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'This essay, commissioned by Vitra Design Museum Weil am Rhein for
Volume 1 of 3, On the Cultural History of Light for the 2013 Vitra exhibition,
Lightopia, traces the development from natural to artificial light as a dynamic
and artistic rather than merely pragmatic medium in the design and articulation
of performative space in theatre, event and urban space. The text understands
light to be an active agent in the creation of an overall scenography, comprised of
all material and immaterial elements that make up the space of a live event.
Drawing on a wide range of significant primary texts and practice examples
from antiquity to contemporary positions, the author links technological
developments to changes in the understanding of the hierarchy between
audience and performer, text and image, space and decoration in the history of

scenography.

In line with the author’s research focus on scenography, performative space
and the politics of space, the positions introduced and interrogated in Modulaz-
ing Space show performance lighting to occupy a central role in the constant
rethinking of the relationship between the space of action (the stage) and the
space of reception (the auditorium). The transgression of such conventionalized
spatial demarcations toward undisciplined and disharmonious configurations (as
in Antonin Artaud’s Theatre of Cruelty), toward abstraction and reflection (as in
Adolphe Appia’s Hellerau stage) and toward mass manipulation and representa-
tion of power (as in Albert Speer’s Nuremberg and Paris Light Domes) are

shown as examples in their historical and cultural context.
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FIG.1
Mariusz Trelifiski, Boris Kudlicka, Marc Heinz,
Orfeo ed Euridice (by Christoph Willibald Gluck),
2009, Polish National Opera, Warsaw
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Modulating Space

Using Light
in Staging
and Set Design

As a support for narrative and dramaturgical structures,
aesthetic experience and generating atmosphere, light
plays a central role in theater and public events. Light
creates spaces and is able to shape space in time. The
development and use of artificial, static and mobile light, as
deployed on stages and at the opening and final ceremonies
of the Olympic Games, at world expos and at international
light festivals, are directly linked to technological innova-
tion and a changing way of thinking about the hierarchy
and the presentation of performers, space and text FIG.1.

In the amphitheaters of Ancient Greece around 400 BC, per-
formance and the plot of a drama were bound to the maxi-
mum length of the day from dawn to sunset, and the only
“lighting” effect was the course of the sun. The theater dur-
ing the Middle Ages, however, knew no fixed stage: liturgical plays and festivals
took place in market squares or in churches and light was provided by oil lamps,
candles or torches. It was only with a return to ancient building traditions and
the late reception of the Roman theorist Vitruvius's theory of perspective De
architectura libri decem (Ten Books on Architecture) that architects began to
think about questions of scenography to link stage decoration, perspective and
light to one another. The permanent perspective stage sets in Andrea Palladio’s
Teatro Olympico in Vicenza (built posthumously, 1580-84) and Vincenzo
Scamozzi’s first freestanding Renaissance theater (1588) in Sabbioneta, a
north-Italian “ideal” town, were to be illuminated so as to emphasize per-
spective depth. At the same time, the actual space of action for the performers
was to be lit in an even fashion using light from the sides. In his multi-volume
work Tutte 'opere d'architettura, published in 1537 and strongly influenced by
Vitruvius, the Italian architect and stage designer Sebastiano Serlio (1475-1554)
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emphasized for the first time the necessity of careful stage
design to enhance the three-dimensionality of the stage
architecture. The Baroque stage, with its wave machines
and flying machines and dramatic depictions of cata-
strophes, featured a complex use of light with candle
devices, torches and fireworks. In 1638, the Italian architect
Nicola Sabbatini published the first guidebook on stage
and lighting technique, Pratica di fabricar scene e macchine
ne’ teatri, with a depiction of lighting devices that could be
regulated gradually—so-called “dimmers,” two cylinders

Sianoi due Lumi yche i AB.&iCindy Danging over burning candles that could be lowered or
cD. raised by way of a mechanism. Depending on the distance
FIG.2 of the cylinder from the candle flame, the light effect could

Nicola Sabbatini, Dimmers, 1638 be amplified or weakened FIG. 2.

Swabian engineer and mathematician Joseph Furttenbach
(1591-1667) advanced the development of Italian lighting technology in Ger-
many, although he continued to use the outdated ancient model of rotating side
stages (periaktoi). Besides investigating complex chemical mixtures for fire-
works,! Furttenbach also experimented for the first time with mirrors that could
be used as light reflectors and with metal reflectors that, used in the footlights,
putan end to the bothersome blinding of the spectators by way of lights placed
on the stage floor. The continuing development of reflectors and the fixation of
lighting on rotatable scaffolding in the eighteenth century allowed for an
increasingly differentiated use of light. Architecture and performers could now,
ina first turn toward the interpretation of music and text using space, light and
movement, be “staged” in a targeted and effective way. Changes in lighting not
only marked the beginning and end of a performance, but also structured the
performance in scenes and various moods.

LIGHT BODIES AND LIGHT SPACE
Gas lighting was initially used in foyers and auditoriums,
and in 1817 it was used for the first time on the stage at London’s Lyceum Thea-
tre. The advantages of gas lighting—great light intensity and easy controllabil-
ity—were countered by the increased danger of fire, as seen in the dramatic rise
in the number of theater fires between 1820 and 1880. Vienna’s 1881 Ring-
theater fire, which resulted in the deaths of three hundred people due to a tragic
chain of mistakes and misunderstandings, led to the establishment of fire code
regulations specifically for theaters. The common practise of using oil lamps in
the foyer and behind the stage, and gas lighting in the auditorium, was then
replaced by gas lighting in the entire theater building.
The fire at Vienna's Ringtheater on Schottenring broke out
just before the start of a performance of Tales of Hoffmann
1 due to the release of excess gas when igniting a light box

Furttenbach, Josef, Halinitro-Pyrobolia. backstage. The fire quickly spread to the stage decoration
Beschreibung einer newen buchsen-meisterey,

nemlichen: grundlicher Bericht, wie der

Salpeter, Schwefel, Kophlen, unnd das Pulfer

zu praepariren, zu probieren, auch

langwirrig gut zu behalten: das Fewerwerch

zur Kurtzweil und Ernst zu laboriren,

Ulm, Jonas Saur, 1627.
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Dancer with electrical costume lighting, circa 1881

and the sold-out auditorium soon caught fire. A side door
open near the stage caused a strong draft that further fed
the flames, and doors that only opened inwards hindered
the audience who were trying to flee. The oil lamps for the
emergency lighting had not been reinstalled after having
been repaired. The policeman responsible, Anton Land-
steiner, announced, “All clear!” upon seeing the doors to
the auditorium closed, and the firemen, who arrived late on
the scene, left without doing a thing. In Arthur Schnitzler’s
story “Komddiantinnen” from 1892, the young Fritzi lives
though the experience over and over again, to the delight of
the men listening to her. “It seemed,” she continued, “as if
the flames were nothing harmful, nothing that threatened
me. I stared into the fire with interest, perhaps even enthu-
siasm, but certainly not with fear. Then suddenly, I felt
myself being pushed, no, not pushed, lifted, and around me
there was a horrifying, monstrous noise, as if everything
were collapsing, and it blustered throughout the room like
a storm, while a gray, dark smoke issued forth from the

blaze. Unexpectedly, there was a violent push in a certain
direction. It was suddenly dark, and I couldn’t move. Around me, there was curs-
ing and moaning. Yes, I screamed as well a few times, barely knowing why. And
suddenly, I felt fingernails around my neck, claws: somebody was pulling at me.
My collar was torn from me; my dress was simply pulled off my body."2

As a consequence of the Ringtheater fire, an iron safety cur-
tain, which separated the audience from the stage and could be lowered against
the danger of fire, became a legal requirement, and other fire code regulations
also went into effect.

Soon after Edison’s development of the electric light, the
foyers and auditorium of the first theaters were outfitted with electrical light-
ing—first London’s Savoy Theater (1883) and briefly afterwards Briinn Theater,
the first to use electric lighting exclusively. Initially, lighting systems were used
only to illuminate the stage. However, the development of special effects tech-
nology followed soon after. Revealing here is an article of 1883 in the Polytech-
nische Journal on the lighting effects in Gilbert & Sullivan’s operetta Iolanthe at
the Savoy Theatre, based on a lecture by Berlin engineer Paul Jordan FIG. 3: “In
the theater, all the fairies in the large-scale, evening-filling fairy spectacle lolan-
the appear with their own electric light. Each of them carries a small, tiny swan
lamp in their hair, as shown in fig.2. The electricity is provided by a Planté sec-
ondary battery consisting of two elements that the fairies wear between their
wings and their flowing hair hidden on their backs. One such secondary battery
weighs 1.75 kg, to charge them an electric current of 3.2 amperes is required:
their electromotoric power has 5 volts and the light from the lamps c. 1.5
amperes. The small lamps are connected to the battery with thin, flexible wires,

FIG.4

Gustave Trouvé, Bijoux Electriques, circa 1881

FIG.5
Loie Fuller, The Skirt Dance, 1901

3
Anonymous, “Die elektrische Beleuchtung des
Savoy- und des Briinner Theaters,” Polytech-
nisches Journal 248, 1883, pp. 241ff., available
online: http://dingler.culture.hu-berlin.de/
article/pj248/ar248095

4

Almaviva, “Before and Behind the Curtain,”

and attached to their hair using a comb. The overall effect
is avery nice one.”®

In contrast, an anonymous theater critic from the London
Figaro remarked skeptically in December 1882: “The incan-
descent lamps worn in the hair of four of the Peris at the
Savoy on the opening night did not produce the happiest
effect. The light dazzled the eyes and gave rise to an uncom-
fortable suspicion of possible danger. For, although the
wires are doubtless completely insulated, yet a fracture ora
rub would imply instant death to the unhappy lady who
wears the lamp. It is doubtful, after all, whether the game is
worth the (incandescent) candle. "*

The invention of such individualized electric costume
accessories, called bijoux électriques, can be attributed to
French engineer and inventor Gustave Trouvé (1839-1902)
FIG. 4. For the ballet in Camille Saint-Saéns’s opera scanio,
Trouvé developed an electric torch with a battery (Planté
batteries with lead sheets) that remained charged for
twelve to fifteen minutes. This and the electric swords that
Trouvé had already constructed for a duel scene in Charles
Gounod’s opera Faust (1859), which released electric
sparks upon contact, were highlighted in the press of the
time as especially effective stage technical innovations.
During the 1890s, the American dancer Loie Fuller
(1862-1928) used the new light and projection technolo-
gies to create individualized stage lighting, utilizing the
language of light artistically in a direct engagement with
the dancing female body. In her construction of ephemeral
body architectures, Fuller experimented with colorful mov-
able light, with magic lantern projections and reflecting
mirrors. She painted her costumes with phosphorescent
pigments to achieve a glow-in-the-dark effect and pro-
jected abstract, pathologically altered “body cells” onto
the stage. Fuller worked with a team of electricians who
traveled with her from performance to performance and
minutely adjusted her materials for use in each appear-
ance FIG. 5. Virtually fulfilling the Symbolist aesthetics of
a dream-like interiority as described by the French poet
Stéphane Mallarmé (1842-98), for whom dance repre-
sented pure poetry, in her thematic performances between
1890 and 1920 (Radium, Fire, Orchidee, Serpentine) Loie
Fuller achieved an as yet unknown fusion of the immateri-
ality of light and the materiality of her body, which was
shrouded in long, billowing silk fabric. With broad, circu-
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2
Schnitzler, Arthur, Gesammelte Werke :
Die erzdhlenden Schriften, vol.1, Frankfurt
am Main, Fischer, 1961, p.218.

London Figaro, December 2, 1882, pp. 16f.,
accessed at http://wwwisavoyoperas.org.uk/
iolanthe/iog.htmi#almaviva
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Adolphe Appis, Espa
> p.60

5
Mallarmé, Stéphane, *Crayonné au théatre,” sacrifice the performer or the painting:
Divigations, ed. Eugéne Fasqueve, Paris,

Bibliotheque-Charpentier, 1897, p.173.

s Rhythmiques, 1900 prodige de raccourei

lar movements, and

h the help of rods, Fuller, whose
dancing body was freed from a corset in a way that was
found scandalous at the time, used these flowing robes to
sether o
Terin his writings “Crayonné au tétre" witha “poem dis-
engaged from the writer's tool": “A savoir que la danseuse
nestpi qui danse, pourc juxtaposés
qurelle est pas une femme, mais une métaphore résu-
mant un des aspects élémentaires e notre forme, glaive,
coupe, fleur, etc., et qu'elle ne danse pas, suggérant, parle
ou d'élans, avec une écriture cor-
porelle ce qu'il faudrait des paragraphes en prose dia-
q iptive, pour exprimer, dans | ion: poéme dégagé
de tout appareil du serib
Around the turn of the century,the Symbolist aesthecic of

the delirious, nterior further, while at

arcjection of i pp ism began to take
hold. i i i f art
tolife and the unifyi character of round of
reform began, initiated by stage desig i They

demanded the autonomization of body, stage and lightvis-a+visthe authority of
the text. In close collaboration with architects, new theatrical buildings and
spaces were created which, influenced by Friedrich Nietzsche's philosophy of a
renewal of life through art, were to suspend the strict spatial division of the
spectator and the performer. At the Festspielhaus Hellerau near Dresden, built
by Heinrich Tessenow between 1910 and 1912, Geneva-born stage designer
Adolphe A i i i M

1897), space and igh ived for the first
time as autonomous elements equal in unporlancc Appia distinguished
between “distributed light” or “brightness” and “designing light,”® and thus

rejected the traditi footlights, which he called a

“strange monstrosity of our theater” and “which have the role of lighting deco-
ration and performers from the front and from below"” F1G. 6.

For Appia, the stage did not live from brightness, but from
the design and mutual penetration of space, light and shadow: *Iflight s lack-

ing, then soi thi n our stages: ts p 3
but wit For thi: i ing the
absence of the performer. For the fictional light painted on 2 the canvas comes

which is equally painted upon it. But no fictional

light in the world can illuminate the performer, who s a living, sculptural body.
1f we want to have light on our stages, we either need to
we sacrifice the

first,the drama is abolished and it becomes dioramat so it
is the painting that we have to sacrifice.”®

Appia, Adolphe, Die Musik und die Inszenierung,
trans. Elsa Cantacuzéne, Munich, Bruckmann,

1899, p.8s.
7
Ibid, p.8s.

Ibid., pp.8st.
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theoretician of theater of the twentieth century, unsettling
the shadows by way of the theater had a function of cultural
critique: “Our petrified idea of the theater is connected
with our petrified idea of a culture without shadows ... But
the true theater, because it moves and makes use of living
instruments, continues to stir up shadows where life has
never ceased to grope its way." 4

Artaud’s model of a Theater of Cruelty from 1932 catapulted
T 45 !

ship to the theater text toward a non-hierarchical, chaotic
and non-harmonic ensemble. The new illumination of a
Theater of Cruclty demanded, in Artaud's view, new kinds
f and “th all kinds
inous vibrati investigated, along with new

ways of spreading the light in waves, in sheets, in fusillades
offiery arrows.” 'S The Theater of Cruelty was to be an event
and overwhelm the spectators' senses. In so doing, the

Miroslaw Balka, How It s,  yncompromising disturbance of the shadows by the

October 10, 2009 to April 5, 2010, Turbine Hall,

Tate Modern, London

1
Artaud, Antonir

thegoal. In , the Polish artist
uncovered the shadows of a European past in his installation How Its. At issue
n drivingout them

to form a physically palpable darkness, recalling what the German philosopher
and mathematician Edmund Husserl once called *spatial corporeality: a phys:
thatbri In the large Turbine Hall
at London's Tate Modern, Balka built a container of gray steel 13 meters high and
30 metes long. The installation,accessibl o visiors by way o along,gradually
inclining ramp, dampened
allsound. In addition, it was entirely dark. The unsettled visitor fell out of space
and time and wandered about, fully disoriented, constantly trying to avoid the
other visitors, who, equally helpless, walked around the seemingly endless
depths of the black container or felt their way along the walls. Balka named the
massive steel structure How It after the English title of the 1961 monologue
novel Comment c’est by Irish writer Samuel Beckett, in which a man crawls,
breathing heavily, through the mud, while listening to a disembodied voice that
tells him the story of his life. ¥, r
i Ika's steel i indeed unbearable, and placed
them in a physically palpable liminal situation of being imprisoned, waiting for
something, perhaps imminent catastrophe FIG. 8
slaw Balka's i i built
asasp P , where ki

. Oncethe
oitvias ot ie cxtchal opace seesied in Eompasisin
blindingly bright, and initially just as strange as the dark-

*Preface: The Theater and

Culture," in The Theater and Its Double, New York,

Growm, 1888, .10

Artau
in ibid, p.o:

‘Yhe ‘Theater of Cruely (First Manifesto)."
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Fi6.7
Robert Wilson, Gétterddmmerung, 2000,
Opera House Zurich

>0,

In keeping with his clear rejection of painted decorations
of naturalism and the portal stage of the nineteenth cen-
tury, for Hellerau Appia planned a recmngulzropen space

that he took
over from his early collnbnrauon wnh Richard Wagner at
Bayreuth. Inspired by the founder of eurhythmics and
movement theory, Emile Jacques-Dalcroze (1865-1950),
which he supported by establishing a *school for eurhyth-
mics” in the “Garden City" of Hellerau, Appia created a
series of stage designs around 1909—the Espaces Rhyth-
miques—for his emerging theater that transformed the
stage into a narrative space using arrangements of sculp-
tural stage elements, light and shadow. The specially devel-
oped Prakitikablen—ecubes, rectangles, stairs and pedes-

the movements

in ial “resistance” and rhythmified
of the performers. The painter Alexander von Salzmann

(1874-1934), a follower of Stefan George, umlnpedu.gmmgs,smm for Hel-

lerauwith up to

that could immers

000 light the ceiling
the entire room in an equal light max could be controlled

gradually. All surfaces of the stage were covered with a bright fabric, and the

lighting system was installed behind

including several colored light blubs.

‘The light that was

pr in th ion with tiltable ceili

spotlights supported Appia’s notion of lighting as a means of expression, equal
in status to the performer and the space, and was intended to perfect the Wag-
nerian coneept of the total work of art, the gesamtkunstwerk.

In Hellerauer Festspielhaus, which did without any set

structures, stage, curtain or fixed seating, Appia and Salzmann created for the
first time an immaterial architecture, in which performers, spectators, light,

stage and music were to be combined in an intellectual and sensual unity. The
programmatic and importance of the stage light for the Hellerau experiment
were conceived by Alexander von Salzmann to the point of a synthesis of light
and music: “In contrast, the spotlight has nothing to do with the imitation of

sunshine: it is based on mu:

. And only the music. And (h: hghl has to be like

an instrument of the orchestra, that 1
ing to the scort le of light would be concei that the
I hAi levels of brighter whiteligh,
while lorful sounds are mixed wi ite light. C:

g!
ness would be analogous to silence.”® But Salzmann’s plans werestea Ilghr
music system for Hellerau failed.

0
von Salzmann, Alexander, “Lieht Belichtung und
Beleushting; Baariangén mr Boeucii:
sanlage des grossen S
DiSchuleste P Bldingaansal ioqee

, ed. Bildungsanstalt
ncaoer-Ouerner prini i ot Ryt
Ein Jahrbuch, 1912, p.0.

o

der Dalcroze-Schule,”

Appia’s understanding of stage light as a mobile artistic
medium—*the lighting will spread in space as an element
of composition”*°—finds its historical continuation in
statements made by the American director, curator and
stage designer, Robert Wilson FIG. 7. “Without light there

1
Beacham, Richard C.. Adolphe Appia, Kinstler und
Visionar des modernen Theaters, Berlin, Alexander,

2008, p.137.
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Albert Speer,light dome at the NSDAP's
Nuremberg Rally, September 8, 1936, Nuremberg
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mess before. i no accident that the online app that Tate
chby
the artist that refers to the very first “shadow narrative”
Western philosophy, Plato's allegory of the cave. Here, the
prisoner, chained in an underground cave, can see on the
opposite wall the shadows of objects carried by above in the
wavering light of a torch. These shadows, although immate-
rial in nature, are part of the prisoner's reality. Once freed,
the prisoner is blinded by the daylight, and neither reality
nor truth can initially be recognized. Balka tumed Plato’s
parable around: in How I¢ Is, there are no longer any shad-
ows. In the complete absence of light, all that exists is the
might
take place in the darkness, or what this might be a precursor

to—the transport to Auschwitz, for example, as the Tate curators alluded to in

their preface. Balka cube, alls took up
the steel be tructure of the' itself, can
and sp I reflection of the light ions of the

Nazi propaganda machine created by Albert Specr (1905-81), architect and gcn-

eral building insp

capital and

a5t years o the war. Speer's “cathedrals of ight" were among the cenral

azi powerin

public space. A broad international public is still familiar with them due to the

final sequence of L
of 1938. Thi

eni Riefenstahl's second Olympia ilm Fest der Schonheit

stahl's film

the 1936 Berli taged in Riefen-
+ehich exalted Nz idealogy, end with Albert Speer’s cathe-

o

dral of light, with the camera following the beams of light skyward. Speer placed

that their beams of light ium at heigh

avisual symbol of the Third Reich's unity, power and future orientation. This
symbolie significance of the cathedral of light inspired the German writer Ina
Seidel to write a poem with same name, published in a volume in celebration of
Hitler's fiftieth birthday in 1939. The poem’s second stanza reads as follows:
“Here we stand eternally united around the one / and that one is the heart of the

ichtdom," quoted in Christian Ferber
Georg Seidall. Di Seidls: Gesehihte svr
birgerlichen Familie 1811-1977, Stuttgart,
Deutsche Verlags-Anstalt, 1979, pp.306.

1

“Bede the it sl skt o Kt
cathedral, 2104 additional

people.”'® Speer presented other cathedrals of light at
Nuremberg's Zeppelin Field for the Nazi party congressesin
1936, 1937 and 1938. The Zeppelin Field itself was created
between 1933 and 1937 according to Speer's plans as a
‘marching field for up t0 10,000 people: the main and side
grandstands could hold 60,000 spectators. Here, Speer

with of up to 150 vemcally

Vot oisasary Wit 8 TOSA K. Sk
ircraft searchlights already used 16

Saniage des Zeppolntalds auf dem Recha
agsgelinde zu Nornberg,” Das Licht 7.4 (19371,

*Das grosse Licht,"* issertation (1997, accessed
at http://archivub uni-heidelberg.de/artdok/
volitexte/2004/37/)
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placed anti-ai ights, which, positi
the Zeppelin Field, allowed for amonumental light amhues
ture that reached several kilometers high FIG.9."7 Speer's
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Wison, Rober

is no space,” and “Whenever I see Appia's drawings and designs, I feel con-
firmed in my work. """ While for Appia light is an equal partner of the staging
andasali in ,in Wilson's strictly
formalized visual theater since the 1970s ight tself s a performer. German
actress Marianne Hoppe (1909-2002), who played the title role under Wilson's
direction in 1990 in Frankfurt in Shakespeare’s King Lear, saw Wilson as a light-
ing designer, not a director: “This Wilson can’t fool me. I started out at the
Deutsches Theater with Max Reinhardt. I know what a director is. Wilson is not
a director. He's a lighting designer. A Wilson actor runs here o there only
because there's a change in the lights. On a Wilson :kage light pushes the actor
around. Light buti Tean
speakthe linesthe way he wants buc don'c believe Shakespeare wrote Lear to
be recited by an autistic child. "

Indeed, Wilson's theater does refuse the psychology of char-
acters. The performers are given a store of minimal gestures and movements
fixed by the director, which, often in direct opposition to the emotional consti
tution of the character, are performed evenly and slowly.

American lighting designer Beverly Emmons's description
of her collaboration with Robert Wilson again makes clear how much his preci-

on in directing his performers corresponds to his lighting requirements:
“What Bob does with light which s extraordinary and difficult and unusual is to
parat and ..He
wants the floor treated as a whole unit and separately painted with ||gm He
wants the background treated as another whole, with maybe one color shaded

en wuhllglu
heador seof that i

In contrast to the cool perfection and formal strictmess of

Robert Wilson, creati of directors, stage d d lighting design-

ers among the younger generation in opera, theater and performance focus
; : ST

techniques (moving/interactively controlled light, video projection or visual
elements that are manipulable and interactive) could be combined with one
of images and body language emerges: the task of the theater is no longer to
communicate messages or truths, but to focus and depict reality.

SHADOW SPACES AND CATHEDRALS OF LIGHT
The history of light on the theater stage, in the interior

spaces of the pri:
it of

Y
nd bodies. But
beyond the growing functionality and expressiveness of

Robert wum ‘uber Appia, Licht und Theater”

in ibid.

tool of design,itis also a history of the
hadow. For the Fr
Antonin Artaud (1896-1948), certainly the most influential

Holmberg. Arthur, The Thasre of Robart Wilkon,
Cambridge, Cambridge University Press, 1996,
p.138.

13
Shyer, Laurence, Robert Wilson and His Collabora-
{ors, New York, Theatre Communications Group,

1989, p. 192
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FiG.10
German Pavilion, World's F:

18
Located directly opposite the German Pavilion,
for which its architect Boris lofan won the other

gold medal.

light spectacles in the service of Nazi ideology created the
desired sacred, solemn atmosphere that was intended to
bind the Volksgemeinschatt to their Fiihrer Adolf Hitler by
way of the quasi-religious ritual of the party congres:
speeralso designed the German Pavilion at the Paris World
Exhibition in 1937, for which he also created a light specta-
cle. For the 65-meter high tower of the pavilion, topped with
a bronze imperial eagle with a swastika by sculptor Kurt
Schmid-Ehmen, Speer was awarded one of the World Ex-
hibition's two gold medals. The vertical principle of compo-
sition could best be experienced at night, when Speer had
the tower athe-
dral of light and the imperial eagle it from below with spot-
lights FIG.10. Visible from a distance at night, the German
Pavilion with its light spectacle outshone the Soviet Pavil-
ion,'® butwas itself topped by a spectacle at the Eiffel Tower
which, based on a concept by Frencharchitect André Grenet,
was even it in color. In retrospect had b torede-
sign Berlin as the world capital Germania, declare ed himselfas
an apolitical “architect of light.” In his memoirs, written in Spandau Prison, '®

ut his * light in Berlin and
Paris: “I imagine that this ‘cathedral of light' was the first luminescent architec-
ture of this type, and for me it remains not only my most beautiful architectural
concept but, after its fashion, the only one which has survived the passage of
time.

Paris 1937

1942—styl

LIGHT STAGE, LIGHT CITY

In publi ingthe realized
ephemeral light architectures using militay searchlights in the service of Nazi
xdeolngy‘lodzv‘ ith di the city
becom: i becomesa central l inurban

scenogmphy. International light festivals such as the Internationale Lichttage

Winterthur, the Frankfurt Luminale andthe Ausralan Vivid Sydney stand inthe

tradition of French ine light

art, city history and music. In 1952, Paul Robert, grandchild of the French magi-

cian Jean Eugéne Robert-Houdin, transformed the Chéteau de Chambord in the

Loire V;\lley for the first time in a nightly light and sound show. Since then, the
has b idered a form of visual story

ful light and music composed especially for the event (for

example, Jean Mmmuam's Millennium Concert against

e

P za Py
amids on New Year's Eve 2009) emphasi uhcfaqadesorm
torical buildi in their
ality and animate them by way of moving image projections.

Albert Speer was sentenced to twenty years in
prison at the Nuremberg Trials in 1845,

20
Speer, Albert, Inside the Tird Reich: Memoirs by

Albert Speer, trans. Richard

and Clara Winston,

London, Macmillan, 1970, p.56.
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Deutschar Pailon, Weltausstllng Paris 1937

meter hohes Licht-Bauwerk entstehen lieGen.'® Speers
Lichtinszenieru
listischen Ideologie die angestrebte sakrale, weihevolle At
inschaft durch das quasi-reli
ihren Fihrer Adolf Hitler

ingen schufen im Dienst der nationalsozia:

maosphire, die die Volksger
giose Ritual des Parteitags
cinschworen sollte
Ebenfalls 1937 entwarf Speer Architektur und Lichtins:
zenierung fur den Deutschen Pavillon auf der Weltaus-
Stellung in Paris ABB. 10. Fir den 65 Meter hohen Turm
des Pavillons, dessen Spitze ein vom Bildhauer Kurt
Schmid-Ehmen gestalteter bronzener Reichsadler m
Hakenkreuz bildete, wurde Speer cine der zwei Gold:
medaillen der Weltausstellung verliehen. ® Das vertikale
Kompositionsprinzip wurdeerstnachts inaller Konsequenz
sichtbar: Speer beleuchtete denTurm wiederum mit cinem
tierten Lichtdom und strahlte den Reichsadler

Nacht, Gberstrahlte der so lichttechnisch inszenierte Deutsche Pavillon zwar

kekces i

At der na

, der von Hit-

net pe 5
ler mit der Umgestaltung Berlins zur 1942 ausgerufenen Welthauptstadt

Germania beauftragt worden war, zum apolitisch agierenden

Soschrieb

Lichtarchitek-
n seinen Erinnerungen, verfasstim Spandauer Gefingnis,
i

ten
aberdieLi

i farmich

. sondern auch die einzige Raus

bleibt es nicht
die, auf ihre Weise,

-Auter don FlakSchainwerlen o den Lihidom
4 Scheinwerier ind

Gesamtwatiestong schiaBich 3135,6KW,a

die Zeit dberdavert hat.«2"

LICHTBOHNE UND LICHTSTADT
Im ffentlichen Raum, wo Albert Speer in den 1930¢r
Jahren mit militarischen Suchscheinwerfern ephemere
Lichtarchitekturen im Dienste einer nationalsozialisti:
wird heute mit digitalen
Projektionen

schen Ideologie realisiert hatte,

Gber s Schmit, P
“Dle Beleuchtungeaniage des Zeppalinflds aut

et Dise
ogeruten Gber Nt/ Archivubunt hldoloerg.
e/aridoknolente/2004/37/

Die andere Godmedaile ging an den Archiakien
s ok gegenGbersihenden sowjtischen
Pavilons, Boris oan

war e don Nirnberger Kriegs:
arbracharpozessen im Jahr 1948 20 20 Jahren
it verutat wor
Speer Abert: Erinnerungon, Vrig Ulsein,Berin
989,571

L
die Stadt zur temporren Bihne und die Architektur zent-
rales Element einer urbanen Szenografie. Internationale
Lichtfestivals wie die Internationalen Lichttage Winterthur,
die Frankfurter Luminale und das australische Vivid Sydney
stehen in der Tradition franzosischer Veranstaltungen

nichtlichen Shows,in denen sich
Lichtkunst, Stadigeschichte und Musik begegnen. 1952
hatte der Kustos Paul Robert, Enkel des berahmten fran-
zosischen Zauberers Jean Eugéne Robert-Houdin, das

Abert Spe

o

unterirdischen Hohle gefesselt und angebunden - an der
gegenaberliegens Kellicht die
Schatten von Gegenstinden erblicken, die oben vorbei-
getragen werden. Diese Schatten, obgleich immatericlier
Natur, sind Teil der Realitat der Gefangenen. Einn
blendet sie das Tageslicht, und Realitat oder Wi
Konnen (zunchst) nicht erk
Platons Parabel um; In How s
In der volligen Abwes
\den Korpers und die Angst
vor dem, was da in der Dunkelheit geschehen oder wovon
jassicn des Relchs=  diese cin Vorbote scin konnte - der Transport nach Ausch-
wie die Tate-Kuratoren in ihrem Vorwort
cten. Balkas kompromissloser Stahlkubus, dessen
rstruktur der Londoner Turbinenhalle aufnahmen,

talen Lichtfeier der nationalsozialistischen Propagandamaschinerie gelesen

werden, die der Architekt, Generalbauinspektor far die Reichshauptstadt
und Rostungsminister in den letzten Kriegsjahren - Albert Speer (19051981
tworfen hatte. Speers »Lichtdome« gehorten zu den zentralen szenograf
schen Elementen der Ns-Masseninszenierungen und Machtdemonstration
im offentlichen Raum. Bis heute sind sie einer breiten internationalen
Offentlichkeit vor allem durch die Schlussequenz von Leni Riefenstahls
Fest der Schonheit von Diese Doku

mentation derin Berli
in der die N

Albert Speers, dessen

warts verfolgt werden. Speer hatte die rings um das Stadium angeordneten

Lichtstrahler so positioniert, dass der Eindruck erweckt wurde, ihr Licht
Hohe I

fur Einheit,
Starke und Zukunftsorientierung des Dritten Reichs. Diese symbolische
dev ~Lichtdoms frah der
schen Idcologic nahestehende deutsche Schriftstellerin Ina Seidel in der
Festgabe deutscher Dichter fir Adolf Hitler, herausgegeben 1939 zu dessen
50. Gebuntstag, zu ihrem gleichnamigen Gedicht. Dort heift s in der zweiten
Strophe: »Hier stchn wir alle einig um den Einen, /und dieser Eine ist s Volkes
Herz.«'7 Weitere »Lichtdome« prasentierte Speer auf dem Zeppelinfeld

36,1937 und
1938. Das Zeppelinfeld selbst war zwischen 1933 und 1937 ebenfalls nach
i biszu

die Haupt- und Seitentribinen fassten 60000 Zuschauer. ABB. 9 Hier cxpe
rimentierte Speer mit Anordnungen von bis zu 150 senkrecht in den Himmel
strahlenden Flakscheinwerfern, die - rings um das Zep-
pelinfeld positioniert - ein monumentales, mehrere Kilo-

ChiteaudeC al
und Tonshow verwandelt. Seitdem gilt das Genre son et lumiére als cine Form

tusik Jean Michel estrahl-

ten agyptischen Gizeh-Pyramiden am Neujahrsabend 2009) die Fassaden

ber Bewegtbild-Projektionen animiert werden.
Weniger historisch orientiert als vielmehr die Stadt i ihrer

Berlin, Melbourne, )al

Internet die

grofifichige Print- und Medicnbespiclungen zu verstehen. Hybride Festival-

werden kann. An der fortschreitenden Entwicklung des Lichtfestivls vivid
Sydne vi AFestivalof
Light,»
rung der Stadt beobachten. Licht-und Medienkunst, U- und E-Musik, Sympo-
sien und Talks, Feuerwerke und Streetpartys verwandeln die Innenstad, di

tagstber von Verkehr, Business und Konsum geprigt ist, in eine begehbare
Buhne furalle.

Teilhabe wirbt. Im Raly
2009 Brian Eno und 2010 Laurie Anderson und Lou Reed die Bespielung der
AuBenfassade des Opernhauses von Sydney mit Lichtprojektionen und ein
angeglicdertes Musikprogramm. 2011 arbeitete das franzosische Kreativ
Kollektiv Superbien erstmals mit 3-D-Mapping und der Verwendung von

Kollektiv UrbanScreens um Till Botterweck und Max Gorgen die architek-

tonischenU

jektion einer
lieRen. Bei Vivid 2013 konnte das Publikum Gber einen interaktiven Touch

L
Bridge entstehen lassen.

Im Gegensatz zum Live-Erlebnis solcher Lichtspaziergange,
tungen wie etwa den Eroffnungs- und Schlusszeremonien der Olympischer

het o

spiclen 2012 in London 33 High-Definition-3:D-Kameras
eingesetat, video chunking machte das Aufnehmen und
Gbertragenen Events moglich und

Zurtckspielen von I
Getty Images setate robotische Kameras in die Dicher eini-
um sich 50 Aufnahmen aus beson-

ger Austragungsorte cin
s spektakularen Perspekiven zu sichern ABB. 11.
In zunehmendem Maf verschranken sich Technologic und
Asthetik zugunsten eines »Eintauchense der Zuschauer in
die Weltdes Geschehens. Die Miniaturisierung immersiver
Technologien ermdglicht mobile Anwendungen und dic
Konstruktion partizipativer Inhalte, wie etwa bei der

Oympische Spile, 2012, inLondon

Furtenbach 1627, 100,

2012. Im Londoner Stadion waren auf der Vorderscite der
Zuschaersitze ruderfBrmige LED-Pixel-Tablets mitje neun
Tablets mit

insgesame

Union Jack und eine

einerwirklichen Beteiligung.

Asthetik, Lichtsprache und Choreografien medialer Gro-
veranstaltungen - ob Olympische Spiele, Eurovision Song Contest oder Rock-
Konzert - dhneln einander, bedingt durch die Notwendigkeit, grofie Distanzen
visuell zu aberbrcken und Tausenden von Live:, Social-Media- und TV

Mark Fisher, der bereits 1977 gemeinsam mit dem australischen Medien
i oyds

American Animals-Tour entworfen hatte, fir die spektakuliren Eroffnungs-
zeremonien der Olympischen Spiele in Turin 2006, Peking 2008 und London
2012 verantwortlich.

Mit immer komplexeren Medienkombinationen von sta-
ischem und beweglichem Licht, von Projektionsmaterialien und -techniken

sowie der zunehmenden Reichweite und Strahlkraft der Leuchtelemente
‘gehoren die an de
Joseph Furitenbach laborirte<2%, mit zu den erfolgreichsten Publikums- und

. Im szenografi-
ivund Zuschauer wird der offentiche
ektakel, zum Fest.

der heutig
schen Verbund von Licht, Medien,
Raum der Stadt

Zum BegitdorDisnefzorong ol Zukin,Sharon
B

Word, Unirsty of Caifori Pess, Br

e Siclung Celebration in Forida, Verag Leske
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