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In the writer's opinion the frequently used expression “scientific theatre’ is
actually an ambiguous term, since it refers to a number of widdy differing
experiences. For this reason, the word “theetre’ is preferred in this paper when
referring to those events which teke place in indtitutionaised settings, while the
term “theatrica communic-action” is deemed more appropriate when referring to
those taking place in settings devoted to scientific communication, such as
museums. After a brief historica analysis of the various approaches of thestre to
science and some examples of plays in Ity and abroad, the writer investigates
how thestre can produce effective scientific communication in  museums.
Thestrical action can bring out the vaue of the exhibits of a museum, while
cregting a new way of experiencing the exhibitions. Thestricd actions link
education and entertainment, consequently becoming a highly effective didactic
ingrument. The advantages of theatre are briefly outlined, conddering it as an
interpretative technique to communicate science from the point of view of the goals
pursued by museums, of epistemdogy and of theatrica research. Hopefully,
theatrical communic-action of science will become common practice in Itay, just
like in Europe and the United States, where it has established itself for decades. In
Italy this technique has been very sddom applied, thus hindering a thorough
andysis of it. On the basis of various experiences abroad, however, the conclusion
is drawn that there is probably no al-encompassing magica solution, and that the
effectiveness of al different techniques of theatricd communic-action should be
tested case by case.



Theatre and science: a stable marriage?

Science and thedatre, two different human activities, each with ther own
higtorica background and specific features, began to interact in the padt, and today they
are “dgrangdy” linked. There is a red interaction, starting from theaire and ending with
sience or, vice versa, darting in a sdentific setting and developing theetricad festures.
Or, again, new relations are the fruit of meetings between researchers, actors, directors,
philosophers and scientific communicetors.

The phrase “scientific theeiré’ has been coined only recently, but it has
immediately produced a lot of heated debate and quedions. Providing a definition of
scientific theatre is no easy task: the rdationship between science and theetre is o
variegated as to defy any precise expresson. The definition would in any case reman
ambiguous, as it indicates an extremdy wide range of experiences. In congderation of
the above, three different examples of dtuaions which would lend themsdves to such a
definition can be liged:

- Firg, dl thedricd events finding ingpiration in the world of science (eg. the
daging of the lives of scentigs), which then provide an opportunity to reflect upon
science and/or technology;

- Secondly, events udng high-tech indruments such as microcameras or
multimedia equipment for the scenery and direction, where science is found
“backgage’. Thesxe firgd two dtuations refer above dl to a theatrica context, in which
stience plays an ancillary rale, it is “metabolised” and transformed into a component of
the organism that comes to life on the stage. This type of gpproach might accordingly be
defined scientific Theatre with a capitd “T”, even though a smple reference as theatre
without further explanation would be even more suiteble;

- Findly, the thedatricd events organised outsde thedire, in places expredy
cested for the dissamination of scientific knowledge science museums, science
centres, and exhibitiors. For smplicity, this marriage between theetre and science may
be defined Scientific theatre with a capitd “S’, even though a new définition would
probably be advissble, given the controversy about it being actud thedire or a para-
theetricd form of ertertanment. Since the main objective of this third union between
theatre and science is to communicate idess and scientific facts, | would propose the
definition “theatricd communic-action of science’, a phrase dealy showing that

sience museums and other scientific inditutions resort to forms of theatrical action.



The second part of this paper will andyse how scientific communication is caried out
in this context, and evaduate the pros and cons of such an approach.

Fra of dl, however, red theare will be examined, through a brief higtoricd
andlyss of the waysin which it approached science.

Scienceat theatre

Thedtre, contemporary or not, has often dravn on the world of science and has
often expressed its conceptions about it.

The firs gpproach was branded by the “wonderful” aspects of science, which
was seen as a source of new fedings and emotions. To mention but one example, the
seventeenth century (the Baroque and New Science period) was marked by the
metaphor of the tdesoope, recurring both in theatre and in literature. Venice's Teatro
Novissimo was inaugurated in 1641 with La Finta Pazza (The Feigned Madwoman), a
muscd drama by Giulio Strozzi and Francesco Sacrati, with sstdesign and machinery
by Giacomo Tordli, an extreordinay magicianengineer of the baroque period. The
play, drama detals, the st-desgn of Teatro Novissimo, and everything se, from the
machinery used to the costumes, from the emctions to the agtonishment of the
Spectators became the subject of |1 Cannocchiale per la Finta Pazza (The Telescope for
the Feigned Madwoman) *.

The mariage of Francesco Gonzaga and Margaret of Savoy, celebrated at the
court of Mantua in 1608, provided an opportunity to represent Idropica, a play by
Gioven Batiga Guaini, with muscd interludes by Monteverdi, and s%-desgn and
mechinery by Antonio Maria Viani and Gabridle Bertazzolo. Spectators were astonished
by the extraordinary naturd phenomena presented on the stage, such as the rough sea or
the fading of the sky. The public were intrigued by the techniques and the complex
mechanism of the Mantua contrgption and the incredible “show within the show”
produced by its technicians 2.

As time went by, the “wonderful” aspect of science gave place (or rather, gave
the floor) to other gproaches, reflecting both postive and negative éements. The

1 Cf. Carandini: Teatro e ettacolo nd Sdcento. Laterza, 1990.
2
Ibid.
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former are the “anthems to Reason” or the “anthems to the wisg” and highlight the
victories of mankind over Nature. The latter levy criticism on the reationship between
society and science, staging the conflicts between ethics and mords, on the one hand,
and scientific practice on the other. In both cases, theatre provided an opportunity to
reflect upon science and to express one' s conception of the world.

In hisessay Theatre as ideological criticism. Reflections upon lonesco 3, Paul
Feyerabend maintains that “in order to increase the tenson between at and ideology”,
theetre may carry out red “atigic criticism of ideologies’ thanks to the “remova of the
ideologicd eements’ (as in loneco). According to the philosopher, lonesco's thesire of
the abaurd, to the purpose of dispdling any petern of ideologicd thought, devised
means tha ae “more effective than any dbdract mode of ideologicd criticism”.
lonesco is seen, therefore, as a “criticd rationdis” and his at as a “liberation [...], as
the enfranchisement of an intellectud freedom to which we ae no longer used, a
freedom that we have forgotten. But this lack causes suffering not only to those who
believe they ae free without being 0 (because of prgudices), but dso to those who
believe they ae not free or cannot be’ % According to Feyerabend, “a critica
raiondism aming a examining our knowledge and our behaviour in order to improve
them by criticiam, cannot neglect the contribution of artigs [...] Intelectuds such as
Brecht and lonesco did not limit themsdves to an abdract andyss of the Sructure of
ideologies nor did they smply resolve to criticism; but they dso caefully sudied the
way criticiam could be led to produce postive effects psychologically. [...] These kinds
of practicd questions have been completely neglected by philosophers 0 far. That is
due to the excessve fragmentation of knowledge into different fidds. Moreover, many
philosophers would refuse to teke radicd criticism, as that of lonesco, into
condderation. [...] In at, the continuous and conscious use of radicd criticiam has
produced the disspation of the smples dements that characterize a representation and
communication”. The essay dso states.

lonesco detests dl ideologies and tries to remove them from at. He therefore
refuses didactic works since they “kill at’ * furthermore, they can be written only
when everything has been learnt. Moreover, theetre is not the best means to transmit
idess, it can only “render them unrefined’, smplify them in a dangerous manner,

3 Feyerabend P: Il realismo e’ autorita della scienza. || Saggjiatore, 1983,
* Tynan K.: Argumente und Augumente. Berlin, 1964.
5 L.
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trividise or even debase them. “A work of at that is sheer ideology is usdess
tautologicd and inferior to the doctrine which generaied it. Its teaching would find
better expresson in didogue and discusson. An ideologicd drama is non other then the
vulgarisation of an ideology”.

The theatre of lonesco is not based on ideologies: on the contrary, “a theatrica
piece must use its own means to lead people to discover cetan redities, certan
fundamenta truths’. “Theetre speaks its own language, follows its own patterns and has
its own lifeform, which must be unleashed if the objective redity around us is to be
achieved. These truths ae more concrete, more dable and more dynamic than
ideologies’ ©.

The union between theetre and science exids ds0 in other domains, pertaining
neither to criticism nor to rationd reflections the universe of human passons. In Le
macchine pensanti’ (The Thinking Machines) Gianni Zanaini pointed out that
“science, that particular way of making sense of the world that mankind has created, is
not only a cognitive process. Every scientific activity is characterised by passon, it is a
dory of passons. So the main god of scientific theatre is to come into contact with
these passons, to undersand those who have fet them and to put these passons on
stage. In this way theatre proposes an origind and riveting way to ded with the greatest
quesions about the sense of the world, life and science, questions which, on the
contrary, would risk remaining abdract and vague’. Take Galileo by Bertolt Brecht or
The Physicists by Durrenmatt, theatricd works which have skilfully represented the
psychologicd and human aspects linked to “man’s venture to make sense of the

world’ &,

There are various possihilities to represent science in theatre, as explained, and
sometimes these possibilities correspond to antithetical gpproaches.

The contemporary theatricd landscape, in Itay and abroad, is rich in projects
and initigtives that take their ingpiration from the world of science and have different
ams, origins and characteridics.

Denis Guedj, professor of History of Science at Paris Il Universty and author
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of numerous noves (eg. the recent The Parrot’s Theorem), studied cinema and thegtre
with the strong belief that “even concepts can produce emotions: that is why | tak about
them, | put them on stage’. Consequently, Guedj uses thedtre as a means to tranamit
scientific ideas, as a pedbgogicd and didactic indrument, and not just for the purpose of
meaking science accessible and to initiate debate.

Also Cal Djerass, professor of Chemistry a Stanford Universty since 1959,
has engaged in a trilogy of works thet he defines as “science within theatre”. He intends
to “explan science through a thedtre in which science plays a protagonis not an
ancillay role, and where it is impeccably correct”. His firg show, An Immaculate
Misconception, contains a live video describing the ICS technique, which condds in
injecting one spermatozoon into an ovum. The man theme is the conflict in modern
society between the progress made by technology and the ehicd quandaries it
produces. Djerass dso cooperated with Rondd Hoffman, Nobd Prize winner for
chemigiry, to produce a theatrical work entitted Oxygen. Two preliminary versons have
dready been staged in London and San Francisco, and the definitive one is likdy to be
reedy for the ceremony of the 2001 Nobd Prize awvards. The comedy is st in
Stockholm and it narrates the “adventures’ of a Nobe commisson, which has to award
a Nobd Prize to the memory of the discoverer of oxygen. The commisson cdls to mind
dl the events in the mid 1700s thet led to contention over the discoverer, who was
finaly recognised as being Lavoiser.

Danid Rachvarg, professor a Créel’s Universty Inditute of Formation des
Maitres and author of a Ph.D. thess entitled 400 années de diffusion de la science par
le spectacle (1580-1980), has contributed for years to the “union of science and
entertainment”. He has composed scripts like Felicité ou le Merveilleux Théatre de
Science et d’ Art du Docteur De Groningue (Saged in Parisin 1992-93) and has been an
actor of the French theaire company “Les baadeurs de la science’. He is dso
paticipating in the four-year research programme on thesatre and science carried out by
the Centre de Recherches Jacques-Petit (EREA 117) and by the Théatre Universitaire
de Franche-Comté, which entals (as of 1998) an yearly Multidisciplinary Internationa
Conference a Besangon's [UFM.

Moving on to the world of authors who live and work in theeire, plenty of events
inspired by science can be recorded. A few examples may be cited. Strasbourg’s thegtre
company Articulations-Théatre has amed, since 1983, a “saging the world of science
enacting scientific disputes, giving new life to renowned or little known scientids



exploring scentific subjects such as Adronomy and Biology”. London's Evening
Sandard nominated the famous Copenhagen by Miched Frayn “best play” in 1998.
Equdly noteworthy is the unforgettable show by director Peter Brook, inspired by
Oliver Sacks book The Man Who Mistook His Wife for a Hat Fndly, the Klara
Soppteater, founded in 1989 in Stockholm and directed by Helge Skoog, promoted a
European Festiva of Scientific Theetre, in December 1998.

Ity is no poorer in initigtives dating from the academic and scientific world,
Giorgio Cdli, professor a the Entomology Inditute of the Univerdty of Bologna, has
been an amateur of dramaturgy for years. His latest work, Darwin, is conceived as “a
multimedia show with educationad purposes, a popular work with the dogan learn while
smiling”. Giulio Giordlo, professor of Philosophy of Science a the Universty of Milan,
and some of his colleagues have been (dready for a few years now) actor-readers of
works by director Luca Scarlini-such as | cinque di Cambridge (The Five from
Cambridge) and Gli spinaci sono ricchi di ferro (Spinach is Rich in Iron)—staged at
Mantuals Festivaletteratura. Giordlo points out that the etymologicd origin of the
word theatre is the same as theory, and that scientific knowledge in western tradition is
deeply connected to “seeing”. He is undoubtedly in favour of scientific theatre, and he
is convinced that “the connection between thestre and scientific theory is far more
intimate than one may suspect on the bass of the common linguisic origin only”.
Giuseppe O. Longo, professor of Information Theory a the Faculty of Engineering of
Triete and a playwright, detaches himsdf from the mogs accredited opinions of
universty settings (like Cdli's), and mantains that “theeire does not need science, but
man's soul-body. If a man hgppens to be a scientis, it is the same, because dso a
sientis can be the protagonist of a (metascientific) drama. The link between theatre
and science is created through the manscientis, not through the ideas or concepts of
stience. A theaire aming at Staging the concepts of science would be extremely boring
and ineffective. That is why in Il cervello nudo (The Naked Brain) | have tried to
spotlight the tragedy of the characters, ther troubled exigence, their dreams | wanted
these tragedies and dreams to be connected with the scientific adventure’. Tomaso Aste,
of the Group for Scientific Communication of Genovas I.N.F.M. (Naiond Inditute for
the Physics of Matter) wrote in one of his articles. “the direct contact between actors
and the public makes thegtre a perfect means to provide the generd public with an idea
of science as the dynamic and creative work of men and women living through research

and discoveries with enormous enthusasm”. Genova's |.N.F.M. has produced over the



past few years two plays. 1l raggio chiaro della verita. | Curie tra vita e scienza (The
Light Ray of Truth. The Curies between Life and Science), directed by Lea Landi, and
Il tempo al di |a del mare (Time beyond the Sea), written by Anndisa Bianco and taken
from Dava Sobdl’s Longitude

Moving on, findly, to the world of Itdian theaire, the lig of shows and
initiatives that do not ignore the world of science and technology is found to be a long
one, thus debunking the socdled “divison between the two cultures’. Mentioning a
few names may be enough to that effect. Luca Ronconi organized the Sigma-Tau
Project a Milan's Piccolo Teatro, which in 2002, foresees to stage a show about the
infinite written by John Barrow. Cesends Societas Raffaello Sanzio won the U.B.U.
2000 Prize with its show Genesis, which has its opening scene in Marie Curie's study
room. Nagples company Rossotiziano saged Variazioni Majorana (Mgorana
Vaidions) and Gli apprendisti stregoni (The Sorcerer’s Apprentices). Bolognas
Teatrino Clandestino presented the show L’idealista magico (The Magical ldedist), an
“dectrogatic evening” of the late nineteenth century. Bertinoro's (Forli) Gruppo di
Lavoro Masque Teatro has been expeimenting severd forms of theare for years,
managing to unite thestre and science, as in the play Eva Futura (Future Eve), which
takes its ingpiretion from Godd’s Theorem, or in V=RxI, in honour of Nikola Teda
Rimini’s theatre company Giardini Pensili staged 1l cartografo (The Cartographer).
Cusno Milanino's company Aia Taumastica daged Calibania. Mention is dso
desarved by Turin's Teatro Settimo, Cosenza's Kripton, Rimini’s Motus and, lagt but
not leest, Progetto Itaca, regarding an “dectronic sage’ open on the Internet, an idea
Mario Martone had when working a Rome's theaire L’ Argentina. Itdy is dso active in
presenting off-dage thedtricd and scientific events  currently, the Naples yearly
fediva, organised by Teatro Le Nuvole together with Citta della Scienza, and Milan's
“Scena-Scienza”  (Scene-Science), organised by the C.RT. (Centre for Theatrica

Research).

Communicating science through theatrical action

Thegtre was firg used as an interpretive technique for communicating science in
1971, a the Scence Musaum of S Paul, Minnesota The museum subsequently
integrated it with the other components of its programme for the popularisaion of



stience. The technique was then adopted by numerous museums, both in the United
States and in Europe. London's Science Museum, for ingtance, engaged an actor in
1987, and has now an entire theatre company with a repertoire of more than forty
peformances (ranging from red plays on dage to character monologues presented in
the halls of the museum).

Thestrica performances vary: there may be single actors presenting themselves
as renowned scientists of the past, or even groups of actors representing hydrogen aoms
or biologicd cdls not to mention that actors may adso guide the public through the
museum, involving them in a game that is both educationd and entertaining (even more
50 for children). The duration of “theetrical actions’ varies from twenty minutes, in the
cae of a 9mple monologue in a hdl of the museum, to an hour or more in the case of a
complete play.

“Contact” between the museum’s exhibits and the public is the main objective of
the technique disguised actors attract the attention of passers-by and, just like in Sreet
theetre, interact with them by resorting to improvisation. The plays are based on the
historicd aspects of science, or they dissaminae scientific knowledge by demondrating
scientific procedures (what is known as “demondration styl€’) or, again, they ded with
the ethical aspects of the impact of science and technology on our dally lives.

In Amgerdam, to cite one more example, the actors of the Pandemonium
Theatre ae engaged by universties and museums to render expodtions “lively”: there
ae usudly one or two actors playing informd, interactive, short and flexible
performances entalling moments of comic entertainment as well. The gpectators are
asked severd questions during the performances, so as to rouse reflections or whet their
curiogty on issues rdated to physics biology, etc. The higory of scence is the

favouritetopic.

From the point of view of museum objectives, the potentid of theetre for the
dissemingion of <dentific knowledge is (no exaggeraion) huge An undenidble
srength is the opportunity to atract and interest a diverse audience firg of dl, the
shows ae flexible, and can address not only children and families but dso a generic
audience; secondly, vistors can be directly involved (for example, they may participate
in expaiments and have fird-hand experience of scientific reseerch and the history of
discoveries). Theatre is conceved as a didactic means to achieve more complete and

direct communication, as wdl as to arouse interest in science in an informa but above



al entertaining way. The later aspect has been amply debated to determine whether
entertainment predominates over the culturd message, thus giving theetre a role of little
educationa vdue and, consequently, rendering it margind with respect to the other
forms of communication presented in museums. & Paul’s Science Museum investigated
the quegsion and interviewed its vidtors, resching the concluson that “educaion and
entertainmert do not exclude each other: scientific theetre teaches scientific facts and
concepts a the same time as it entertains the public’ ° London's Science Museum, to
mention just one more example, has been presenting daly plays of scientific theetre in
severd of its hdls for ten years, thus attracting and interesting plenty of visitors.

Experience from outsde Ity seems to prove, therefore, that thestre can bring
out the value of the exhibits of a museum while creating a new way of experiencing the
exhibitions. Thus the museum’s desire to bring people closer to the world of science is
materidised, and educaion is enhanced by entertanment, building an extraordinary
didectic indrument. Findly, a further drength of scientific thestre must be underlined.
Such peformances are an essentid pat of museum exhibitions, because the public
know thet their visits will certainly entail & leest one show.

When usng thedre as a means to communicate sctience and idess,
epigemologicd  problems immediatdly aise, since a debate on science cannot be
conducted without giving (and having, more or less constioudy) an imege of it. So
what isthe image of science emerging from such shows?

Museums outside Itay have successfully resorted to thegire to influence the way
scientific processes are perceived and science and scientits are seen. Thesatre is not
conddered a superior form of communication with repect to the others present in the
museum, but rather a different method, one that can unite education and sheer
“entertainment”. The perception of science must therefore be determined in accordance
with the decisons of each and every museum, which must (or should) take care not only
of the scientific content of the exhibitions and the communicaive effectiveness of
theatre, but adso the epigemologicd aspect of it. Undoubtedly, one of the risks to be
taken into account is that of disregarding this point of view in favour of practicd and
imminent purposes. Unfortunately, most performances follow the latter tendency and
expand neither on the themes nor on the problems related to the different conceptions of

° Quinn S, Bedworth J: Sience theatre an ffective interpretive technique in museuns, in
“Communicating science to the public’. Wiley, Chichester (Ciba Foundation Conference), p. 161-174,
1987.
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stience, which may be detrimenta, and lead to disgppointment in terms of its civic and
educationa function (above dl for the young). Consequently, the two mgor
conceptions of stience are the “podtividic’ one associated with publicity, which ams
a atracting the public towards the wonders of science (thus focussng on the
explanation of concepts and theories, or managing to raise awareness about the impact
of tecmology on our daly lives), and a more criticd conception, more concerned with
the possble dangers of technology and science, seen in any case as a sure and rationd
method of exploring the world. Percaiving science as an activity that is utterly human,
not impersond and independent from the historica context, is one of the chalenges that
a museum could pursue by resorting to thestre, an expressve means wdl-suited for this
purpose through its very naure. Short plays classcd stage performances or the lives of
sientigs the best nardive form for the above mentioned epistemologica purposes has
not been identified yet, and gives rise to controversy. The same holds true for the
performances in museums should scripts be committed to individua actors (even more
%0 in the case of improvised short performances) and then reviewed by scientists? Or
should a museum explain the scientific content and guiddines to the playwright and the
director it engages? There is probably no dl-encompasing megicd solution, and the
effectiveness of dl different techniques should be tested case by case.

The eaboration and production of “ided” scientific theatre performances seems
to require, however, a cose cooperation between scientists, researchers, scientific
philosophers, playwrights, directors, actors, scientific communicators and animaors.
only in this way can sarvice qudity be guaranteed, with regard to the educaiond
content, the communicative effectiveness and the epistemol ogica awareness.

Hndly, even more controversy exists in the sector of thestre research. Scientific
thestre in musaums may be consdered a new method of expresson, combining the
vaues of dreet theatre, youth theatre and educationa thegtre (as if it were a renaissance
of the didactic Greek theetre). But there is dways a high risk of fdling into the trgp of
superficidity (thestre as a mere “rhetorica” way of popularisng science), thus creating
poor (bedly written and badly acted) works. There are experiments being carried out on
the subject. In Sweden, for example, Stockholm’'s Klara Soppteater has adopted two
ways of presenting the scientific content without losing sght of the artistic aspect.
Firdly, the scientific concepts are incorporaied in the play, and secondly, a particular
technique has been applied (certanly thanks to the flexibility of Swedish scientistd):
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actors and professors dternate one another on the stage, so that there are moments in
which the experts explan and answer the questions asked by the public and the actors
(somehow comparable to alecture). Two actors and one expert play most performances.

“Sdentific  communic-action” has long been gpplied outsde Itdy (the mogt
recent case in this context is known as café de science: theatrical performances which
take place in public cafeterias and coffee-rooms on precise schedules, to rouse debate on
current and controversd scientific issues, eg. bioethics) but there are & least two
Italian cases that deserve mention.

The first project was created by the theatre company Le Nuvole and supported by
the I.D.1.S. inditute: | Galilei, una storia, una mostra, uno spettacolo (The Gdiles, a
Sory, an Exhibition, a Show), performed in 1997 in the Naples Citta della Scienza. The
project entaled an exhibition entitted “Chamber of Gdilean Wonders’, Bertolt Brecht's
“Gdileo’'s Life’ directed by Michde dd Groso, a seminr and the publication of a
book by CUEN. “The project”, wrote Luigi Amodio, assstant director of the Museo
Vivo della Scienza in Naples, “amed & providing schoolchildren and the young with an
dl-round view of Gdileo's figure, exploring its severd facets through a deverly
devised mixture of communicative techniques [...] The interesting play included an
interactive exhibition in a kind of specidly equipped foyer to place the thedtricd action
in context. A large modd of the solar system, an indined plane, reconstructions of the
tools used, invented or peafected by Gdileo, computer Imulaions of the modeds of
vaious sola sysdems devised before and after Gdlileo's time and of the fdl of weights,
an Internet worksation for searching the resources dedicated to Gdileo and Brecht:
these and other devises were used to “put in context” the vistorsspectators, giving
them back the whaole inventive credtivity of a scientig” © The Padiglione Galileo, a
huge area of 500 square metres with a particular architectural Structure, a trussed roof
and travertine wadls, hosted the whole initictive, as well as scenery by Gae Aulenti.
There were adso projections of films dedicated to Gdileo, in paticular those by
directors Losey, Cavani and Maggi, and a short, slent black-and-white film of 1907. To
quote | Galilei (Tessere, CUEN, 1998): “the actors costumes will adso be part of the
exhibition and they will be like planets in space, just like the stage machinery (exhibited
as pieces of modern at), while a group of muscians will accompany the vist and the
show with percussion. All this, together with the little puppet show in the entrance yard

0 AmodioL.: Lo spettacolo del sapere Scienza Nuova, September 1998.
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of Citta della Scienza, will contribute to the effect of “immerdon” into the Gdilean
dimenson [...]. | Galilei is at, science and entertainment. It is a complex project with
one objective only: to educate; therefore, teach through games and experiments, through
the poetics and drama of theatrical texts’.

The second mgor thestrical episode was staged during the first Scientific Week
for the Young (25 November-10 December 2000) at the Testro Testoni in Bologna. The
project was conducted thanks to the cooperation of Bolognads CN.R. (Nationd
Research Council), Teatro Tedtoni-ragazzi, Raisat, and Tedecom Itdia, as wel as the
contribution of the E.SA. (European Space Agency) and the A.SI. (Itdian Space
Agency). The main theme of the week was space, and schoolchildren were provided
with a four-gage vist within the thedire, envisaging an exhibition, the projection of
ESA. and A.SI. films, an interactive videogame and a performance by Sara Nanni, an
actress from Bologna, impersonating the Canadian adronaut Julie Payette. The children
could thus take part in a red “vigt” to the Internationd Space Station, reproduced on a
sde of 1:10, with the guide of this likesble asronaut, who summarised the most
fascinating aspects of the space enterprise in about forty minutes. She ranged from
experiments in micro-gravity to daly life on board, with light effects and images shown
On a screen,

According to the organizers of the project, “the union between a research
ingitution like the CN.R. and one dedicated to theatre, at and, more generdly, culture
for youth, like the Tearo Testoni, provided an opportunity to communicate scientific
knowledge about space to the young. We ae aming a edablishing a yealy
gopointment, with the god of gpproaching schoolchildren on subjects related to science
and research, by resorting to multimedia technology, to at, and to an gpproach that
includes both education and entertainment”.

Hopefully, events of this kind will be repeated and become common practice in
Ity as wel, just like in Europe and the United States, where they have edtablished
themsdlves for decades.
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