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Argument

Political theatre can be understood as a space of confrontation and reflection on the
human condition in relation to society, in the sense in which Hannah Arendt states that "theatre
is political art par excellence insofar as it is the only art whose sole subject is man in his relation

nl

with others."" Within this framework, all theatrical practice becomes political through the mere

fact of presence and scenic gesture — "All theatre is Political"?, states Patrice Pavis, and Judith
Malina supports this by saying that "you can't walk across the stage without being political."®
However, Florian Malzacher cautions that "in the end, if everything is political, nothing is
political anymore"*, suggesting the need for continuous redefinition. In this sense, Carol Martin
observes that contemporary political theatre "is deeply engaged with the representation and
analysis of real events in ways we have never seen before"®, while Julian Boal reminds us that
"what was political in the past, is not necessarily political today."¢

For Malzacher, "the crisis of representation in democracy has hit the representation
machine of theatre at its core."” The theorist asks "how can theatre today again become a
powerful medium of not only mirroring society but being part of changing it?"8 In the spirit of
Brecht, who believed that "theatre should train people in the pleasure of changing reality"®,
political theatre is a practice of transformation — a "permanent negotiability"!® between art
and society. This transformation must not be understood exclusively as a direct and immediate

effect on social reality, but also as the production of critical frameworks for interpretation,

public memory, and collective solidarity.

! Hannah Arendt, apud. Matan Cohen si Tala J. Manassah, ,,Thee fredom theatre — Lessons from a refugee
camp”, in Florian Malzacher (coord.), Not Just a Mirror: Looking for the Political Theatre of Today, Berlin,
Alexander Verlag, 2015, p.187;

2 Patrice Pavis, Dictionary of the Theatre. Terms, Concepts and Analysis, Toronto, University of Toronto Press
Incorporated, 1998, p. 277,

* Judith Malina, apud. Anie Dorsen, ,,Poetry is no poverty and no poveerty is poetry”, in Florian Malzacher
(coord.), op.cit., p. 79;

4 Florian Malzacher, ,,No organum to follow. Possibilities of political theatre today”, in Florian Malzacher
(coord.), op.cit., p.20;

5 Carol Martin, ,,History and politics on stage — The theatre of the real”, in Florian Malzacheer (coord.), op.cit.,
p- 33;

¢ Julian Boal, ,,Behaving like guerillas, wary of the enemy — a historical perspective on the theatre of the
oppressed”, in Florian Malzacher (coord.), op.cit., p. 71;

7 Florian Malzacher, op.cit, p. 11;

8 Ibidem;

° Bertold Brecht apud. John Jordan, ,,Performing against the suicide machine — notes for a future which is not
whaat it used to be”, in Florian Malzacher (coord.), op.cit., p. 109;

10 Sylvia Sasse, ,,Milo Rau/International Institute of Political Murder — When the director becomes a spectator”,
in Florian Malzacher (coord.), op.cit., p. 155;



Drawing on Claire Bishop and Hans-Thies Lehmann, the political sometimes manifests
through aesthetic forms themselves: performance become political "when it takes place in art

nll

galleries"!! or "when it borrows from visual art conventions."!? Ultimately, political theatre

today stands for "the ability and the challenge of building alternative institutions as laboratories

for producing the commons"!?

, becoming a living, collective, and open process that
permanently redefines both art and community. In the contemporary context, political theatre
manifests not only at the level of scenic representation, but also at the level of production
conditions, cultural infrastructures, and forms of self-organisation that make the emergence of
a critical community possible.

Political theatre is that which offers a reaction and an attitude toward current or past
political and social events — events that have a visible effect on our lives today. Political
theatre aims to intervene in diverse social contexts and to propose an evaluation based not only
on aesthetic but also on moral principles, asking fundamental questions and attempting to
change the existing status-quo. At the same time, political theatre also functions as a space of
collective memory, as a platform for giving visibility to marginalised experiences, and as a site
of contestation of dominant discourses about the past and the present.

In this paper we will discuss political theatre from the brief history of the Republic of
Moldova, to capture and present theatre's reaction to political events and local social contexts.
Has theatre had an influence on the socio-political sphere, or is this a relationship that only
holds in the opposite direction? What have theatre practitioners done and how have they
intervened to address the problems of the last thirty-five years — from the post-Soviet
transition to contemporary geopolitical crises — and what is happening today? How can we
now speak about political theatre in Chisindu and in the Republic of Moldova?

Political theatre is difficult to define, largely because of its historical and contextual
fluidity. For this reason, the first chapter of the paper will address the history of this genre from
its ancient forms to Brechtian and Boalian experiments and will discuss the forms of theatre
that fall under the umbrella of political theatre, such as documentary and community theatre.
A clear presentation of this genre is necessary to pre-emptively answer questions that may arise

in the subsequent chapters of the paper.

! Claire Bishop apud. Francesco Scasciamacchia, ,,Chto delat? Trivialising politics as political theatre”, in
Florian Malzacher (coord.), op.cit., p. 120;

12 Hans-Thies Lehmann apud. Francesco Scasciamacchia, op.cit., p. 121;

13 Margarita Tsomou si Vassilis S. Tsianos, The art of being many, in Florian Malzacher, op.cit., p. 94
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The second chapter will present the theatrical scene in the Republic of Moldova from
the late 1980s and early 1990s, the political context before and after the dissolution of the
Soviet Union, the economic, identity-related, and institutional chaos, as well as the Soviet
legacy. This will provide a starting point — a ground zero — that will provoke and explain
subsequent events.

The third chapter is divided chronologically into four periods, corresponding to the
nearly four decades of the Republic of Moldova's existence as an independent state: the 1990s
(breaking away from the Soviet model), 2000-2008 (identity crises), 2009-2019 (geopolitical
tensions), 2019-2025 (aspirations of European integration). We will discuss state theatres
performing in Romanian, such as the Luceafarul National Theatre, which have maintained a
dominant presence, as well as independent theatres that emerged organically and their
trajectory toward social critique. During the research, we observe different phenomena and
concepts corresponding to each decade after 1990 — this is due to the major political shifts
that occur approximately every ten years. Beyond the institutional analysis, the third chapter
will also review directors and playwrights who have shaped the political theatre scene in the
Republic of Moldova and will trace the ways in which theatre functions not only as a space of
representation, but also as a space of memory, contestation, and solidarity.

teatru-spalatorie is the only independent theatre — or non-governmental organisation,
if we adhere to legal terminology — that explicitly declares it makes political theatre in the
Republic of Moldova. From 2010 to the present, "the numerous productions of featru-
spalatorie that have addressed themes such as the repressed memory of the Holocaust in
Bessarabia and Transnistria, homophobic attitudes, problems in the field of education, the
geopolitical situation, and more recently, in Requiem for Europe, the situation in export-
oriented industries, have tackled politically pertinent subjects and questions, while cementing
teatru-spalatorie's position as the vanguard of Moldovan political theatre."!*

In the fourth chapter of this paper, we will analyse teatru-spalatorie as a case study and
trace its evolution in relation to the socio-political reality of the Republic of Moldova. We will
discuss what "political" means in the vision of this theatre company and what impact its artistic
interventions have had on the Chisindu community.

The conclusions in the fifth chapter synthesise the analysis and outline the direction of

political theatre in the Republic of Moldova over the last thirty-five years. They will examine

14 Vitalie Spranceand, ,,Céteva cuvinte despre teatrul politic si artd independentd in Republica Moldova...”,
2018, accesat la 14.09.2021, disponibil pe URL: https://www.platzforma.md/arhive/37931;
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https://www.platzforma.md/arhive/37931

not only its themes and forms of expression, but also its relationship with collective memory,
the independent scene, production conditions, and the emergence of new ways of imagining
community.

Political theatre in the Republic of Moldova has not been studied until now for various
reasons, including the lack of archives and aestheticizing academic priorities. It has been
treated with indifference by Moldovan authorities and academic institutions on the grounds
that it "sins through an excess of the social, an excess of activism and engagement, and does
not place sufficient emphasis on the aesthetic dimension."!® In this paper we will also examine
elements relating to the aesthetics of political theatre in the Republic of Moldova, drawing on

the dual perspective of the playwright and the director.

15 Ibidem;



Thesis Structure, Methodology, and Key Findings

Building on the theoretical framework and questions already outlined, this research
examines political theatre in the Republic of Moldova as a historical, aesthetic, and social
phenomenon — one that cannot be reduced to a single institution's repertoire, a single
generation's output, or a handful of overtly political productions. The analysis begins from the
observation that theatre's response to local political reality emerges not only in moments of
visible crisis, but also in the way the stage registers longer-lasting tensions: regime changes,
change of the official state language, social and economic precarity, migration, the weakening
of community ties, geopolitical pressure, and the emergence of alternative cultural spaces.
From this perspective, political theatre in Moldova should be understood not as a marginal
exception, but as one of the forms through which society makes its contradictions visible,
processes its traumas, and negotiates its relationship with the present.

The object of this research is the full range of theatrical, performative, and institutional
practices that respond critically to the social and political transformations of the Moldovan
space. This framing deliberately broadens the scope of analysis, allowing for the inclusion —
alongside productions staged in repertory theatres — of independent work, artistic laboratories,
documentary theatre forms, community interventions, and the cultural infrastructures built
around a need for self-organization. This openness does not dilute the concept of political
theatre, rather, it adapts it to the local context, where critical responses often emerge in
underexplored areas, in hybrid formats, and in spaces distinct from traditional theatrical
institutions.

The central aim of the thesis is to investigate the extent to which political theatre exists
in Moldova as a coherent phenomenon, even though it has not yet been sufficiently mapped or
integrated into a broader theatrical history. Therefore, the research questions are:

- How can political theatre be defined within an unstable historical and cultural

context?

- How does the Moldovan stage respond to the political and social events of recent

decades?

- Through what forms and strategies is critical dimension manifested and how teatru-

spalatorie collective's position be understood in relation to the rest of the local

theatrical scene?



Rather than starting from predetermined conclusions, the analysis traces the different
political forms and stakes theatre takes on from one period to the next, and how these change
as society transforms.

Methodologically, the research combines several analytical approaches, precisely
because political theatre cannot be captured from a single direction. It first draws on historical
analysis, tracing the evolution of political theatre in relation to regime changes, institutional
shifts, and transformations in public discourse. This is complemented by theoretical and
comparative analysis, which connects Moldovan examples to international genealogies of
political theatre — from documentary and epic theatre to participatory, community-based, and
performative forms. The research also includes analysis of dramatic texts and productions, as
well as a dedicated case study of the teatru-spalatorie collective.

The thesis is written from a dual perspective — that of the playwright and that of the
director — and this directly shapes the way the materials are examined. A production is viewed
not merely as a finished result, but as a process in which documentation, internal team
dynamics, ideological differences, and the relationship with the audience all participate in its
construction. This positioning allows for observation of a layer that often remains secondary
in purely literary or purely historical analyses: the way artistic decisions and production
conditions shape each other, and how a critical perspective finds expression in a coherent
theatrical form.

The structure of the thesis moves from general framework to local analysis, then from
context to examples, and from historical periodization to case study. The research brings
visibility to a set of artistic practices that are frequently marginalized, insufficiently
documented, and often met with suspicion by an academic environment more concerned with
aesthetic autonomy than with the relationship between art and society. In this sense, the
analysis also proposes a shift in perspective: it does not treat political theatre as a deviation
from the norm, but as a legitimate part of theatrical history.

The research offers one of the first coherent mappings of political theatre in the
Republic of Moldova, treating it as an autonomous subject of study rather than an appendix to
general theatre history. It proposes an original periodization of the phenomenon, linking
theatrical change to the historical transformations of independent Moldova and to the legacy
of the Soviet period. It also expands the definition of political theatre to include other
performative forms, community practices, alternative cultural infrastructures, and modes of

collective organization that make critical expression possible. Finally, the case study of the



teatru-spalatorie collective offers an in-depth analysis of a practice that, through its coherence,
brings the thesis's central hypotheses into focus:

- There is no single, fixed definition of political theatre — precisely because of its
historical and contextual fluidity. It evolves in close dependence on the social and
political reality in which it emerges.

- Political theatre responds to societal transformations, problematizes them, and
seeks to produce new forms of understanding and solidarity.

- Local political theatre functions as a practice of social intervention, not merely as

artistic representation.

Chapter I: Historical Episodes

The first chapter opens from the premise that political theatre cannot have a single,
exact definition. Its meanings shift depending on the era, the structures of power, the kinds of
cultural institutions in place, and the ways in which a community articulates its conflicts. For
this reason, the chapter does not propose a rigid formula but instead builds a working definition
— rigorous enough to guide the analysis, yet flexible enough to remain adequate for the very
different examples that will follow.

On one hand, this approach prevents the mechanical application of external theoretical
models onto the Moldovan stage. On the other, it avoids the opposite risk: treating every local
example as an anomaly impossible to connect to a broader history of political theatre. The
chapter argues that the political dimension of theatre is not determined by subject matter alone,
but also by the relationship between a production and society — by how it addresses its
audience, by the conventions it uses or undermines, and by its capacity to generate critical
reflection, public memory, and collective response.

Historically, the analysis begins in ancient Greece, where theatre is inseparable from
the organisation of the city and the life of the community. Aristophanes' comedies are invoked
as early examples of public commentary on war, power, and collective responsibility. This
closeness between the stage and civic space shows that the political does not enter theatre as
an external addition — it is inscribed in one of theatre's original forms. The Middle Ages offer
a different kind of relationship, in which theatre is used primarily to consolidate a religious and
doctrinal order, confirming that the political function of the stage is not fixed, but dependent

on historical context.
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In modernity, and especially across the twentieth century, political theatre multiplies its
forms and means. The chapter moves through experiences connected to Soviet documentary
theatre, Dadaism, the epic theatre of Piscator and Brecht, the Living Newspaper in the United
States, and the participatory methods developed by Augusto Boal. More recent directions are
also discussed — Rimini Protokoll, Teatr.doc, and forms of social and community performance
— to show that political theatre does not designate a homogeneous aesthetic, but a field of
practices that place art in direct relation to power, inequality, memory, and social conflict.

From all the above emerges one of the research's main observations: political theatre
can be understood as a form of public intervention. It can occur within theatre itself, but also
at its intersection with dance, music, installation, community art, or performance — whenever
these forms activate a relationship between artist, community, and a social issue. The first
chapter therefore provides not only the theoretical backdrop for the entire thesis, but also the
reference points through which Moldovan examples can be understood without being reduced
to a framework that is too narrow.

The analysis also pays attention to Romania, where political theatre asserts itself most
clearly in the independent sector and in connection with post-communist transformations.
Initiatives such as Dramafest, dramAcum, and Stagiunea de Teatru Politic are treated as useful
regional points of comparison. They show that in the post-communist East, the stage has
developed forms concerned with precarity, discrimination, recent memory, public policy, and
the relationship between institution and community — and this parallel helps situate the
Moldovan case within a broader movement toward the repoliticization of art.

What defines political theatre is not the simple adoption of a label, but the capacity to
respond to the conflicts of the present, to transform social material into artistic form, and to
produce processes of awareness, dispute, and solidarity. This conclusion prepares the transition
to the case of the Republic of Moldova, where the central problem is not the absence of political
theatre, but the difficulty of naming it, archiving it, and integrating it into a theatrical history

that has too often been constructed from an institutional and aestheticizing perspective.

Chapter II: Early forms of Political Theatre in the Moldavian Soviet Socialist
Republic

The second chapter shifts the discussion to Moldova and identifies 1985-1991 as the
formative period in which the conditions for post-Soviet political theatre first take shape.

Rather than treating the final years of the Moldovan SSR as mere political backdrop to
11



independence, the analysis shows that these years also mark a recalibration of the relationship
between art, community, and public space. Under glasnost and the gradual weakening of
ideological control, the tension between the Soviet cultural model and new forms of public
participation becomes increasingly visible.

The chapter proposes a shift in emphasis here. The origins of Moldovan political theatre
are sought not only within theatrical institutions, but also outside them — in forms of public
performativity generated by the linguistic and identity-based demands of the late 1980s. Poetry
recitals in Romanian held in public spaces, recurring cultural gatherings, and the participation
of audiences who were no longer passive witnesses but active contributors to a shared discourse
are analysed as pre-scenic yet deeply performative expressions of a new relationship between
community and public expression.

These events had no stage sets, followed no theatrical convention, and maintained no
clear institutional distance. And yet they contained the fundamental elements of a scenic act:
performer, audience, symbolic space, tension, and a message with immediate political stakes.
The critic Mihai Cimpoi observed that in the 1980s, poetry in Basarabia left the page and
entered the public square, transforming itself into a form of collective spectacle. This
observation becomes significant for understanding how the political begins to find public
expression before any explicitly political theatre scene had emerged.

The Alexei Mateevici Literary-Musical Club occupies a particular place in this context.
Its gatherings transformed poetry and song into forms of civic activation, and the community
gathered around these practices began to understand how their own existence was bound to the
political through the performative act. Audience responses, the collective repetition of verses,
shared participation, and the gradual transformation of cultural meetings into mass rallies all
show that the simple act of reciting in Romanian acquired explicit political weight in a context
dominated by Russification and ideological control.

At the same time, change was not happening only in informal spaces. Within theatrical
institutions, fractures and breaks from the Soviet model were beginning to appear — through
exposure to new texts, through the emergence of directors and actors formed within a different
artistic horizon, and through scenic experiments perceived as dissident departures from the
norms of official realism. The Luceafarul Theatre is examined in this chapter as an institution
that, even during the late Soviet period, was already preparing the ground for some of the
transformations that would follow.

Waiting for Godot at the Luceafarul Theatre appears here as a symptomatic moment.

The choice of Beckett and the absurd was not simply the introduction of a different aesthetic

12



formula — it was also a means of expressing the tension of an era in which reality itself seemed
to exceed the conventional languages of representation. The fact that the production was
received as a sharp break from state theatre's obedience shows that the political can emerge
through form, not only through direct content or explicit message.

The period of 1985-1991 should be understood, on one hand, as the “ground zero” of
the reconfiguration of the relationship between art, community, and public space in the
Republic of Moldova. On the other hand, the legacy of these years explains the diversity of
forms that local political theatre would subsequently take. This phenomenon did not appear
suddenly after independence — it took shape gradually, against the background of tensions
between control and freedom of expression, between institution and community, between rules

and demands.

Chapter I11: From one Union (Soviet) to Another (European): 1991-2025

The third chapter traces the evolution of political theatre in the Republic of Moldova
across nearly four decades of independence. It does not develop as a homogeneous or linear
current, but as a field of practices that respond differently to successive crises: the war on the
Nistru river, the economic collapse of the transition period, mass migration, identity confusion,
violence exercised by state security structures, the capture of state institutions, civic protests,
de-oligarchizing, the pandemic, the war in the neighbouring country, and the fragility of
cultural infrastructures. From this perspective, the stage functions as a barometer of society —
capable of registering not only major events, but also the ways in which they are lived,

contested, or internalised.

Breaking Away from the Soviet Model: 1991-2000

The first stage covers the 1990s and describes political theatre as a process of breaking
away from the Soviet model and searching for a language suited to a society marked by
institutional chaos, economic insecurity, armed conflict, and identity renegotiation.
Independence did not bring a clear cultural direction — on the contrary, it opened a period of
uncertainty in which theatre had to redefine its repertoire, its relationship with memory, and its
own public role. The Transnistrian War, the intervention of the Russian 14th Army, the de facto
separation of Transnistria, and economic collapse created a backdrop against which the stage

could not remain unchanged.
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The transition to a market economy was slow and painful, with immediate social
consequences. Falling production, the loss of Soviet markets, rising unemployment, shrinking
incomes, and the first waves of mass emigration transformed not only everyday life but also
the conditions under which culture could function. In this context, theatre became one of the
few spaces where historical disorder could be shaped into reflection — a language capable of
making the experience of transition bearable, while also subjecting it to criticism.

The Luceafarul Republican Theatre holds an important place in this stage. Change
manifested there not only in the subjects it staged, but in a rejection of the aesthetic conformism
of the previous era and an openness to a dramaturgy concerned with identity, memory, and
politics. The appointment of Mihai Fusu as artistic director, and the shift toward a theatre that
confronted audiences through text, image, discontinuity, and scenic energy, signalled a desire
to make the historical experience of transition visible — rather than wrapping it in reassuring
convention.

The significance of this shift lies in the fact that, throughout the 1990s, the political
often expressed itself through the very reconfiguration of the stage. Performing increasingly in
Romanian, opening the repertoire to absurdist and post-dramatic forms, and pursuing a new
relationship with audiences — these were already acts of intervention. In this first post-Soviet
stage, political theatre did not always take the form of direct, explicit critique, it manifested
instead through the refusal of inherited conventions and through the transformation of theatre
into a space for renegotiating community.

Alongside Luceafarul, the founding of the Eugene lonesco Theatre marked one of the
most significant ruptures of the period. The group of actors who left Luceafarul in 1990 built
an alternative institution — radical and open — oriented toward theatre of the absurd and scenic
experiments incompatible with the old repertorial order. The choice of absurdist texts, all
performed in Romanian by actors trained in the Russian realist tradition, carried a meaning that
went beyond aesthetic preference: it expressed a break with the Soviet model and sought a
language capable of capturing the very absurdity of social reality in Moldova's first years of
independence.

The Eugeéne lonesco Theatre thus became not merely a new institution, but a form of
cultural dissidence within the Moldovan post-Soviet space. The repertorial policy initiated by
the theatre's first artistic director, Val Butnaru, the openness to artistic exchange and a different
theatrical culture, and the modernisation of scenic language transformed it into one of the most
dynamic centres of cultural life in Chisindu. The fact that this institution simultaneously

redefined both the art and the community that gathered around it shows that, as early as the
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1990s, Moldovan political theatre was bound not only to theme but also to form, language, type
of institution, and way of speaking to its audience.

Political theatre of the 1990s is therefore defined, above all, by an aesthetic and
linguistic rupture from the Soviet order. The political does not always appear here as direct
militant discourse, but it is present in the choice of language, in the refusal of old conventions,
in the reorganisation of the stage, and in the transformation of theatre into a space where the

new post-Soviet community attempted to find and understand itself.

Identity Crises: 2001-2008

The second stage, spanning from 2000 to 2008, marks a shift in emphasis. Whereas the
1990s expressed the political primarily through rupture from the old order, this period sees
theatre radicalise its critical dimension and move closer to the concrete effects of transition on
individual lives. The 1998 Russian financial crisis deepened economic hardship, poverty
intensified, emigration accelerated, and the return of the Party of Communists to power in 2001
produced a context in which promised stability coexisted with control over public space,
centralisation, and deepening social precarity.

The institutional transformations of this period directly shaped the -cultural
environment. The administrative-territorial reform of 2003 reintegrated local institutions into
a more centralised system and strengthened theatres' dependence on ministerial and district-
level decisions. Compared to the decentralising impulse of the 1990s, this period slowed certain
processes of institutional experimentation, and local theatres faced greater difficulty accessing
independent resources and building autonomous partnerships. Meanwhile, cultural life
continued to revolve around Chisindu, while emigration and poverty significantly reduced
cultural consumption elsewhere in the country.

In this context, independent theatre and non-governmental cultural organisations
became laboratories of civic and aesthetic experiment. They tackled themes such as human
rights, migration, human trafficking, gender equality, and corruption — often in collaboration
with international organisations or local NGOs. Out of this environment grew a Moldovan
interest in documentary theatre and verbatim technique, which allowed the stage to engage with
realities that public discourse tended to reduce to statistics or oversimplification.

A saptea Kafana (The Seventh Kafana), written by Mihai Fusu, Dumitru Crudu, and
Nicoleta Esinencu and directed by Mihai Fusu, is one of the productions that marks this shift.

Based on real stories and supported by the Swiss Agency for Development and Cooperation,

15



the text addresses the trafficking of women and dismantles the idealised image of leaving for
abroad. Rather than a rhetoric of success through emigration, the production offers an image
of radical vulnerability, transforming individual experiences into material for public awareness
of a social crisis. Its importance lies not only in its subject matter but in the fact that it
introduced a form of scenic documentation that was new to Moldovan theatre.

Oameni ai nimanui (Nobody's People) continues in this direction, foregrounding
migration as traumatic experience rather than free choice. Dumitru Crudu's play traces the
uprooting, family breakdown, and loss of identity produced by economic exodus. At its centre
is not departure as adventure, but as compulsion — with devastating consequences for those
who leave and those left behind. Through this approach, political theatre transforms a reality
that public discourse had almost normalised into a collective and moral problem, forcing
society to look directly at the human cost of transition.

The most powerful figure of this period is Nicoleta Esinencu. From her collaboration
on A saptea Kafana to the emergence of FUCK YOU Eu.ro.pa! and the projects developed
around The Mobile European Trailer Theatre (METT), she articulates one of the sharpest and
most uncomfortable critical aesthetics in the Moldovan space. Her texts explore the relationship
between individual and state, between East and West, between language and domination,
between personal biography and collective history — using dark humour, irony, and discursive
aggression to expose the contradictions of post-Soviet society.

FUCK YOU Eu.ro.pa! stands as a turning point. The play simultaneously critiques the
local political class and Europe's paternalistic self-image, voicing a tense relationship with
Europe from the perspective of a disoriented generation marked by identity crisis and the
collapse of familiar reference points. The banning of the production at the Eugene lonesco
Theatre after just two performances reveals not only the discomfort provoked by its language,
but the fragility of public space when theatre formulates an uncomfortable critique and refuses
consensus.

Around this dramaturgy, a collective working practice also began to take shape. METT
sought to create an alternative framework for production and expression. Between 2003 and
2008, Nicoleta Esinencu's work can be understood as the process by which an individual
dramaturgical voice becomes a recognisable artistic and political position — a process that
prefigures the later developments of independent theatre.

What this period (2001-2008) ultimately reveals is that Moldovan political theatre
shifted its centre of gravity toward direct documentation of social trauma and toward forging a

critical language capable of connecting intimate experience to historical and economic
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structures. Migration, human trafficking, precarity, identity crisis, and an ambiguous
relationship with Europe became central themes, and the stage began to function ever more

clearly as a site where the present is contested.

Tense Geopolitics: 2009—2019

The third stage is defined by the April 2009 protests, police violence, a crisis of
institutional trust, and the gradual consolidation of an oligarchic regime. Whereas the previous
period was dominated largely by the social costs of transition, the years after 2009 bring
collective trauma, media manipulation, the relationship between citizen and state, and the
betrayal of the democratic promise to the centre of political theatre. In this context, theatre does
not merely reflect reality — it becomes one of the few spaces in which the logic of state
violence and institutional capture can be publicly examined.

Moldovan society moves through a sharp paradox in this decade. On one hand, pro-
European discourse seems to open a broader democratic horizon. On the other, emigration,
poverty, geopolitical polarisation, and the dependence of institutions on networks of power
deepen public distrust and cynicism. Chronic underfunding, managerial instability, and
political pressure leave cultural institutions vulnerable, and it is precisely for this reason that
independent initiatives increasingly take on the role of critical space.

Podozritel'noe iebalo / Am ce am eu cu politistii (I've Got My Issues with the Police),
written and directed by Mihai Fusu, appeared at the end of 2009 as one of the first direct
theatrical responses to the violence of April 7th. The text is built from interviews with torture
victims and the officers involved, and the production does not simplify trauma into a
comfortable opposition — it explores the moral ambiguity of police violence and its structural
complicities. The audience is confronted not only with the suffering of the victims, but with
the mechanisms by which the repressive apparatus justifies itself, reproduces itself, and
produces silence.

The production's importance also lies in the way it shifts the discussion from the raw
events to its public memory. In a society where accounts of April 7th swing dizzily between
spontaneous uprising, manipulation, conspiracy, and political instrumentalization, theatre
creates a space for reflection in which trauma can be articulated and discussed without being
fully absorbed into official narratives. In this way, the stage becomes a space for collective

understanding — even when it cannot offer definitive answers.
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Coridorul mortii (The Death Corridor), written by Irina Nechit and staged at the
Satiricus Theatre in 2010, extends this direction. Drawing on the case of Valeriu Boboc, the
production transforms a death caused by police violence into an object of public memory and
civic reflection. The author's observation — that without such texts we cannot claim to have a
living theatre — captures well the idea that a theatre's vitality is bound to its capacity to engage
with the events shaping the present.

Footage by METT adds another dimension to this constellation. Rather than simply
reconstructing the events of April 2009, the production deconstructs the media games and
ideological narratives built around them. By asking who controls the story after trauma erupts,
the text shows how memory can be manipulated and converted into political capital — and
documentary theatre becomes, in this way, a critique of the very mechanisms that produce
public truth.

In the same context, Mame fara pizda (Mothers Without a Cunt) shifts the analysis
toward the body, sexuality, and the pedagogy of fear. The monodrama shows that rules about
the body cannot be separated from rules about authority, education, and obedience, and
suggests that the way a society disciplines its girls says a great deal about how it distributes
power. Learned silence as norm, shame, and bodily control are directly linked to mechanisms
of submission, and the political begins to appear here inside the family and in everyday
language.

This broadening of the field is one of the defining features of the 2009-2019 decade.
Political theatre no longer focuses only on major public events, but also on the more discreet
ways in which power is distributed through the body, the family, education, memory, and
sexuality. Through this shift, the stage becomes a space for investigating systems of control
that are less visible but decisive for the reproduction of social order.

Foosbook, launched in 2012 as an artistic and social laboratory, plays a distinctive role.
New writing, adaptation, documentary material, and social intervention coexist there, and
projects such as Shakespeare pentru Ana (Shakespeare for Ana) and Hamlet Process bring
theatre into direct contact with the prison system. Life-sentenced inmates become participants
in an artistic act that compels audiences to reconfigure their relationship to love, guilt,
punishment, conscience, and the possibility of change — and the political is produced precisely
by this theatrical situation and its effect on social perception.

Foosbook illuminates another function of political theatre: investigating closed systems
and restoring a voice to subjects held at the margins of the community. In this sense, theatre

does not function only as representation, but as a practice of connection between the public and
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realities it normally encounters only through stereotypes, fear, or fragmented news. The
independent laboratory thus creates a form of critical mediation between society and spaces
that usually remain opaque.

Casa M, produced by the Coliseum Arts Centre and directed by Luminita Tacu,
foregrounds domestic violence and shows that political theatre can also intervene on a kind of
trauma that is often kept within the realm of shame and private silence. The production moves
violence into the public space of debate and treats it as a systemic problem rather than a family
incident or isolated case. In doing so, the stage confirms that the political is not only played out
in parliament, on the street, or in the media, but also in the distribution of fear, power, and
vulnerability within intimate relationships.

MOLDOVASHOP. Avem di tati! (MOLDOVASHOP. We got you covered!) by Olga
Macrinici brings the experience of departure and rupture into theatre from the perspective of a
writer for whom migration is both biographical context and critical standpoint. The text looks
at the Republic of Moldova neither with idealising nostalgia nor with diagnostic detachment,
but with a sensibility attuned to the way precarity, abuse, language, fear, and identity become
entangled in concrete life. For this reason, the play becomes relevant to political theatre not
through a single clear message, but through the way it makes visible how the historical
penetrates the most intimate layers of existence.

Rhythms of Resistance Chisinau — an initiative made up of amateur drummers and
civic activists — compels this research to broaden its scope still further. The initiative does not
produce performances in the classical sense, but it produces public actions with clear
performative force: synchronised bodies, rhythm, political message, temporary occupation of
public space, and the defence of shared cultural goods. Here, political theatre is understood as
a living practice situated at the intersection of civic activism, artistic expression, and urban
intervention — and its relevance lies precisely in showing how the political is also played out
in the street, in the march, in rehearsal, and in the defence of independent cultural infrastructure.

Between 2009 and 2019, Moldovan political theatre becomes an expanded civic
laboratory. Representation, documentation, memory, activism, and performative intervention
come together, and the stage begins to function not only as a space of commentary on reality,
but as a space where collective traumas, state violence, and marginalised voices can enter a

different circuit of public debate.

Aspirations of European Integration: 2019-2025
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The final period examined in chapter three is defined by an important shift in emphasis.
While earlier periods focused primarily on themes and productions, after 2019 the political
becomes increasingly visible at the level of cultural infrastructure, working conditions, the right
to space, and the formation of new critical communities. This shift corresponds to a period in
which the Republic of Moldova moves through the collapse of the regime dominated by
Vladimir Plahotniuc, the victory of the Party of Action and Solidarity (PAS), a pandemic, an
energy crisis, inflation, the pressure of reforms, and the effects of a war on its doorstep — all
against the backdrop of continuing emigration and depopulation.

Within the broader landscape of public policy, the cultural sector is fragile, chronically
underfunded, and marginal. The paradox is that the stage gains a certain symbolic freedom at
a moment when society is speaking more openly about corruption, identity, war, and exclusion
— while simultaneously losing material security and institutional predictability. As a result,
theatre and independent art can no longer so cleanly separate critical content from the struggle
for their own basic conditions of existence.

Casa Zemstvei becomes, in this context, one of the most important examples. The
repurposing of a historic building by the independent cultural sector shows that access to spaces
for making work, rehearsing, and showing it is not a secondary administrative matter, but a
question that directly shapes what kind of culture can exist and who has the right to produce it.
The invisible labour of maintenance, the effort to keep the building functional, and the
impossibility of separating artistic work from the reproduction of its material conditions all
show that infrastructure becomes part of the political content of cultural practice.

The significance of Casa Zemstvei for this research lies not only in the events it has
hosted, but in the model of community it organises — providing material conditions for
practices that go beyond scenic representation to include a relationship with the city, the body,
identity, marginality, and the right to exist publicly. For the political art scene in the Republic
of Moldova, this model matters precisely because it combines aesthetic production, solidarity,
and self-organisation — those elements without which the political space of art remains very
narrow.

Around this infrastructure, the Coalition of the Independent Cultural Sector (CSCI)
emerges in 2020. The coalition brings together independent theatres, cultural initiatives,
associations, and independent artists, and transforms cultural organising into an explicitly
political practice. In the context of the pandemic and the threat of eviction from Casa Zemstvei,

the open letters to the Ministry of Culture, the protests, and the public pressure exerted by the
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artistic community all show that the fight for space, rent, and continuity of activity can no
longer be separated from political theatre — it has become one of its forms of expression.

Taken as a whole, the activity of the CSCI symbolically redraws the cultural geography
of the city. It pushes the state to acknowledge the need to support independent cultural
production, proposes a participatory model for managing public heritage, and brings into public
discourse arguments without which the sector's demands would have been far easier to ignore.
Political theatre appears here not as performance, but as a practice of negotiating the common
good, resources, and the right to participate in defining the public interest.

Queer Cafe adds another important dimension to this period. Described as a brave, free,
and welcoming space for the queer community and its allies, it quickly takes on a significance
that goes beyond the idea of a café, becoming cultural and political infrastructure for an
underrepresented community. From the perspective of research into political theatre, its
relevance lies in the fact that the simple possibility of existing together, of appearing in public,
and of performing one's identity carries political weight in a context marked by tensions around
gender, sexuality, and visibility.

Ballroom and drag, present in such a space, matter not only as cultural expressions but
as practices that use exaggeration, stylisation, and physicality to draw attention to social norms
and call them into question. In this kind of setting, the stage is no longer only a place of
representation, but a place of claiming the right to be seen, heard, and recognised. Culture
functions, in this way, as a form of resistance and as a laboratory for new forms of solidarity.

Against this backdrop, the cancellation of Invisible, directed by David Schwartz,
becomes one of the most symptomatic episodes of the period. The project set out to build a
documentary production about corruption without reducing it to party polemic — but the
conflict that erupted around a draft of the text, interpreted by some members of the team as
directed against PAS and Maia Sandu, shows how fragile the balance is between social critique,
documentary rigour, institutional responsibility, and ideological suspicion. The importance of
this case lies not in delivering a simple verdict on censorship or self-censorship, but in making
visible the limits of the Moldovan cultural environment when critique touches sensitive areas
of the political present.

The final part of chapter three shows that, between 2019 and 2025, political theatre in
the Republic of Moldova must be understood as a process of cultural intervention that extends
beyond the stage. It functions simultaneously as memory, contestation, and solidarity — but
also as a struggle for infrastructure, for visibility, and for the possibility of certain communities

to claim their place in public space.
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Chapter 1V: Case Study: teatru-spalatorie

Chapter four deepens the inquiry through an extensive case study of the collective
teatru-spalatorie, considered the most coherent and explicitly self-aware form of political
theatre in the Republic of Moldova. This analysis allows for a concrete testing of the hypotheses
developed in the preceding chapters. featru-spalatorie confirms that political theatre is defined
not only by theme, but by its mode of organisation, infrastructure, relationship with audiences,
documentary practices, ethics of production, and its positioning toward the current state of
society.

The period 2010-2017, during which the collective operated in the basement of a
former industrial laundry in Chisindu, is examined as the founding moment of an alternative
cultural infrastructure. The space hosted not only performances, but also performance art,
workshops, film screenings, public discussions, installations, concerts, and community
gatherings. The density of these activities transformed it into an artistic and political laboratory
unlike anything else in the Republic of Moldova — a place where artists, activists, and
marginalised communities could together negotiate reality, truth, and the forms through which
they appear in public.

The teatru-spalatorie experiment does not consist only in adopting new aesthetics, but
in inventing an infrastructure capable of sustaining different ways of making art and building
community. In this model of organisation, the space itself becomes part of the political practice,
because it creates conditions for encounter, debate, and solidarity that are often absent from
dominant cultural institutions.

Aesthetically, the chapter observes that the collective's work is shaped by performance
art and a way of working in which text, body, sound, and context interweave. Audiences are
not invited to passively consume an artistic product, but to negotiate truth and interrogate
official narratives. This orientation toward negotiating reality and questioning authority defines
the political character of the collective.

After the Chisindu space closed, teatru-spalatorie's practice did not diminish — it
entered a phase of concentration and radicalisation. Recviem pentru Europa (Requiem for
Europe) shifts the focus to labour exploitation and the connection between precarity, transition,
and survival. Abolirea familiei (The Abolition of the Family) descends into the intimacy of
family relationships and shows how the family can function, in certain contexts, as a space of

control, violence, shame, and the reproduction of social power relations. Migration, invisible
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labour, illness, homophobia, and transgenerational trauma appear here not as separate subjects,
but as expressions of the same social order.

Apel de Urgenta (Emergency Call) is examined as an emblematic project for the
collective's capacity to adapt its methods in a moment of crisis without abandoning its critical
stakes. By reformulating performance within a pandemic protocol — through individually
targeted phone calls, in one-on-one performances for a single spectator-participant — the
project demonstrates once again that political theatre does not depend on the existence of a
fixed stage, but on the capacity to produce proximity, solidarity, and accessibility through new
means. The project becomes, in this way, both a reflection on the unequal geographies of access
to culture and an attempt to reach audiences beyond those who normally frequent the
independent scene.

The collective's international phase, marked by the Symphony of Progress trilogy, shifts
the analysis to another level. Symphony of Progress, Playing on Nerves. A Punk Dream, and
Dirty Laundry. The TrashOpera suggest that teatru-spalatorie transforms social research into
a complex, transnational performative language. The productions address the relationship
between East and West, migrant labour, systemic exploitation, the diffuse violence of
capitalism, European internal coloniality, the memory industry, and the unequal distribution of
dignity. Through testimony, choral form, noise, dissonance, and minimal scenic composition,
the collective produces a critique of contemporary Europe from the position of those who
sustain its prosperity without sharing in its promises.

The analysis also surfaces a paradox. While the collective's institutional recognition
grows in Germany — where it receives significant awards — working conditions in the
Republic of Moldova remain precarious and institutional support is limited. This contrast itself
becomes material for political reflection. It reveals not only the collective's international reach,
but the limits of the local context, in which critical voices are more likely to be tolerated than
consistently supported.

For this reason, the teatru-spalatorie case study does not serve merely as an illustrative
example, but as a central argument of the thesis. It shows how political theatre can function
simultaneously as aesthetic form, social practice, alternative infrastructure, mode of self-

organisation, and instrument of public intervention.

Final Conclusions
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This research suggests that political theatre in the Republic of Moldova exists as a
coherent phenomenon, even if its manifestations are diverse, discontinuous, and unevenly
recognised. It cannot be reduced to a handful of productions "with a message", to a single
collective, or to a single period — it must be understood as a historical and relational process
through which the stage responds to social transformations, subjects them to scrutiny, and
attempts to produce new forms of understanding and solidarity.

In this sense, the thesis answers affirmatively one of its opening questions. Theatre does
influence the socio-political, even if not always directly, immediately, or in measurable ways.
Its influence is exercised through the articulation of critical languages, through keeping the
memory of collective traumas alive, through making marginalised experiences visible, and
through defending the material conditions of cultural life.

One conclusion of the thesis is that Moldovan political theatre has its roots in a practice
of public performativity that predates independence, developed in the years 1985-1991. This
moment shows that the political enters art not only through ideology and institution, but also
through public practices of recitation, demand-making, and collective participation. From this
perspective, the history of Moldovan political theatre does not begin abruptly after 1991, but
takes shape gradually, against the backdrop of conflicts over language, identity, and public
space.

Between 1991 and 2025, political theatre in the Republic of Moldova follows a
historical logic closely tied to the major transformations of society. In the 1990s, the emphasis
falls on breaking from the Soviet model and renegotiating spoken language, aesthetics, and
community. In the 2000s, documentary theatre and new drama bring migration, precarity, and
the trauma of transition to the foreground. After 2009, theatre becomes a space of memory and
contestation of state violence, media manipulation, and oligarchizing. After 2019, the political
extends to cultural infrastructure, self-organisation, and the right to space and visibility.

This periodisation is one of the thesis's contributions. It shows that Moldovan political
theatre can be understood as a parallel, critical, and sensitive history of independent Moldova.
Rather than viewing the stage through the succession of premieres and institutions, the research
places it in direct conversation with the major crises and reconfigurations of society.

On the relationship between the aesthetic and the political, the thesis challenges the
assumption that political theatre is aesthetically inferior by virtue of its social orientation. On
the contrary, the many examples examined show that the political force of these practices often
depends on their formal inventiveness — on the relationship between document and fiction,

between body and archive, between chorus and testimony, between minimalism and affective
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intensity, between space and community. In this sense, the research does not propose a
subordination of the aesthetic to the political, but an understanding of how the two sustain each
other.

A further finding concerns the broadening of the definition of political theatre. The
analysis makes clear that political theatre in the Republic of Moldova should not be identified
only with thematically engaged productions, but also with performance art, documentary
theatre, community intervention, independent laboratories, alternative cultural infrastructures,
and forms of performative activism. This expansion does not dilute the concept — it makes it
more adequate to contemporary reality, in which the political manifests both in representation
and in the conditions of production, in the organisation of labour, in the struggle for spaces,
and in the visibility of the marginalised and their voices.

The thesis also finds that featru-spalatorie occupies a central place in understanding
contemporary Moldovan political theatre. The collective is relevant not only because it
explicitly claims to make political theatre, but because it brings together social research, formal
experiment, alternative infrastructure, community solidarity, a critique of capitalism, feminist
and queer perspectives, and documentary and transnational practices. The case study therefore
does not play a peripheral role — it becomes the place where the thesis's hypotheses are tested
and brought into focus.

The research further shows that one of the major vulnerabilities of political theatre in
the Republic of Moldova is infrastructural and institutional precarity. The absence of archives,
chronic underfunding, dependence on project-based funding, difficulty accessing spaces, and
the reluctance of some institutions toward critical discourse all affect the development and
visibility of the phenomenon. At the same time, it is precisely under these conditions that some
of the most substantial forms of scenic innovation and cultural solidarity emerge. This
observation does not romanticise precarity — it points to the need for more responsible cultural
policies and for institutions capable of recognising the value of critique and experiment, rather
than merely tolerating them at the margins or acknowledging them retrospectively.

In terms of original contribution, the thesis offers a broad and carefully argued map of
political theatre in the Republic of Moldova. It introduces its own periodisation of the
phenomenon between 1985 and 2025. It formulates a working definition of political theatre
that is flexible yet precise and rigorous. It connects the history of theatre to the history of post-
Soviet transformation. It treats political theatre as a legitimate aesthetic subject, not merely a

sociological one. It also offers an in-depth analysis of the collective teatru-spalatorie from a
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perspective shaped by the author's own practical experience in dramaturgy and theatre
directing.

From a broader standpoint, the thesis argues that political theatre is one of the forms
through which Moldovan society reflects on and contests its own transformations. It registers
tensions that official discourse simplifies or conceals and brings to the surface contradictions
between memory and present, between centre and margin, between East and West, between
institution and community. Political theatre functions, in this way, as a space of memory,
conflict, and solidarity. It is not a substitute for institutional politics, but it is a place where
society can be questioned and reimagined.

When we speak today about political theatre in the Republic of Moldova, we are
speaking about a way of making theatre that involves a response to the present, historical
awareness, moral commitment, public intervention, and — increasingly — the building of
alternative forms of cultural organisation. We are speaking about a space in which the aesthetic
and the political are constantly negotiated, in which past and present meet, in which
marginalised communities find their voice, and in which the stage becomes not only a place of
representation but a place for reimagining public discourse. Political theatre in the Republic of
Moldova does not sit at the margins of local theatrical history — it sits at the centre of its most
important questions: who has the right to speak, in what language, from what space, for whom,

and with what effect on society?
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