards were added to a rich list. 

Ema Stere’s The Sixties won the Best European Audio Drama BBC Awards, and Andreas 

Jungwirth’s Langholzfeld, for which she wrote the radio script adaptation, won the Asia-Pacific 

Broadcasting Union – Together for Peace Award (2023). 

  

http://www.dmtr.ro/
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ȘTEFANA POP-CURȘEU – organizer 

Ștefana Pop-Curșeu is a critic, theorist, theatre historian, translator, playwright and theatre maker. Șhe 

completed her PhD in Theatre Studies at Paris III - Sorbonne Nouvelle University, in 2008, on The 

Theatricality of post-byzantine wall paintings, XVth-XVIIth centuries (La théâtralité de la peinture 

murale post-byzantine, XVe-XVIIe siècles). Her research focuses on the large domain of Theatre 

History, approached mainly through Theatre Iconography, thus through the relation between theatrical 

and pictorial images, between theatre as an artistic and social phenomenon on the one side, and of 

images talking about it on the other side. 

 Her artistic practice is characterized by the conception of performances which combine a civic, 

documentary side with an aesthetical one, like in the performances: Brâncoveanu 300 (2014), Killed by 

friendly fire (2014), Every Tzara has its Dada (the ghost of Elsinore) (2016), Survivor’s Sindrome, by 

the Ukrainian writer Andrii Bondarenko, National Theatre in Cluj, Septembre 2022. 

She is the author of the book: Pour une théâtralité picturale. Bruegel et Ghelderode en jeux de miroirs, 

Casa Cărţii de Ştiinţă, Cluj-Napoca, 2012, 236 p., Iconografia vrăjitoriei în arta religioasă românească 

(The Iconography of Witchcraft in Romanian Religious Art) written in collaboration with Ioan Pop-

Curșeu, Școala Ardeleană and Eikon Publishing House, Cluj-Napoca 2020; and of over 70 articles, 

studies and reviews, published in Romania and France, over 20 international lectures, over 10 volumes 

of theatre, poetry, prose and essay translated from French, alone or in collaboration with Ioan Pop-

Curșeu, and she edited a significant number of thematic issues of the academic journal Studia UBB 

Dramatica. Since 2011, she is also Artistic Director of The National Theatre in Cluj-Napoca. 

 

ADINA PAȘCA – organizing assistant 

 

Cultural facilitator and versatile communicator. 

Project manager, creative director, facilitator, dreamer. 

Adina Pasca is a communication studies major and, 

currently, PhD researcher in Cinema and Society, in UBB 

– Cluj-Napoca, Romania. 12 years experience in cultural 

mitigation and trans-cultural initiatives, with a particular 

focus in education and socially engaged art projects. 

Relevant experience in communication and creative 

design. 3 years experience as a cultural journalist in 

television. Initiated and managed for 7 years the national 

platform for book design competition in Romania (2012-

2019). 

Email: adina.marcu@ubbcluj.ro  

 

Volunteers: 

Fiona Bunea: student, 3rd year, Theatre Studies, FTF, UBB Cluj 

Alexia Gorgan: pupil 11th grade, Transylvania College Cluj-Napoca 

Iulia Pașca: pupil 10th grade, Liceul Emil Racoviță, Cluj-Napoca 

Ecaterina Pop-Curșeu: pupil, 12th grade, Colegiul Național Nicolae Bălcescu, Cluj-Napoca  

mailto:adina.marcu@ubbcluj.ro
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CĂTĂLIN ȘTEFĂNESCU  

 

 

Cătălin Stefanescu is an associate professor at 

the Faculty of Theatre and Film of Babeș-

Bolyai University, within the Master Program 

in Documentary Film. 

He has been active in the media since 1990. He 

has worked in print media, radio, and 

television. He has published theatre reviews, 

essays, and articles in cultural press outlets, 

focusing on the relationships between 

performing arts and other fields of activity. He 

is the author of several documentary films that 

have been awarded at national and 

international festivals. Since 1999, he is the 

producer and host of Garantat 100%, one of 

the most acclaimed cultural television 

programs in Romania. He has written texts for theatre productions, staged at independent and 

public theatres. Email: catalin.stefanescu@ubbcluj.ro 

 

 

Zeitgeist: Theatre Versus the Spirit of Our Time.  

 

Abstact: Theatre’s relationship with technology is both ancient and deeply ambivalent. Yet 

technological innovation has not always enhanced the audience’s capacity for belief. In the age 

of smart devices, social networks and artificial intelligence, public discourse around science 

and technology has absorbed much of the imaginative space once occupied by religion. This 

marks a major psychological and cognitive shift. Our way of engaging with the artistic act has 

diminished in empathy and intensified in critical distance. Increasingly, the simple pleasure of 

identifying with the imaginative world of a narrative is replaced by the satisfaction of decoding 

its mechanisms. Artists are now deeply involved in scientifically analyzing how audiences 

respond to various stimuli—market research itself becomes a form of art. Meanwhile, 

audiences grow more competent in recognizing the techniques that produce wonder and awe. 

We have all become enthusiasts of psychology and knowledge. The old notion of “belief” 

collapses: we no longer need to believe the story—we expect it to believe for us. As storytelling 

migrates into private, screen-based, home cinema experiences, theatre remains—like the glitch 

in The Matrix—a symptom that resists full symbolic integration. Some claim this may be its 

last revolutionary gesture. Or perhaps... just another glitch? 

 

participation onsite 

  

mailto:catalin.stefanescu@ubbcluj.ro
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MERCÈ SAUMELL  

 

 

Mercè Saumell is PhD in Art History, 

specialist in contemporary theatre, she is 

professor (MA, PhD) at Barcelona’s Institut 

del Teatre where she is Head of the 

Department of Theory and History of the 

Performing Arts. Mercè Saumell wrote books 

about contemporary theatre and has published 

articles in international research journals. She 

was co-organizer of the IFTR  Barcelona 2013.  

Currently, she is working on a project on the 

Independent Theatre in Spain led by the Reina 

Sofia Museum in Madrid. Her last books are 

about of the Catalan company La Fura dels 

Baus (2019) and El papel de las mujeres en el 

teatro español (The role of women in Spanish 

theatre) (2020).  

Email: saumellvm@institutdelteatre.cat  

 

 

The Coexistence of Humans and Non-Humans on Stage 

 

Abstract: The contemporary scene has redefined the concept of acting by moving away from 

the psychological identification between actor and character. The presence of new technologies 

and their intermediate nature have led to the growing prominence of non-human actors in 

today's theatre and dance and, on the other hand, the coexistence of humans and non-humans 

on stage. In this way, digitized images, avatars, robots and AI creations displace the traditional 

role of the carnal actor as the sole bearer of meaning on stage through programming and its 

intermedial potential. Undoubtedly, a hot topic is the impact of AI on the present and future of 

the performing arts. We are now in a time of transition as we grapple with what the rise of AI 

will mean for our creativity. In this article, we will focus on specific proposals from European 

companies that already use it in their proposals: the British Forced Entertainment, the Spanish 

Compañía Señor Serrano, the Italians Anagoor, the French Shonen or the Dutch Ulrike Quade, 

among others.    

 

 

participation onsite 

 

  

mailto:saumellvm@institutdelteatre.cat
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ANDRIANNA-ANNA TSIOTSIOU  

 

 

Andriana-Anna Tsiotsiou is a PhD Candidate 

in the Theatre Department of Aristotle 

University of Thessaloniki, Greece. Her 

research focuses on the Use of New 

Technologies in Contemporary Theatrical 

Production. She completed her Bachelor's and 

Master's studies at the same University 

Department in 2020. She also holds a second 

Master's degree in Arts and Cultural Journalism 

from the Journalism and Mass Media 

Department of the same University. Moreover, 

she is a member of the Greek Association of 

Theatre and Performing Arts Critics. She has 

also worked as a Dramaturge for JÁ 

International Theatre, in Lisbon, Portugal. Email: annatsiot@gmail.com  

 

 

Human Method, Machine Actor: Rethinking Director’s Theatre in the Age of AI 

 

Abstract: Throughout the international theatre scene, contemporary technology and New 

Media are increasingly asserting their presence. Today, we no longer speak solely of digital 

manipulations, projections, or the use of live-action cameras. More importantly, it is now time 

to discuss performances utilizing the most recent technological achievements, such as 

Augmented Reality (AR) and Artificial Intelligence (AI). Moreover, performances featuring 

actors created using these technologies (such as A.L.A.N.) are already well-known.  

For several decades, we have consistently observed and experienced theatrical productions that 

exemplify the distinctive features of Director's Theatre (Regietheatre)— a current centering 

entirely on the directorial gaze concerning both dramatic and non-dramatic texts, as well as 

pertinent socio-political issues, underscoring the individual who, in the past, emerged as the 

theatre's dominant artist: the director.  

his paper aims to investigate to what extent the concept of Director's Theatre further evolves, 

granting the artist-creator full control of the process, yet simultaneously driving them to utilize 

older acting methods, such as Stanislavsky's, during the AI tool's machine-learning process, in 

order to implement their vision. It also raises questions about whether it is now essential for 

directors and audiences to seek performances with “natural” and “human” interpretations. 

 

participation onsite 

  

mailto:annatsiot@gmail.com
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RAVINDER KAUL  

 

 

Ravinder Kaul, an acclaimed cultural critic from 

India, has devoted over four decades to the rich 

tapestry of theatre and literature. His voice has 

resonated in national and international forums, from 

Europe Theatre Prize sessions in Italy, Poland, 

Russia, and Greece, to Cultural Summits in Abu 

Dhabi, China and Russia. As a theatre expert, he has 

penned influential papers for leading journals like 

Critical Stages and acted in and directed over 30 

plays. He is a member of the International 

Association of Theatre Critics. Honoured with 

multiple awards, Kaul continues to be a vital 

presence at global cultural platforms. 

Email: ravinderkaul07@gmail.com 

 

 

Theatre in the Times of Technological Revolution  

 

Abstract: In April 2011, during the Europe Theatre Prize at St. Petersburg, two 

groundbreaking performances — Kafka's ‘Metamorphosis’ by Vesturport and ‘Mr. Vertigo’ 

directed by Kristian Smeds — showcased how technology can transform the theatrical 

experience. These plays highlighted the potential of integrating innovative tools into a live 

performance. Today, theatre faces both opportunities and challenges with advancements like 

Artificial Intelligence, virtual and augmented reality, digital streaming and holography. 

While streaming archived productions like Laurence Olivier’s ‘Othello’ offers access to 

legendary performances, the irreplaceable magic of live theatre still holds strong appeal. 

However, each technological innovation needs careful consideration; there is no universal 

solution. For example, while AI can assist in scripting or technical aspects, its overuse could 

dilute the emotional and human core of theatre. Similarly, excessive focus on spectacle risks 

undermining storytelling and performance quality. 

Theatre must treat technology as an evolving tool, not a threat. It has always adapted—from 

floodlights to advanced lighting techniques, from rigid prosceniums to revolving stages. The 

priority should remain on preserving the human connection at the heart of theatre, ensuring that 

technology complements rather than replaces the magic of a live performance. Balancing both 

is the key to theatre's enduring relevance. 

 

participation online 

  

mailto:ravinderkaul07@gmail.com
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KESHAV KUMAR PROCH  

 

 

Keshav Kumar Proch, a graduate of National School of 

Drama, New Delhi, India and post-graduate in Theatre and 

Television, is a founding academician (Since 2011) of the 

Faculty of Film and Television and currently serves as 

Assistant Professor at DLC State University of Performing 

and visual arts, Rohtak (Sector-6, Rohtak-124001, 

Haryana, India). He has extensive experience in teaching 

theatre, filmmaking and acting across various institutions. 

His interests include innovative pedagogy in theatre, film 

and acting, contemporary art writing, and mentoring 

globally acclaimed student work. Email: 

keshu07@gmail.com 

 

 

Reclaiming the Actor’s Agency in the Digital Age: Theatre-Making Amid AI, Immersive 

Media, and Technological Spectacle. 

 

Abstract: This paper critically examines the artistic and ethical challenges emerging at the 

intersection of live theatre and rapidly advancing technologies—particularly AI, immersive 

media, film, video, and digital scenography. Framed around the urgent task of reclaiming the 

actor’s agency, the study affirms the stage as a fundamentally actor-centric medium, where 

presence, vulnerability, and embodiment cannot be digitized or outsourced. While tools such 

as real-time projection, motion capture, and AI-assisted dramaturgy offer expanded narrative 

possibilities, they also threaten to overshadow the organic immediacy of live performance 

through excessive spectacle or automation.  

The central question posed is not whether technology belongs on stage, but how it can serve 

without dominating: Can AI collaborate in improvisation without replacing spontaneity? Can 

immersive scenography support, rather than compete with, embodied storytelling? Through 

these questions, the paper highlights the responsibility of theatre-makers—not just to innovate, 

but to curate, question, and resist where needed. Ultimately, this inquiry calls for a conscious 

rebalancing: technology must enhance, not erode, the raw, irreplaceable force of the actor’s 

live presence. It advocates for a future of performance where creators remain ethical stewards 

of innovation, ensuring that the stage remains a space of shared, human experience—even amid 

the digital. 

 

 

participation onsite 

  

mailto:keshu07@gmail.com
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ANDRÁS HATHÁZI  

 

 

András Hatházi, actor, director, writer, 

university professor at the Faculty of Theatre 

and Film of the "Babeș-Bolyai" University, 

where he deals with the actor's art and theatre 

improvisation. He obtained his doctorate in 

2003 from the University of Theatre and Film 

Arts in Budapest. His work consists of more 

than 100 theatre and film roles, dozens of 

theatre, puppet theatre and film directions, 

articles on the actor's art, plays and screenplays. 

He wrote four books and translated David 

Zinder's Body-Voice-Imagination (Test-Hang-

Képzelet, 2009). His work has been honoured 

with more than 50 individual and joint awards at national and international level. Email: 

andras.hathazi@ubbcluj.ro 

 

 

The last of the Mohicans 

 

Abstract: In essence (if he has any essence...) man has never changed. It still takes as long to 

understand a joke, to fall in love, to experience human relationships, as at any time in the history 

of homo sapiens. 

Theatre (or at least the phenomenon we call it) is essentially about man. If theatre has any 

essence at all. And this man is represented in some form by the actor. 

So it seems that the actor is: man. 

Artificial intelligence was created by man. It is not precisely defined what it covers, whether it 

has a substance (whatever that means), but it is certain: a tool. A way to something. Like the 

theatre. Like acting. 

If artificial intelligence (like any theatrical effect) can sometimes dazzle or even deceive in the 

hands of directors, what can acting do with it? Does acting bring artificial intelligence closer 

to man? Does it make acting better? Does it change man himself in any way? 

 

 

participation onsite 
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MARIUS ALEXANDRU TEODORESCU  

 

 

Marius-Alexandru Teodorescu is a theatre director, 

researcher, and associate Assistant Professor at the 

Faculty of Theatre and Film, Babeș-Bolyai University. 

He holds a PhD in Theatre and Performance Arts and 

specializes in digital dramaturgy, scenography, and AI-

assisted creation. His work has been presented in 

France, Israel, and Canada, and he has published in 

journals such as Studia UBB Dramatica and Theatrical 

Colloquia, or at prestigious publishers such as Presa 

Universitară Clujeană or Palgrave Macmillan. He is 

also active as a cultural manager and project 

coordinator, with a strong interest in the aesthetics of 

technology in contemporary stage practice. Email: teo_mariusalex@yahoo.com 

 

 

Synthetic Voice, Authentic Feeling? The Emotional Labor of AI in Theatre  

Abstract: As synthetic voices become increasingly sophisticated, their presence in 

contemporary theatre raises urgent questions about authenticity, embodiment, and emotional 

labor. This research investigates how AI-generated vocal technologies are used to perform 

emotionally charged texts on stage, proposing a critical framework for assessing the affective 

and dramaturgical implications of disembodied voice performance. The study offers a 

comparative analysis of five leading AI voice tools — ElevenLabs, PlayHT, Descript Overdub, 

Resemble.ai, and Voice.ai — examining their technical capabilities, emotional nuance, and 

theatrical usability. Through practice-based research, it explores both live and recorded 

performances that integrate synthetic voices as characters, narrative agents, or scenographic 

elements, including digital theatre voiceovers, documentary revoicings, and posthuman 

monologues. Beyond the technical, the article addresses pressing ethical and aesthetic 

concerns: Who owns a voice? What are the implications of algorithmically reviving the voices 

of deceased actors? Can synthetic vocality evoke genuine empathy, or does it risk uncanny 

alienation? Engaging with voice theory (Dolar, Connor), affect studies, and posthuman 

dramaturgy, this paper argues that synthetic voice is not merely a tool, but a performative 

agent—capable of disrupting and expanding how theatre negotiates presence, labor, and 

authenticity in the age of AI. 

 

participation onsite 
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RALUCA SAS-MARINESCU  

 

 

Raluca Sas-Marinescu, PhD, is specialized in Text 

Processing for Performances, Adaptation and Dramatization, 

Film Screenwriting, and Dramatic Writing, and she is a 

dramaturge. She obtained her PhD in Theatre from Babeș-

Bolyai University with a thesis on contemporary techniques 

and methods of dramatic writing. She researches in the field 

of Theatre and Performing Arts, her artistic practice focuses 

on constructing original texts based on collaborative 

practices. In parallel, she develops creative writing projects 

dedicated to adolescents and documents the dramaturgical 

practices of the last twenty years. In recent years, she has 

concentrated on documentary theatre and techniques for 

activating archives. She has participated in the creation of 

numerous performances and she is part of Fem100 project, a research and interdisciplinary 

educational program meant to contribute to the preservation of theatre heritage. FEM100 

investigates and rescues the untold histories of female artists not included in the official theatre 

history between 1920-2020. Email: raluca.sas@ubbcluj.ro 

 

Romanian Literary Management between heritage and technology 

 

Abstract: While the destinies of literary secretaries continue to inspire through their ability to 

juggle personal and professional life, the profession itself has fundamentally changed with the rise 

of the digital world. Emails have replaced trips to the post office, design software has replaced lead 

typesetting, and departments within theatres have become more segmented – marketing, PR, 

literary secretariat. The program booklet has disappeared from most theatres. And yet, real progress 

lies in structural changes. Literary secretaries are not “dispensable” staff, tied to one production or 

another, they are the central point of every form and meaning within a serious theatrical institution. 

When theatres recognize this by investing in the well-being of literary secretaries – I'd dare to say 

playwrights-in-residence – equally with investments in directors, actors, and set designers, these 

women (and men, although their number in literary secretariats is increasingly low) will not only 

survive but thrive in their workplaces. Despite systemic instability, women working in literary 

secretariats or as independent playwrights act as a cultural backbone for a more ethical, inclusive, 

and humane theatre. Their resilience is not just a survival mechanism but a project of institutional 

transformation. Supporting them means not only addressing inequality but also investing in the 

future of theatre as a socially responsible, intellectually rigorous, and emotionally intelligent art 

form. The prosocial role of these women is historically evident through the creation of connections, 

cultural exchanges, long-lasting friendships, the promotion of intellectual respect, and mutual 

support. This presentation aims to relate the inherited best practices in this field to the technological 

and mindset changes that have transformed – but not dissolved – this profession. 

 

participation onsite  
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DANA RUFOLO 

 

A theatre critic, Dana Rufolo covers Europe for 

Plays International & Europe (PIE) online. As 

director of the Theatre Research Institute of Europe 

(www.theatre-research-institute.eu) in Luxembourg, 

she edited the then-quarterly PIE from 2013 until the 

end of 2021, when it ceased publication as a paper 

magazine. Rufolo belongs to the IATC, the League 

of Professional Theatre Women in New York, and 

the A:LL Luxembourg writers’ association. Rufolo’s 

dramatic poetry performances I am Viola da Gamba 

(poetry and music) premiered at the Conservatory of 

Luxembourg in 2013 and Joyn (poetry and dance) 

premiered at Konstance, Germany in December 

2022. She develops street theatre productions for 

Amnesty Luxembourg and is presently marketing 

several new plays. Rufolo holds a MA in theatre theory and criticism and a PhD in theatre 

studies from the University of Wisconsin at Madison, a BA in literature from the University of 

California at San Diego and a DESS in Art Therapy with a focus on drama therapy from the 

Universities of Luxembourg and Paris V. Email: danarufolo@gmail.com 

 

Pre-filmed Sequences Fracture Dramatic Cohesion in Elfriede Jelinek's Burgtheatre as 

Directed by Milo Rau 

 

Abstract: A theatrical production is an inimitable visceral art form. One performance can 

never be identical to another one.  

Pre-filmed sequences in a theatrical production introduce something fossilized that cannot be 

modified by the energy level of the live performance and the ongoing attempt of actors to reach 

their audience. Aristotle in The Poetics observes that the action in a staged performance should 

be single, without diversification or sub-plot. Film sequences introduce diversity and rupture 

subtle actor-audience communication in the performance. 

This paper looks at the play Burgtheatre by Elfriede Jelinek directed by Milo Rau. Using my 

review as a source (https://playsinternational.org.uk/burgtheatre-vienna-burgtheatre), I 

contrast the energy levels of the actors on the evening I saw it with the energy level of the 

actors in filmed sequences involving acts of aggression towards the character called 

Alpenkönig. The discrepancy ruptures the audience’s sense of continuity and their impression 

that they were seeing one action.  The filmed sequences, recorded at a level of intensity that is 

not equivalent to that seen in the live theatrical performance, diverts the dramatic flow, 

reducing dramatic enactment to mere polemics.   

 

participation onsite  
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KONRAD SZCZEBIOT  

 

 

Konrad Szczebiot is a PhD candidate at the 

Cardinal Stefan Wyszyński University in Warsaw 

and Vice-President for International Relations of 

the Polish Section of the International Association 

of Theatre Critics (AICT). Member of UNIMA 

and Puppet Department of Association of Polish 

Stage Artists His research focuses on 

contemporary Polish theatre, puppet and object 

theatre, and the intersection of performance and 

digital media. He has participated in international 

festivals and academic events, and produces 

podcasts and articles on theatre and cultural 

diversity. He is also active in promoting 

performing arts across Central and Eastern Europe.  

Email: konrad.szczebiot@gmail.com 

 

 

AI, Video and Puppetry: Hybrid Performances in Contemporary Object Theatre 

 

Abstract: In contemporary puppet and object theatre, integrating digital technologies—video 

mapping, real-time projection, motion sensors, and even generative AI—has radically 

transformed aesthetics and performative strategies. Unlike traditional theatre, puppet theatre 

embraces materiality and the animated object, making it an ideal space for experimentation 

with non-human agents. This paper investigates how digital media and artificial intelligence 

co-create meaning alongside the puppeteer, the puppet, and the audience, forming hybrid 

performative systems. Drawing on recent productions in Central and Eastern Europe, I examine 

examples in which AI-generated voices or text, interactive visual projections, and responsive 

digital environments become central components of the dramaturgy. 

This approach raises essential questions: Who performs when an algorithm guides the puppet? 

How does the audience relate to a performance where agency is distributed between human 

and machine? And how does object theatre, deeply rooted in tradition and craft, negotiate its 

identity in an increasingly digitised cultural landscape? 

The presentation aims to trace emerging trends in technologically augmented puppet theatre 

and propose a framework for understanding the interplay between liveness, materiality, and 

code in the age of posthuman performance. 

 

 

participation online 
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SIMIN MESHKATI  

 

 

Simin Meshkati is a university lecturer, 

theatre director, and researcher with three 

MAs in art and humanities. She has 

published articles on Biodanza, applied 

theatre, stigma, and androgyny, and her 

academic work bridges performance studies, 

visual culture, and critical theory. Her recent 

research focuses on poststructuralist 

readings of narrative in Persian miniature 

painting particularly exploring ruptures, 

discontinuities, and the interplay between 

image and text. Alongside her scholarship, 

she has directed productions that integrate 

theatre, dance, puppetry, and multimedia. 

She has collaborated with institutions such as 

ECO Cultural Institute, fostering cross-cultural dialogue through performance and research. 

Isfahan City Center University. Email: meshkatisimin@gmail.com 

 

A Comparative Study of Biodanza and AI-Based Interactive Dance from the Perspective of 

Gilles Deleuze 

 

Abstract: This article offers a comparative analysis of Gilles Deleuze’s philosophical concepts 

– Becoming, Body without Organs, and Rhizome – in the contexts of Biodanza and AI-

generated dance. Biodanza emphasizes lived experience, spontaneous movement, and human 

connection, presenting the body as an open, energetic field shaped by non-linear, rhizomatic 

interactions. It reflects Deleuze’s idea of Becoming as a fluid and evolving internal process and 

serves a therapeutic role by promoting mental, physical, and social well-being through bodily 

awareness and presence. 

In contrast, AI-generated dance uses machine learning to analyze motion data and generate 

choreography, producing digital or virtual bodies lacking lived experience and consciousness. 

While AI-driven movement can explore novel choreographic structures and offer interactive 

frameworks, it remains bound to algorithmic logic and raises questions about its therapeutic 

effectiveness. 
The article argues that, despite their differences, both approaches deepen our understanding of 

embodiment, movement, and relational networks. It suggests that integrating Biodanza’s human 

improvisation with AI’s creative potential could lead to hybrid performances and innovative therapeutic 

practices. While AI cannot replace the full therapeutic experience of human-based dance, it can function 

as a complementary tool, offering new possibilities in the performing arts and healing disciplines 

through the fusion of technology and embodied presence. 

 

participation online 
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DAIANA SARGAN 

 

Daiana Sargan (b. 1994) is a PhD candidate at 

Babeș-Bolyai University in Cluj-Napoca, where 

she is researching Romanian performance art from 

1989 to 2020. Since 2023, she has been 

collaborating with Tact Publishing House, where 

she translated André Lepecki’s Exhausting Dance 

and still works as a copy editor. Active in dance 

and choreography since 2018, she specializes in 

Japanese avant-garde movement techniques, 

particularly those developed by Tatsumi Hijikata. 

Her major dance project was realized in Tokyo 

and Nagoya, where she explored dance as a form 

of Zen practice. She has also participated in 

numerous performative works across Europe, including in Berlin, Cyprus, Rome, Cluj-Napoca, 

and Bucharest. Email: daiana.sargan@ubbcluj.ro  

 

The Disembodied Choreographer: A Choreographic Experiment with ChatGPT-5.   

 

This paper explores the ways in which generative artificial intelligence can influence and 

participate in the development of choreography by providing a case study of an empirical and 

practice-based experiment with ChatGBT 5. Drawing inspiration from Harold Cohen, the 

creator of AARON, who used artificial intelligence for artistic production, this study aims to 

discuss the choreography co-created through dialogue with the text-based generative model 

ChatGBT 5, followed by the physical embodiment from my side. Analyzing the experiment 

through qualitative lenses, I discuss aspects such as authenticity – if we could speak of 

authenticity at all – authorship, and how a disembodied entity can generate a choreographic 

thought that requires embodiment by its own nature. Thus, by providing a case study, my 

inquiry seeks to answer the question of whether AI can be/come an artistic agent or whether 

we could talk about AI artists, if so, how does it transform the way we work and understand 

choreography and dance? 

 

 

participation onsite 

 

  

mailto:daiana.sargan@ubbcluj.ro


23 
 

 

SAVAS PATSALIDIS  

 

 

Savas Patsalidis is Professor Emeritus in Theatre 

Studies at Aristotle University of Thessaloniki. He is 

the author of fourteen books on theatre and 

performance criticism/theory and co-editor of another 

thirteen. His two-volume study, Theatre, Society, 

Nation (2010), was awarded first prize for best theatre 

study of the year.  In 2022 his latest book-length 

study Comedy’s Encomium: The Seriousness of 

Laughter, was published by University Studio 

Press.  He is on the Executive Committee of the 

Hellenic Association of Theatre and Performing Arts 

Critics and the editor-in-chief of Critical Stages/Scènes critiques, the journal of the 

International Association of Theatre Critics. Email: spats@enl.auth.gr 

 

Haunted Presences: Theatre After the Real 

 

Abstract: This study traces the progression of scenographic and technological elements in 

theatre, beginning with early innovations like the periaktoi in ancient Greek theatre, which 

initially faced skepticism for potentially distracting from the primacy of the spoken word. Over 

time, technological advancements—ranging from perspective drawings to revolving stages, 

and multimedia integration--have increasingly enhanced the symbiotic relationship between 

drama and its stage realization. The article underscores the ongoing evolution, and at times 

tension between technology and traditional theatrical practices, a phenomenon that was notably 

accentuated during the COVID-19  pandemic, as emergent technologies challenged the essence 

of live performance.  

This presentation examines how contemporary theatre reconfigures the concepts of presence, liveness, 

and reality through technological mediation. It traces the shift from traditional co-presence to digitally 

refracted performance, arguing that technologies, once ancillary, now co-constitute meaning alongside 

human agents. By analyzing examples from The Wooster Group, Richard Foreman’s Ontological-

Hysteric Theatre, and Suzanne Kennedy, among others, the essay contends that presence is no longer 

ontological but constructed, an interface effect shaped by projection, feedback, simultaneity, and 

simulation. Theatre thus emerges not as a mirror of reality but as an ontological machine that stages the 

instability of the real in a hypermediated, post-human era. 

 

participation onsite 
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HANA STREJČKOVÁ  

 

Hana Strejčková (PhD/ CZ) is a theatre maker 

(author and director of BabyLaterna), teacher, 

and researcher based at the Music and Dance 

Faculty of the Academy of Performing Arts in 

Prague (HAMU) and Palacký University in 

Olomouc (UPOL). Her artistic work focuses on 

contemporary theatre with an emphasis on 

theatre for Early Years, young and diverse 

audiences, postdramatic forms and site-specific 

performance. She explores the intersections of 

theatre, memory, and space, and examines how 

theatrical language can communicate across 

generational and cultural contexts. In her 

research and publishing activities, she focuses in 

art of movement. She is a member of the executive committee Czech ASSITEJ and a member 

of the international executive board of the International Association of Theatre Critics (IATC) 

and serves as the chair of Young Critics Workshops organized under its auspices. Email: 

hanastrejckova@seznam.cz 

 

Multimedia as a Narrative Language Non-verbal Theatre for Yearly Years  

 

Abstract: The BabyLaterna performance by Laterna magika represents an example of a 

contemporary theatrical project that experiments with the language of multimedia in the field 

of nonverbal theatre designed for the youngest audience – toddlers and their parents. This 2022 

production develops the traditional principles of Laterna magika (interaction between live 

performers and film projection, light, and music), while innovatively adapting them to the 

needs of early childhood and the so-called "toddlers’ theatre". 

This presentation focuses on analyzing how projection, lighting design, choreography, and 

ambient music create a sensorially rich yet safe environment that fosters toddlers’ attention, 

curiosity, and emotional response. The reflection also outlines a methodology for working with 

this specific target group and explores its influence on dramaturgy, rhythm, and the structure 

of the performance. BabyLaterna is viewed as an example of a performative genre that blurs 

the lines between live, activating theatre and multimedia visual composition. 

The contribution aims to add to the broader discussion about the role of multimedia in 

contemporary theatre, particularly in the context of interactive and inclusive approaches to the 

youngest audiences. The project is also situated within the international development of 

"theatre for yearly years" and the evolution of Laterna magika as a distinctive phenomenon of 

Czech stage art. 

 

participation onsite  
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EVANGELOS KOSMIDIS  

 

 

Evangelos Kosmidis is a director, writer, and 

performer. Since 2021 he has led the Mariupol 

Theatre in Ukraine, now working in exile across 

Europe. He received the European Theatre 

Convention “European Selection” award and the 

Intercontinental Biennale’s First Global Prize for 

his performance Alaska, a devised polyglot work 

exploring youth, war, and trauma. His projects 

integrate AI visuals, live testimony, and digital 

interaction—including My Country – My 

DreamLand, where spectators co-create dream 

nations. He has worked with the National Theatre of 

Greece, GogolFest, and Dakh Theatre, and 

presented work in over 12 countries across Europe. Email: vaggkosm@gmail.com 

 

Reconstructing Presence: AI Animation, Interactive Mapping and Post-Traumatic 

Testimony of the Theatre of Mariupol, Ukraine, in the projects “Alaska” and “My Country 

- My DreamLand” 

 

Abstract: This presentation explores the interplay of live performance, AI-generated imagery, 

and audience interactivity in Alaska and H.E.R.O.E.S.: My Country – My DreamLand, two 

hybrid theatrical projects developed by the Mariupol Theatre in exile after its destruction during 

the 2022 siege.  

In Alaska – a devised, multilingual performance that stages collective trauma and the pursuit of identity 

in an abusive world through a hybrid, multimedia language, AI-animated visuals of viral organisms, 

collapsing borders, and authoritarian figures interact live with actors’ testimonies and choral 

lamentations. The interaction between human presence and machine-generated imagery redefines 

theatrical temporality, memory, and embodiment. Rather than competing with the actor, technology 

here acts as an echo chamber of historical violence, creating emotional and political layers that live 

bodies alone could not carry. Alaska offers an urgent case study of how digital and AI tools can deepen 

audience engagement with collective memory, creating a layered performative experience that bridges 

trauma, history, and the technological present. 

In My Country – My DreamLand, audience members co-create AI-generated maps of utopian countries 

using mobile prompts and custom-built software. These dreamlands—imagined nations of justice, joy, 

and safety—form a living digital archive displayed in real time during the performance, alongside video 

testimonies from past participants. Built from the ruins of displacement, this participatory installation 

transforms spectators into co-authors of future geographies.  

 

participation onsite 
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TUDOR NICORICI  

 

 

Tudor Nicorici is a multidisciplinary artist, with a 

Bachelor Degree in Theatre Directing (UBB Cluj-

Napoca), a Master’s Degree in Lighting and Sound 

Design (UNATC Bucharest) and an ongoing PhD 

research at UBB Cluj-Napoca. He has been active in the 

latest years mostly as a lighting and sound designer and 

seldomly working as a director on educational projects. 

He is interested in art’s potential to create communities 

(which he is researching for his PhD) and to examine 

our irrational beliefs. 

Email: tudor_nicorici@yahoo.com  

 

 

 

Teatru-spălătorie and Technological Innovation in Sound Design 

 

Abstract: Teatru-spălătorie is a theatre collective founded in 2010 and originally based in 

Chișinău (MD), but as of 2017 their activity migrated towards spaces like HAU Hebbel am 

Ufer (Berlin). Their whole work is based on leftist policies, focusing on the way money is 

distributed and spent. On the one hand, their subjects refer to the working class and other 

vulnerable categories’ issues, giving voice to the ones that most of the times don’t have the 

privilege to get heard. On the other hand, one of the other ways of expressing their political 

views is by managing limited resources into meaningful and wasteless shows. It is however 

remarkable that when one thinks of Teatru-spălătorie, political activism and artistic innovation 

through technology arise at the same time and are strongly connected as their shows aim to 

deconstruct mainstream aesthetics and tend to work as post-dramatic pieces. In this context, 

Teatru-spălătorie succeeds in using technology in sound, lighting and stage design as a 

necessary tool for their punk creations. 

 

 

participation onsite 
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DANY KARMAKAR  

 

 

Dr. Dani Karmakar is a dynamic and internationally 

recognized Indian playwright, theatre director, actor, 

and researcher with over 25 years of experience. A 

Ph.D. in Drama from Rabindra Bharati University, he 

is a UGC-NET qualified scholar and guest lecturer. Dr. 

Karmakar has represented India at major international 

conferences in Mongolia, China, Slovakia, Nepal, 

and Bangladesh. He has authored 30+ plays and 

several research publications, including Natuke 

Ramnarayan and Theatre Dunia (ISSN journal). As 

founder of Rabindra Nagar Natyaayudh, he blends 

tradition with innovation. A recipient of prestigious 

theatre awards, his work explores censorship, identity, and performance aesthetics in 

contemporary Indian and global theatre. Email: danidrama.karmakar@gmail.com  

 

Transforming Indian Theatre through Technology: Bikhre Bimb and the New Dimensions 

of Contemporary Performance 

 

Abstract: The infusion of technology into Indian theatre has revolutionized the performative 

experience, offering new ways to engage with narrative, space, and identity. Girish 

Karnad’s Odakalu Bimba (Kannada), later translated as Bikhre Bimb (Hindi), represents a 

pioneering moment in Indian theatre where technology, for the first time, emerges not just as 

support but as a character itself. Utilizing a high-tech set with plasma screens and recorded 

images, the play stages a live dialogue between the protagonist and her own pre-recorded 

digital self, thereby exploring fractured identity, linguistic politics, and the tension between 

regional authenticity and global ambition. Karnad’s statement that “theatre must retain the 

human element to remain art” underscores the balance achieved in Bikhre Bimb, where 

technology enhances, rather than replaces, the live human presence. Despite the transformative 

potential, challenges remain—such as infrastructural limitations, affordability, lack of 

technical training, and minimal institutional or policy support in India. Yet plays like Bikhre 

Bimb and Mastakabhisheka Rehearsal demonstrate that, when thoughtfully integrated, 

technology can deepen theatrical expression and offer bold new directions for contemporary 

Indian performance arts.    

 

participation online 
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ȘTEFANA POP-CURȘEU  

 

 

Ştefana Pop-Curşeu, Ph.D at the University of Paris 

III-Sorbonne Nouvelle, in Theatre and Performing 

Arts, is an Associate Professor at the Faculty of 

Theatre and Television of Babeş-Bolyai University 

Cluj-Napoca, where she teaches antique and medieval 

theatre history and modern theory of theatre. She 

published many articles in the domain of Theatre, in 

France and Romania. She translated alone or in 

collaboration with Ioan Pop-Curşeu a dozen of books 

from French to Romanian, such as Samuel Beckett, 

Sfârșit de partidă, 2000, L.-F. Céline, Convorbiri cu 

Profesorul Y, 2006, Pascal Vrebos, Avarul II, 2010, 

Gilles Deleuze, Imaginea-mişcare, 2012), and is 

author of the book: Pour une théâtralité picturale. 

Bruegel et Ghelderode en jeux de miroirs, Casa Cărţii de Ştiinţă, Cluj-Napoca, coll. Teatru-

Eseuri, 2012. She wrote in collaboration with Ioan Pop-Curșeu two theatre scripts and directed 

two performances based on these scripts (Killed by Friendly Fire, 2014 and Every Tzara has 

his Dada 2016). She is also, since 2011, the artistic director of The National Theatre in Cluj-

Napoca. Email: stefana.pop@ubbcluj.ro  

 

Maeterlinck’s Android and Craig’s Übermarionnette: a Theatrical Dream Becoming True 

in the 21st century? 

 

Abstract: We are living in a turning point era which, because of (or thanks to) new 

technologies, is calling into question all the achievements of a human race that has constructed 

certain ideas about its own image, its understanding of itself and the reality that surrounds it, 

its relationship with fiction, and its evolving capabilities in the world. However, this moment 

has not come out of the blue, for the arts have always had this strange power of anticipation, 

of projection, of fictional construction of what later turned out to be not utopian but concretely 

achievable. When it comes to the art of theatre, the great practitioners and thinkers have always 

been visionaries. I therefore propose to explore two related examples from the history of theatre 

that anticipate the desires and fears, projections and questions surrounding the non-human 

presence on stage, the perfect theatrical tool, the embodiment of an ideal actor, the utopian 

servant of a director – the only Artist with a capital letter: the Android dreamed up by Maurice 

Maeterlinck and the Übermarionnette theorised and designed by Edward Gordon Craig at the 

beginning of the 20th century. What do their visions teach us about the possibilities of 

negotiating with these doubles, these strange avatars of actors and actresses, who show up 

nowadays with artificial intelligence and new technologies? 

 

participation onsite  
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CRISTINA SELEUȘAN  

 

 

Cristina Seleușan is a theatre critic, researcher, and 

educator with extensive experience in Romanian and 

Spanish literature and theatre studies. She is currently 

pursuing a PhD at Babeș-Bolyai University, focusing 

on the Theatre of the Absurd through an integrational 

linguistic framework. Her research explores 

meaning-making across dramatic and post-dramatic 

texts, bridging semiotics, performance, and 

theatricality. She has published theatre criticism since 

2018 in Teatrul Azi and LaPunkt and actively 

contributes to national conferences and symposia on 

theatre and film. With a background in teaching 

literature and theatre history, she has also coordinated dissertations and mentored students. She 

holds two Master’s degrees, one in Theatre Play Theory and another in Applied Linguistics, 

alongside a BA in Romanian and Spanish. Beyond academia, she collaborated with TIFF and 

ANONIMUL film festivals as a cultural press contributor. Her professional path reflects a 

commitment to critical dialogue, cultural analysis, and interdisciplinary approaches to 

performance. Email: cristinaseleusan@yahoo.fr 

 

Digital Technology in the Theatre of the Absurd: a Contemporary Theatrical Language 

 

Abstract: The text aims to analyze the influence of modern technologies on the theatre of the 

absurd, focusing on how new media reshape its aesthetics, spatiality, and scenic temporality. It 

examines how video projections, digital sound, artificial intelligence, and other multimedia 

tools can emphasize essential traits of the absurd - such as stagnation, repetition, and the 

disintegration of language. A relevant example is the performance Anomalia, directed by 

Natasza Sołtanowicz at the “Marin Sorescu” National Theatre in Craiova, which explores the 

human crisis within an oppressive technological context. The scenography functions as a 

closed, sterile space, animated by flickering light effects, while scenic time becomes 

fragmented, circular, and devoid of progression. Idiosyncratic interventions, synthetic voices, 

and distorted sound effects reinforce the sense of existential derailment and alienation. Thus, 

the theatre of the absurd proves fully compatible with contemporary expressive means, as 

technology becomes not merely a visual background but a genuine partner in scenic 

construction and meaning-making. The text highlights the potential of absurdist theatre to 

reflect the anxieties of the digital age and to challenge the very structure of modern theatrical 

perception. 
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terminé ses études de maîtrise en 2014 et elle a 

rédigé un mémoire sur le théâtre d’Aimé 
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doctorat sur le théâtre d’Armand Gatti:« 
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domaines de recherche sont le théâtre turc, le 

théâtre français classique, moderne et 

contemporain, la littérature coloniale et 

postcoloniale, la mythologie grecque. De plus, 

elle rédige des critiques de théâtre dans les 

revues populaires. Email : eceye@yahoo.com.tr 

 

Sous l’effet inévitable de la technologie sur le théâtre : l’hologramme dans les créations 

théâtrales de Michel Lemieux 

 

Résumé : Michel Lemieux, artiste québécois né en 1959, occupe une place essentielle dans 

l’évolution de l’art numérique contemporain. En 1983, il fonde la compagnie artistique 

multidisciplinaire et interdisciplinaire 4D ART, qu’il codirige avec Victor Pilon. Ensemble, ils 

développent un langage artistique novateur, mêlant performance, théâtre, vidéo et technologies 

numériques. L’un des éléments centraux de leur travail est l’usage de l’hologramme, une 

technologie visuelle tridimensionnelle qui leur permet de brouiller les frontières entre le monde 

réel et l’univers virtuel, créant ainsi une expérience immersive unique pour le spectateur.  

Dans cette étude, nous analyserons les œuvres significatives de Lemieux et Pilon : le film Le 

Sisyphe, l’installation médiatique Territoires Oniriques, ainsi que la création numérique La 

Belle et la Bête. L’objectif sera de comprendre comment ces artistes intègrent l’holographie 

sur scène et en quoi cette innovation transforme la perception traditionnelle du spectacle vivant. 
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about exploring the craft and theory behind 

performance in theatre. Through his research, 

his aim is to contribute to the understanding 

and practice of acting in contemporary theatre. 

Email: bishalprasad04@gmail.com 

 

 

 

 

 

 

Theatre in the Digital Age: Trends, Challenges, and Creative Opportunities  

 

Abstract: From ancient times, theatre played a major role in entertaining the audience, raising 

moral questions and focusing on social issues. Along with this, it has also taken and changed 

itself into different ideologies and genres. Now, in this digital age, technology has made almost 

everything possible and has become an integral part of human life. In addition to this, 

technology subsequently influences the field of performing arts as well. Now, this 

amalgamation of art and technology takes us into the digital world, crafted with storytelling, 

acting, theatre design, etc. The aim of the study is to determine how technology impacts the 

shaping of theatre functions in the context of the performative space in theatre and the 

spectatorial experience of the same. This analytical study also deals with the question of how 

the new generation of technology redefines the relationship between the performing space, and 

the spectator and thus, creating new possibilities. Thus, this paper purports to study to what 

extent it is possible to technologize a theatrical performance in a digital era.  
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professor. He is a Consultant for the National Theatre Project 

in Oman since 2023., he was Advisor to the Minister of 

Heritage and Culture between 2005- 2017 and General 

Director of the Omani Theatre Festival from 2011 to 2015. He 

defended his first PhD at the University of Theatre and Cinema 

in Bucharest, Romania in 1999 and a second one in Theatrical 

Culture “Drama” at the University of Hull - United Kingdom - 

2004. 

Email: akarimaj@hotmail.com 

 

 

 

 

Arab Theatre and the Intersection of Technology 

 

Abstract: In most Arab countries, with the exception of the famous capitals, the theatre is still 

experiencing a state of development and growth. It has not yet reached a state of stability and 

constancy, let alone completion. This is due to many reasons, perhaps the most important of 

which is that theatre is not rooted in authentic Arab culture. Rather, it arrived in the middle of 

the last century from Western cultures, and the nature of Arab society and culture. 

With the slow growth of theatrical cultural movement, as it is a cumulative experience that 

must take its course over time, we find a torrent of tremendous technological progress and 

astonishing artificial intelligence pouring into theatrical performances. 

Due to the ease and convenience of employing technology, some theatre professionals have 

preferred to skip the effort to consolidate the traditional theatrical movement and instead fill 

its gaps with technology. This is a legitimate right, if not tend to an exaggeration. 

In this research paper, we discuss three main tracks: 

- Examples of contemporary theatrical performances in the Arab world and how technology 

has been utilized positively/negatively. 

- Theatre professionals' aspirations towards artificial intelligence in the service of theatre. 
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professor of Theatre at Babeș-Bolyai 

University, Romania. She earned her 

doctorate from Yale University, and 

published in journals such as Theatre, 

TDR: The Drama Review, Performance 

Research, Journal of Poverty, European 

Stages, and Theatre History Studies. She 

contributed to The Routledge 

Companion to Dramaturgy (2015), 

Dramaturgy and History: Staging the 

Archive (Routledge 2024), and authored 

Christoph Schlingensief’s Realist 

Theatre (Routledge 2022).  

Email: ilinca.todorut@ubbcluj.ro  

 

 

Algorithmic Dramaturgies: Shifting Narrative Structures in Digital Cultures 

 

Abstract: Classical Western theatre stages linear plots that build towards a climax. As 

Branislav Jakovljević (2023) demonstrated, industrial processes shaped this narrative mode 

predicated on growth and development. At the turn of the 20th century, alongside the Fordist 

division of an industrial process into separate parts, Konstantin Stanislavski revolutionized 

theatre-making by dividing the throughline of action into a series of small units Stanislavski’s 

method anticipates digitalization—a process based on converting continuous data into discrete, 

numerical representations. While industrial dramaturgy structured continuous, whole, non-

adjustable, and non-variable stories, the 20th century theatrical avant-garde experimented with 

discontinuous and episodic plots, often variable and interactive, and adjustable to the intentions 

of various directors and even audiences.  With the advent of Artificial Intelligence, dramaturgy 

is undergoing yet another transformation, partly due to AI’s ability to churn out narratives 

following the procedurals of industrial dramaturgies. Theatre in the age of AI must address the 

role of embodied communication itself, framed by the current information regimes. Theatre, as 

an epistemological device, can resist the grip of Big Tech and its control over political decision-

making, if it rejects the pretenses of immateriality performed by both theatre and AI, situating 

them both within the history of corporeal regimes of work and production.  
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University of Medicine and Pharmacy 

Timisoara. She is a member of AICT.RO, of 

the Romanian Writers’ Union and of the 

Research Centre C-CLASC. She published 

The Book of the Happy Prince. Roadmap: 
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Illusion of belonging, co- coordinator of 

Epilepsia: perspective narrative. Her latest 

volume is Narratives of the Body. Illness and 

discourse. Her research interests encompass: 

theatre, dramaturgy, contemporary literature, 

cultural education, narrative medicine and medical humanities.  

Email: danielasilindean@gmail.com 

 

 

Framing Illness Stories in Theatre – An Identitary and Storytelling Approach 

 

Abstract: This study examines how first-person theatrical narratives – shaped also by means 

of digital storytelling – emphasise illness both as an identity marker and as an artistic 

ally/collaborator. Focusing on live or online plays and personal storytelling performances, I 

analyse how illness—whether physical disability, mental disorder or syndrome—does not 

dominate the stage but subtly reshapes theatrical perception and dramaturgy. My methods 

combine close reading of play scripts, critical observation of performances, and insights from 

narrative medicine and medical communication theories. Case studies illustrate how pathology 

functions not simply as subject matter but as a lens that transforms the experience of both 

performer and audience. This research aims at contributing to a broader understanding of how 

theatre can engage with medical experience through digital storytelling, enriching both 

performance studies, perception, and practice-based medical humanities. 
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Mihai Lukács is a theatre director, writer, 

and researcher whose work explores 

political memory, psychoanalysis, and 

counter-histories in performance. He holds 

a PhD in Comparative Gender Studies 

from Central European University, with a 

dissertation on the hysterical modernism of 

Stanislavski, Meyerhold, and Artaud. He is 

the president of Centrul Dialectic, author 

of Acting Out (2024) and Mansdorf 

(2023), and a member of the Lacanian 

Field Forum Romania and the 

International Association of Theatre 

Critics (IATC). His current projects 

engage archival aesthetics, machinic 

performance, and the temporality of jazz in 

socialist and post-socialist contexts. Email: lukacsmih@gmail.com  

 

Cruelty of the Code: Artaud, AI, and the Theatre of the Real 

 

Abstract: This paper stages a Lacanian reading of Antonin Artaud in dialogue with 

contemporary uses of artificial intelligence in performance. Artaud’s Theatre of Cruelty sought 

to bypass the Symbolic order—language, representation, interpretation—and pierce directly 

into the Real through gesture, voice, and affect. Today, AI-generated voices, avatars, and 

algorithmic dramaturgies introduce a new regime of cruelty: one that operates through 

automation, repetition, and the uncanny return of speech without subject. 

In Lacanian terms, the AI function in theatre acts as a support for objet a: the object-cause of 

desire that both animates and fractures the subject. The machinic voice, stripped of human 

embodiment yet saturated with meaning-effects, emerges as a partial object—seductive, 

indifferent, and unlocatable. AI thus performs not representation but extimacy: an 

externalization of the most intimate logic of the subject—its subjection to code, command, and 

drive. 

Far from signalling the death of theatre, AI technologies actualize Artaud’s hallucinated vision: 

a body without organs confronted by a Real that cannot be symbolized. This is not the future 

of theatre, but its return—a loop where the voice comes back, not as presence, but as glitch, 

ghost, and command that refuses to mean. 
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Anca Ghenoside holds a BA in Theatre and is 

currently a first-year PhD student researching digital 

theatre. She has acquired experience across various 

media, having performed in theatre, film, television, 

radio, and as a voice-over artist.  She has 

participated in interdisciplinary international 

projects that focused on the interaction between 

artists and technology. Her current work focuses on 

the interchange between human presence and 

technological mediation in theatre. Anca is 

committed to developing innovative approaches to 

performance, integrating digital tools to expand 

theatrical expression and audience engagement in 

contemporary contexts.  

Email: anca.ghenoside@ubbcluj.ro 

 

 

Acting in VR Theatre Productions: Performance Capture 

 

Abstract: Most commonly used in the gaming and cinema industries, motion capture (mocap) 

and, more recently, performance capture (Pcap) technologies are being integrated into theatre 

productions, allowing creators to explore new means of expression. Virtual reality (VR) is 

viewed either as an opportunity to make theatre more accessible and allow viewers to become 

fully immersed in the story, or as a threat to the core essence of theatre: human connection. VR 

productions utilize optical head-mounted displays (HMDs), projection screens and digital 

avatars as interfaces, thus modifying the relationship between the actor and the audience. This 

paper will analyse the challenge posed by the physical separation between performers and 

spectators, and how this may affect their traditional relational dynamic. Additionally, it will 

examine the performers’ role in creating virtual characters and will investigate ways of 

adapting acting techniques to surmount the boundaries between artists and their audience, using 

MoCap and Pcap as tools to enhance the viewers’ experience. Particular attention will be paid 

to acting training methods aimed at achieving veracity and reconciling the differences in 

intensity between vocal and physical expressions during Pcap. 
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Andreea Iacob (born 1980) is a Romanian theatre 

director and interdisciplinary artist whose work spans 

over 40 performances, installations, films, and events 

in both institutional and alternative spaces. She 

explores participatory processes and socially engaged 

art, combining performance, installation, technology, 

and community. She is an Assistant Professor at the 

Faculty of Theatre and Film, Babeș-Bolyai 

University, Cluj-Napoca, and founder of SHIFT – 

Transilvania Art Grup Association. Andreea has 

directed performances with inmates and participated 

in international projects. She holds a PhD in Theatre 

and degrees in Communication, Theatre Directing, 

Theatre Studies, and Journalism from Babeș-Bolyai 

University. Email: andreea.iacob@ubbcluj.ro  

 

 

Oasis of Silence or TECHNO-THETA: Inducing the Theta State Through Participatory 

Digital Art 

 

Abstract: This paper explores how digital art can facilitate access to the theta state of mind — 

a deeply relaxed, meditative mental state associated with low-frequency brainwaves (4–8 Hz), 

creativity, emotional healing, and subconscious insight. Building on neuroscience and 

participatory art practices, I present Oasis of Silence (2022), an installation designed to test 

whether the theta state can be induced through immersive, interactive experiences. The 15-

minute individual journey combined virtual reality and video mapping, guiding participants 

from macro to micro views of their immediate universe, culminating in an interactive digital 

nature experience enhanced by soundscapes composed from translated theta frequencies. 

Directed by myself and produced by Create.Act.Enjoy Association in partnership with the 

National Theatre in Cluj, the project was supported by AFCN. A study of 209 participants 

revealed significant stress reduction: 94% reported low stress levels (1–5 on a 10-point scale) 

after the experience, compared to only 34% before. This paper examines key factors behind 

this shift, considering how VR, responsive visuals, and generative music can activate the theta 

state. It highlights the potential of digital arts to support deep relaxation, emotional processing, 

and creativity, opening new directions for participatory, neurofeedback-inspired art practices. 

 

 

participation onsite 

  

mailto:andreea.iacob@ubbcluj.ro


38 
 

 

MIHAI DRAGOLEA  
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festivals in Europe and distributed in more than 

15 countries. He lectures on Documentary 

Practice at the Faculty of Theatre and Film of 

Babeș-Bolyai University. Mihai is also working 
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Email: mihai.dragolea@ubbcluj.ro 

 

 

 

Videochat Industry Theatrics and AI’s Visual Takeover 

 

Abstract: Theatre has been morphing into various means of expression in the last two or three 

millennia. Banned or politically charged, captured by technological means such as the 

microphone, stage actors have reached much further than the confides of the stage or the teatre. 

Nowadays performance has been heavily influenced by the internet revolution, especially the 

Web 2.0 revolution – the shift from static websites to interactive and collaborative platforms 

where users can actively participate in content creation, sharing, and communication. 

This major shift made ways on new theatrical content to be created, such as the Videochat adult 

industry. Romania is a peculiar case, as it has been in the forefront of the industry for more 

than 20 years. Through a combination of fast internet infrastructure, a turbo-capitalist transition 

period that still doesn’t have any end in sight, Romanian women and men have taken to the 

internet in order to chat and perform sexual content for the world (especially the Anglo-saxon 

part of it) in order to gain vast amounts of money.  

These performances have a strict code of conduct, with specific dialogue lines that are 

elaborated by the studio employees and other techniques designed to prolong the time spent 

online by the clients.  

In this paper I plan to take a theoretical deep dive into the theatrical codes of the Videochat 

industry and see how they have morphed nowadays into a new industry, the AI sexual generated 

content. The working women and men from the Videochat industry will be among the first 

workers who will be substituted by AI generated imagery and voice interaction, as the 

performance of the AI and it’s limitless possibilities surely surpass the humanly possible.  

I am interested in this particular care as I have interacted with the videochat industry previously, 

while working on a feature length documentary focused on the life two female performers.  
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Department of Cinema and Media, Faculty of 
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horea.avram@ubbcluj.ro 

 

Distributed bodies and automatic sensorium: AI in performative arts (three case studies) 

 

Abstract: In my paper I will examine the role of AI in constructing and expanding 

performative acts discussing a few relevant examples such as: Corpus Nil by Marco 

Donnarumma (2016), Una isla by Agrupación Señor Serrano (2023), and The Adding Machine: 

A Cyborg Morality Play by The Feast Theatre (2024).  

I will investigate the ways in which the use of AI and machine learning algorithms in 

performative contexts have important consequences at several levels: bodily presence (now 

enhanced beyond corporeal and/or sensorial control), human-machine relationship (the line 

between human input and automatic generative content being seriously blurred, producing 

what we call, posthumanist body), spatial and temporal situatedness (now turned into “Grey 

zones” and “Hybrid spectatorship” – Claire Bishop).  

My point is that the use AI in this context disrupts to a greater degree the traditional models of 

performance and spectatorship, including those which employ technological scenographic 

elements (such as video projection). At the same time, AI further disrupts such binaries of 

presence/absence and actual/virtual in performative arts. Having at their core a decentered 

human subject, these projects bring back – somehow paradoxically – the question of liveness 

as it was formulated by Peggy Phelan and then amended by Philip Auslander, now extended 

and complicated by AI in distributed bodies and automatic sensorium.  
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Marc Florin Adrian is a second-year PhD 

candidate at the Doctoral School of Theatre and 

Film, Babeș-Bolyai University, Cluj-Napoca, 

and a lecturer in the Interactive Digital Arts 

master’s program. His research explores the 

intersection of virtual reality, AI-driven avatars 

(AI-NPCs), and immersive performance. He has 

created multiple experimental installations 

integrating AI technologies and live interaction, 

including virtual reconstructions of personal and 

collective memory. His recent projects 

investigate how nonlinear storytelling and real-

time AI-generated dialogue can redefine the 

relationship between human actors, audiences, 

and digital entities in performative spaces. 

Email: florin.marc@ubbcluj.ro 

 

Double Presence Extended: Actor, AI-NPC and the Stage Between Worlds  

 

Abstract: This presentation explores a hybrid theatrical performance in which a human actor, 

wearing a VR headset, interacts in real time with an AI-NPC (Artificial Intelligence Non-Player 

Character) within a virtual environment. The scene visible to the actor inside the headset is 

simultaneously projected onto the stage, allowing the audience to witness both the physical 

body of the performer and the immersive digital world in which the dialogue unfolds. 

The project investigates new dramaturgical structures emerging at the intersection of theatre, 

virtual reality, and AI, where presence is split between the real and the virtual. The actor 

becomes a mediator between dimensions, navigating a nonlinear script shaped by AI responses 

and audience perception. The performance functions as a live installation and as a form of 

"infinite cinema," where each run can differ based on the evolving interaction between human 

and machine. 

By staging this double presence, the work questions authorship, liveness, and the emotional 

resonance of AI in performative spaces. It proposes a new direction for contemporary 

performance, where algorithms do not replace human presence but reflect, challenge, and 

reshape it. 
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revival movement within the Romanian 
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Babeș-Bolyai University without completing her 

degree, then graduated from the Faculty of 

Social Work. Her presentation, “Defensive 

Faith,” at the Traian Dorz - 100 Tribute 

Symposium examined the deconstruction of 
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theme in her work. Currently, she is a third-year 

doctoral student at the Faculty of Theatre and 

Film, Cinema and Media, and works as a social 
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Canon and Countercast: The Public Theatre of Normativity between the Televised Altar and 

the Digital Stage 

Abstract: In the context of Romania’s family referendum, public discourse underwent a 

performative transformation bridging traditional religious authority and contemporary digital 

culture, reflecting broader tensions in media and performance. The Orthodox pulpit, a sacred 

performative space, was extended into classical media like television, producing a hegemonic 

theological-media discourse that reinforced conservative family and sexual identity norms 

through solemn ritual authority and emotive broadcast aesthetics. This centralized mode 

contrasts with Protestant media traditions, which emphasize decentralized, participatory 

communication aligned with grassroots and performative authenticity. Digital platforms 

(podcasts, vlogs, and social networks) emerged as dynamic performative arenas where 

marginalized voices, notably queer, feminist, and secular communities, staged intimate, 

vulnerable counterdiscourses challenging dominant norms. This evolution transformed the 

public sphere into a hybrid performative field negotiating social norms through dialogue 

between the institutional authority of the Orthodox-mediated pulpit and the pluralistic, 

embodied performativity of digital counterdiscourses. The intersection of religious ritual, 

media technology, and performative arts demonstrates how normativity is enacted and 

contested in public discourse. This shift underscores the vital role of technology and 

performance in reshaping authority and authenticity in Romanian society, marking a profound 

reconfiguration of social identity and values production and contestation in the digital age. 
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Teodora Crișan-Matcăbojă is a PhD researcher 

in film and media studies exploring how trauma, 

memory, and representation are shaped by 

shifting cultural, technological, and 

mythological frameworks. Her work investigates 

how media systems – from ancient narrative 

forms to digital platforms – encode historical 

experience and restructure collective 

understanding. Engaging with trauma theory, 

media archaeology, posthumanism, and digital 

ethics, she examines how evolving 

infrastructures influence the ways we remember, 

interpret, and imagine. Her interdisciplinary 

approach bridges the humanities and technology, 

focusing on how systems of mediation transform both the form of knowledge and the 

conditions through which history becomes intelligible. Email: teodora.crisan@ubbcluj.ro  

 

Theatre Without Anchor. Reception Drift and the Platform as Site of Representation  

 

This paper explores how digital technologies reshape theatrical reception, not as an external 

shift in viewing conditions, but as a structural transformation within performance itself. 

Platform-based theatre no longer relies on co-presence or shared temporality; instead, reception 

unfolds across asynchronous timelines, fragmented interfaces, and algorithmic circulation. 

Meaning no longer settles in the moment of performance – it disperses. This is not a temporal 

disruption, but a shift in how representation operates: ambient, recursive, structurally unstable. 

Building on recent work in mediated spectatorship and platform aesthetics, I introduce the term 

reception drift to describe this condition, where performance does not resolve but leaks across 

time, interface, and repetition. Tracing this logic of containment failure, I turn to The Show 

Must Go Online’s King Lear as a focal point. The production fragments spatial unity, resists 

narrative closure, and dislocates spectatorship. What it reveals, deliberately or otherwise, is the 

representational logic of drift. In response to current debates on how technology disrupts or 

redefines theatrical form, this paper argues that digital performances do not simply adapt to 

their environment but are reconstituted by it, producing a new regime of circulation where 

reception no longer follows performance but actively structures its form, flow, and instability. 
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Cosmin Matei, born in Bucharest in 1983, 

holds a BA from the Faculty of Fine Arts, 

UNA (2006), as well as a PhD from UBB in 

Theatre and Performance Studies (2024). 

Blending scientific research and performance, 

his work examines how subjectivity engages 

with unstable cultural and psychological 

conditions. In theatre, he investigated contexts 

of diminished vitality (Reacting Chernobyl), 

systemic precarity (Occupy Yourself), and the 

interplay between collective aspiration and 

individual vulnerability (IntimIdate Me, 

Pausa). Informed by an interdisciplinary PhD 

on embodied cognitive vulnerabilities in 

acting training, his approach to rehearsal positions it as a site of inquiry into coherence, where 

artistic processes may generate shared modes of ethical worlding. Email: 

1983cosminmatei@gmail.com 

 

Missing Futures: Gaps and Instabilities in 21st Century Theatre Research and Education, 

with a Focus on Romania 

 

Abstract: This paper explores under-researched yet essential challenges facing 21st-century 

theatre and performing arts, both globally and within the Romanian context. It identifies a 

series of technological, social, ecological, and institutional instabilities that are reshaping the 

field but remain insufficiently addressed in both scholarly inquiry and educational practice. 

Focusing in particular on Romania’s major academic institutions, the study highlights a 

persistent reliance on traditional aesthetics and conservatory-style training models. These 

systems, while culturally valuable, often fail to equip students for the rapidly evolving realities 

of contemporary performance. By analyzing curricular gaps, structural constraints, and 

emerging international trends, the paper proposes directions for educational reform that could 

re-align theatre studies and training with future needs. Ultimately, it asks: What kind of theatre 

will thrive in 2030 or 2050? Are we preparing students to shape it or merely to survive it? 
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Ana Tecar is an Associate Lecturer at the 

Department of Theatre, Faculty of Theatre and Film, 

and a researcher specialised in performance art. She 

obtained her PhD within The Faculty of Theatre and 

Film, with a thesis on the representations of 

intimacy in performance art (Thesis title: The 

representation of the 'intimate' in performance art. 

The spaces of interiority, limits of the encounter 

with alterity). 

Her pedagogical and research activity is focused on 

the theatricality and performativity of the 20th and 

21st centuries. More specifically, her work explores 

the structure of temporal regimes in theatre and 

performance, the dramaturgies of intimacy, and the digital environments in performance art. 

Email: anamaria.tecar@ubbcluj.ro 

 

Digital Archiving of One-to-One Performance… From Singular Co-presence to Collective 

Engagement 

 

Abstract: One-to-one performances are understood as intersubjective encounters, based on the 

ontology of presence and co-presence shared between one exclusive performer and one 

participant. Thus, the theoretical discourse has taken into consideration the co-presence in one-

to-one relational experiments in a limited way. Researchers such as Rachel Gomme, Rachel 

Zerihan, and Dominic Johnston, as well as one-to-one performance practitioners, perceived 

these relational contexts based on the particularized co-presence created exclusively between 

two presences: those of the performer and the participant-coauthor. 

  The paper analyzes the works Footwashing for the Sole by Adrian Howells, Rope Piece by 

Tehching Hsieh, and Marina Abramovic's The Artist is Present, questioning: How the singular, 

ontological co-presence is deconstructed in the condition in which these performances are 

archived through digital documentation? How do the artists of a one-to-one dialogue perform 

the personal encounter with one spectator, given that the interaction also involves the 

participation (at a distance) of a third spectator-witness or a community of participants to whom 

the performance was not intentionally addressed in the performative present? 

   Finally, the paper suggests rethinking the typology of one-to-one performance, not as an 

exclusively dialogical co-presence, but also as a collective engagement and reception that 

destructures the emotional proximity between the performer and the participant. 

 

participation onsite 
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ADELINA BULIBAȘA 

 

 

Adelina Laura Bulibașa is a multimedia 

artist, specialized in digital art, also working 

in the field of new media arts, directing and 

producing films, teaching at Faculty of 

Theatre and Film, BBU for the 

Documentary Filmmaking and Digital 

Interactive Arts master programs. She 

graduated master’s degree in the field of 

Interactive Multimedia at FTF, BBU and her 

bachelor’s degree in Photography-Video-

Computerized Processing of the Image at 

FAD, UVT. Now, under the coordination of 

Professor Dr Rodica Mocan, Adelina studies 

to get her own scientific PhD in the area of 

new media arts, specifically in the domain of 

transmedia storytelling, where she became a specialist over the years. Email: 

adelina.bulibasa@ubbcluj.ro 

 

Re-Wiring Theatre: Spectatorship and Technology in the Age of Digital Expansion 

 

Abstract: In the early 1960s, Jerzy Grotowski and the Polish Laboratory Theatre developed a 

theoretical concept named ‘via negativa’ where the essence of theatre was defined as what 

remains when everything else is taken out – décor, costumes, light, music, dramatic text – the 

only thing remaining being the actors’ voice and body. In 2007, Steve Dixon defines digital 

performance as ‘via positiva’: a process of adding new technologies to performance – new 

interactions, new effects or new bodies. Theatre and performance art are being influenced and 

reshaped, just like any other artistic endeavor, by the rapid technological advancement of this 

era. Nowadays, through live-feed projections, mediated realities (MR) or virtual scenographies, 

technology invites spectators to step out of their passive role and join the experience as 

participants or even co-creators. Drawing on recent studies, this presentation will reflect the 

changes occurred in the spectatorship paradigm throughout the years and will identify the 

technologies that generated these changes. With a forward-looking perspective, my 

contribution advocates for an artistic culture that sees technology as a fertile ground for 

collaborative expansion, creative exploration and ethical questioning. 

 

participation online 
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JOSÉ GABRIEL ANTUÑANO  

 

 

José Gabriel López Antuñano, docteur en 

philologie. Membre de l’Institut de Théâtre de 

Madrid (ITEM) de l’Université Complutense de 

Madrid et de l’AICT. Professeur de dramaturgie 

et de sciences du théâtre à l’École supérieure d’art 

dramatique; professeur de Master aux universités 

Complutense et UNIR. Chercheur, il participe à 

des groupes de recherche et supervise des thèses 

de doctorat. Il a publié, entre autres, les livres : La 

escena del siglo XXI (2016), De lo dramático a lo 

postdramático, (2024), Teatro Clásico 

Contemporáneo (2021), auteur et co-éditeur de El 

análisis de la escenificación (2020). Il a publié 24 

chapitres d’ouvrages d’auteurs collectifs et plus d’une centaine d’articles dans des revues 

spécialisées. Dramaturge: il a créé 16 pièces, dans différents pays. Email: 

jgabriel.antunano@gmail.com 

 

Théâtre numérique, les nouveaux paradigmes sur la scène  

 

Résumé : La culture à l’ère de l’image, celle du premier quart du XXIe siècle, remplace une 

culture plus traditionnelle et hégémonique, soutenue par le raisonnement. Cette culture est la 

conséquence d’un système de pensée initié par Nietzsche et Heidegger, puis par les philosophes 

postmodernes (Lyotard, Baudrillard, Darrida, etc.) et trouve ses dérivations dans l’esthétique 

de l’art et des arts de la scène. Certaines caractéristiques sont: l’immédiateté, l’instantanéité, la 

réception synesthésique, la perception d’idées ou de sensations par la superposition 

d’émotions, la multifocalité et la plurinformation, le zapping, etc. Ces caractéristiques trouvent 

leur mode d’expression dans le théâtre à travers l’audiovisuel. Au cours du premier quart du 

XXIe siècle, l’audiovisuel remplit deux fonctions: a) il s’intègre à la mise en scène et contribue 

à la narrativité scénique (fonction adjuvante); b) l’audiovisuel est le centre d’organisation du 

discours scénique, au même niveau d’égalité que l’acteur ou les autres canaux d’expression 

scénique (fonction véhiculaire). La présentation se concentre sur la fonction véhiculaire et 

l’analyse de ses contributions à la communication entre la scène et le spectateur, telles que: la 

synesthésie, la fusion des espaces et des temps, la dissolution de l’acteur et la création 

d’atmosphères. Des caractéristiques qui améliorent la réception émotionnelle et sensorielle, et 

déplacent la réception intellectuelle du spectateur. 

 

participation onsite 
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MIRELLA PATUREAU  

 

 

Mirella Patureau : Etudes de philologie à 

l'Université de Bucarest, doctorat en études 

théâtrales à Paris III, Sorbonne, (Intellectuels et 

Pouvoir. Histoire d'une confrontation dans le 

théâtre roumain contemporain), critique de théâtre, 

traductrice et auteur de plusieurs études sur les arts 

du spectacle, chercheur associé THALIM/CNRS, 

critique de théâtre à RFI (Radio France 

Internationale), Paris, membre de la SACD (Société 

des Auteurs et Compositeurs dramatiques) France et 

de l’AICT (Association Internationale de Critiques 

de Théâtre). Spécialisée dans les écritures théâtrales 

modernes - les nouvelles technologies sur scène- et 

le théâtre roumain contemporain, signe plusieurs 

études dans des ouvrages collectifs, publiés aux 

Editions CNRS, ou aux éditions l’Age d’Homme. D’autres collaborations, dans plusieurs périodiques 

en France et à l’étranger, des articles de spécialité dans des périodiques de théâtre (Théâtre public, 

Europe, Seine et Danube – Paris; Alternatives théâtrales, Scènes, Centre belge ITI – Bruxelles; Teatr, 

Pologne; Observator cultural, Dilema veche, Scena.ro (rubrique permanente), Euphorion, Vatra – 

Roumanie ou des études sur le jeune théâtre roumain, en ouvrages collectifs. Email: 

mirella.patureau@gmail.com  

 

Quel théâtre pour demain ? Pas si artificiel, mais assez intelligent 

 

Résumé : Sans aborder pour le moment le chapitre de la AI sur scène, menace ou alliée, je 

vous propose un court résumé de la situation actuelle, entre deux époques. Je vais essayer de 

rappeler quelques stratégies d’un théâtre dit digital, un allié contradictoire et inattendu d’un art 

millénaire. De quoi parlons-nous aujourd’hui, ou de quel type de théâtre :  théâtre versus 

technologie, art vivant ou art virtuel ? S’agit-il d’un conflit ou tout simplement d’une alliance, 

d’une nouvelle manière de vivre et faire du théâtre ? Aujourd’hui les coulisses sont devenues 

électroniques, ou inversement, la technique occupe le premier plan, des caméramen habillés en 

noir suivent les personnages, les images deviennent parfois des espaces habités par des 

comédiens, êtres vivants, qui peuvent s’y installer et évoluer, grâce a des stratégies optiques, 

la scène-image c’est la conversion de la scène en image, scène et image se superposent et 

jusqu’à la confusion. Le théâtre digital, dans toute sa complexité reste un des alliés 

contradictoire et inattendu d’un théâtre millénaire en train de se réinventer.    

Artistes cités : Cyril Teste et le collectif MxM. Romeo Castellucci, Fura dels Baus, Dumb Type 

ou Simon McBurney 
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