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La mostra Hermann Nitsch e il Teatro curata da Hubert Klocker, direttore della Friedrichshof Collection (Zurndorf-
Vienna), raccoglie una vasta gamma di opere realizzate da uno dei maggiori esponenti viventi dell’Azionismo 
Viennese. L’opera di Hermann Nitsch si snoda attraverso diversi campi d’indagine, che all’Arena Museo Opera a 
Palazzo Forti si articolano in varie sezioni espositive: la composizione di musiche che si possono ascoltare nelle 
VDOH�GHOOD�PRVWUD��L�FRVWXPL�GL�VFHQD�UHDOL]]DWL�SHU�OH�RSHUH�GL�FXL�1LWVFK�KD�FXUDWR�OD�UHJLD�WHDWUDOH��OH�IRWRJUDŵH�
di alcune performance e diverse installazioni realizzate con tecniche miste. 
Grazie ai prestiti concessi dal Museo del Teatro di Vienna, dal Museo Villa Stuck di Moncao, dal Museo Hermann 
Nitsch – Archivio Laboratorio per la Arti Contemporanee di Napoli, prende vita ad AMO un progetto collaterale 
della 12^ edizione di ArtVerona che con Boxart Galleria d’Arte di Verona diventa un’occasione di approfondimento 
VX�XQD�PRVWUD�FKH�ULŶHWWH�VXO�FXRUH�WHDWUDOH�QHOOőDFFH]LRQH�SL»�RULJLQDULD��ULVDOHQWH�DL�ULWL�JUHFL��H�VŵRUD�DOWUHV®�OD�
SL»�PRGHUQD� IRUPD�RSHULVWLFD�WHDWUDOH��8QD� UDFFROWD�JL¢�SUHVHQWDWD�D�0RQDFR�� D�9LOOD�6WXFN��PD� FKH�DG�$02�
LPPHUJH�LO�YLVLWDWRUH�QHOOőDWPRVIHUD�GL�SROLHGULFLW¢�HG�HFOHWWLVPR�FKH�FRQWUDGGLVWLQJXH�OőRSHUDWR�GL�1LWVFK��*UD]LH�
alla collaborazione tra queste istituzioni, la mostra presenta in varie forme espositive, tecnologie multimediali in 
primis, temi e questioni che continuano ad essere fortemente attuali e persistentemente al centro dell’indagine 
delle arti contemporanee; in questo frangente l’Italia si riscopre ricca di istituzioni che collezionano e valorizzano 
le opere dell’artista austriaco.
,O� YLVLWDWRUH� VFRSULU¢� QRQ� VROR� OH� RSHUH� FKH� KDQQR� UHVR�+HUPDQQ�1LWVFK� SRSRODUH� QHOOőDPELWR� GHOOD� FRUUHQWH�
DUWLVWLFD�GL� DSSDUWHQHQ]D��PD�SRWU¢� DSSURIRQGLUH� DOWUH� WHPDWLFKH�� WUDWWDWH�TXL� LQ�PRGR�ŵORORJLFR� H�ŵORVRŵFR��
legate ad argomenti imprescindibili dalla vita umana.
A coronamento dell’omaggio all’artista, e in stretto collegamento con questa mostra, Verona ha ospitato in 
anteprima nazionale il concerto al Palazzo della Gran Guardia che ha visto in programma la Sinfonia per Verona, 
FRPSRVWD�GD�+HUPDQQ�1LWVFK�SURSULR�SHU�OD�QRVWUD�FLWW¢��HVHJXLWD�GDOOő2UFKHVWUD�)LODUPRQLFD�GL�9HURQD�GLUHWWD�
dal Maestro Andrea Cusumano.
Un caloroso ringraziamento va a tutti coloro che hanno reso possibile la realizzazione di questa mostra: il team 
dell’Atelier Hermann Nitsch di Vienna, Rita Nitsch, l’équipe e i collaboratori di Boxart Galleria d’Arte, il Museo 
Nitsch di Napoli e tutto lo staff di ArtVerona. 

Francesco Girondini
Direttore Arena Museo Opera – Palazzo Forti

The Hermann Nitsch and the Theatre exhibition curated by Hubert Klocker, director of the Friedrichshof Col-
lection (Zurndorf/Vienna), presents a huge range of works by one of the most important living exponents of 
Viennese Actionism. Hermann Nitsch’s work winds its way through various areas of artistic investigation, as 
we see in the various sections in the Arena Museo Opera at Palazzo Forti. These include musical compositions, 
which can be heard in the exhibition galleries, stage costumes made for the theatre productions directed by 
Nitsch, photographs of various performances and a number of installations made using a variety of media. 
The loans granted by the Theatermuseum in Vienna, the Villa Stuck Museum in Munich, and the Museo 
Hermann Nitsch – Archivio Laboratorio per le Arti Contemporanee in Naples have made it possible to launch 
AMO, a side project of the 12th edition of ArtVerona. Together with Boxart Galleria d’Arte of Verona, ArtVe-
URQD�KDV�EHFRPH�DQ�RSSRUWXQLW\� WR� LQYHVWLJDWH�DQ�H[KLELWLRQ�WKDW� UHŶHFWV�RQ�WKH�HVVHQFH�RI� WKHDWUH� LQ� LWV�
most original form, dating back to Greek rituals, while also venturing into the most modern forms of opera 
and theatre. The collection has already been shown at the Villa Stuck in Munich, but at AMO it plunges the 
visitor into the multidimensional eclectic world of Nitsch’s art. Thanks to cooperation between these institu-
tions, the exhibition is being put on in various forms, primarily with the use of multimedia technologies. It 
presents issues that continue to be highly relevant today and constantly at the centre of contemporary art 
research. At this point, it is interesting to see how Italy has a wealth of institutions that collect and promote the 
Austrian artist’s works.
The visitor will discover not just the works that made Hermann Nitsch so popular within his own artistic move-
ment, but also other issues, which are looked at here in a philological and philosophical manner, concerning 
matters inextricably linked with human life.
As a culmination of the homage to the artist, and in close connection with this exhibition, Verona hosted the 
premiere Symphony for Verona, composed by Hermann Nitsch for our city and performed, in a concert at the 
Palazzo della Gran Guardia, by the Philharmonic Orchestra of Verona conducted by Maestro Andrea Cusumano.
Our warmest thanks to all those who have made this exhibition possible: the team of the Atelier Hermann 
Nitsch in Vienna, Rita Nitsch, the team and collaborators of Boxart Galleria d’Arte, the Museo Nitsch in Naples 
and all the staff of ArtVerona. 

Francesco Girondini
Director,  Arena Museo Opera – Palazzo Forti
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“That which is endlessly reproduced by PHOTOGRAPHY only happened once: it repeats mechanically what can 
never be repeated existentially.” (Roland Barthes, &DPHUD�/XFLGD��5HŶHFWLRQV�RQ�3KRWRJUDSK\)1

,Q�P\�PHPRU\��,�VHH�WKH�ŵUVW�KDOI�RI�WKH�����V��WKH�SHULRG�GXULQJ�ZKLFK�,�EHFDPH�DFTXDLQWHG�ZLWK�+HUPDQQ�1LWVFK�
and his work – an art which challenged me in its emotional depth, moral claims, and great aesthetic achievements, 
but also in its readiness to fail – largely in shades of grey. That may well be just a personal problem of mine, and 
perhaps it is only a media-aesthetic reverberation from around the year 1970, when the beginnings of colour 
television still lay not so far back. Yet on the other hand, I associate precisely this sensational technical innovation 
ZLWK�WKH�ŵUVW�PRRQ�ODQGLQJ��HYHQ�WKRXJK�WKRVH�LPDJHV�ZKLFK�DUH�HWFKHG�RQ�WKH�FROOHFWLYH�PHPRU\��VKRZLQJ�WKH�
VWUDQJH�PRYHPHQWV�RI�WKH�DVWURQDXWV�RQ�WKH�VXUIDFH�RI�WKH�PRRQ��ZHUH�YHULŵDEO\�WUDQVPLWWHG�LQ�EODFN�DQG�ZKLWH��
The majority of the images that impressed me most, including precisely those of scenes from Hermann Nitsch’s 
Action Theatre, remain in my memory as images in shades of grey (ill.1). Today, that may be hard to imagine for all 
those who became acquainted with his art after the digital revolution in imaging and printing technology, which 
has in the meantime given rise to a great media presence of colour photographs showing the central scenes and 
symbols of the 2UJLHQ�0\VWHULHQ�7KHDWHU. Yet forty years ago it could not have been otherwise, since the majority of 
WKH�SKRWRJUDSKV�DQG�ŵOPV�ZKLFK�ZHUH�WDNHQ�DW�1LWVFKőV�$FWLRQV�LQ�WKH�����V�DQG�DURXQG�������DQG�ZKLFK�HQDEOH�
us to access this early phase of the original implementation of the o.m. theater, were printed in grey tones, as a 
UHVXOW�RI�IRUPDO�FRQVLGHUDWLRQV�DQG�GXH�WR�WKH�OLPLWHG�ŵQDQFLDO�PHDQV�DYDLODEOH�IRU�SURGXFWLRQ�
This simple method of reproduction dominated the history of analog photography, and for a long time was the 
SUHIHUUHG�WHFKQLTXH�RI�UHSURGXFWLRQ�LQ�WKH�ŵHOG�RI�DUWLVWLF�SKRWRJUDSK\��RQ�DFFRXQW�RI�LWV�WHQGHQF\�WR�SURYLGH�DQ�
image that brings out contrasts well and can therefore condense the message of a picture, or to put it a better 
way, reduce it to essentials. The shots of the o.m. theater which were made in the 1960s had a predominantly 
documentary character, since Nitsch was not interested in the production of high-quality prints in the sense of slick 

The Desire for De-trivialized Love – 
Hermann Nitsch’s Celebration of Existence

Hubert KlockerHubert Klocker

œ&L´�FKH�ª�LQŵQLWDPHQWH�ULSURGRWWR�GDOOD�)272*5$),$�ª�DFFDGXWR�XQD�YROWD�VROWDQWR��HVVD�ULSURGXFH�PHFFDQLFDPHQWH�
ciò che non può essere ripetuto esistenzialmente.” (Roland Barthes, &DPHUD�/XFLGD��5LŶHVVLRQL�VXOOD�IRWRJUDŵD)1

1HOOD�PLD�PHPRULD��ULYHGR�OD�SULPD�PHW¢�GHJOL�$QQL�6HWWDQWD��RYYHUR�LO�SHULRGR�LQ�FXL�VRQR�YHQXWR�D�FRQRVFHQ]D�GHO�
ODYRUR�GL�+HUPDQQ�1LWVFK�Ŏ�XQ�WLSR�GL�DUWH�FKH�PL�KD�VŵGDWR�FRQ�OD�VXD�SURIRQGLW¢�HPR]LRQDOH��OH�VXH�ULYHQGLFD]LRQL�
morali, i suoi risultati estetici, ma anche con la sua attitudine ad accettare il fallimento – in gran parte in sfumature di 
grigio. Ciò potrebbe essere benissimo un problema mio e forse è soltanto un riverbero mediatico-estetico a partire 
FLUFD�GDOOőDQQR�������TXDQGR�JOL�HVRUGL�GHOOD�WHOHYLVLRQH�D�FRORUL�QRQ�HUDQR�SRL�FRV®�ORQWDQL��'őDOWUR�FDQWR��WXWWDYLD��LR�
DVVRFLR�SUHFLVDPHQWH�TXHVWD�LQQRYD]LRQH�WHFQLFD�DO�SULPR�DOOXQDJJLR��EHQFK«�VL�SRVVD�YHULŵFDUH�FKH�TXHOOH�LPPDJLQL��
LQFLVH�QHOOD�PHPRULD�FROOHWWLYD��FKH�PRVWUDQR�JOL�VWUDQL�PRYLPHQWL�GHJOL�DVWURQDXWL�VXOOD�VXSHUŵFLH�GHOOD�/XQD��VLDQR�
VWDWH�WUDVPHVVH�LQ�ELDQFR�H�QHUR��/D�PDJJLRU�SDUWH�GHOOD�LPPDJLQL�FKH�PL�KDQQR�LPSUHVVLRQDWR�GL�SL»��LQFOXVH�SHU�OD�
precisione quelle di scene del Teatro di Azione di Hermann Nitsch, rimangono nella mia memoria come immagini 
in bianco e nero (ill.1���2JJL��FRVD�FKH�SX´�HVVHUH�GLIŵFLOH�GD�LPPDJLQDUH�SHU�WXWWL�TXHOOL�FKH�KDQQR�FRQRVFLXWR�OD�
sua arte dopo la rivoluzione digitale della tecnologia che produce e stampa le immagini, questa rivoluzione ha dato 

RULJLQH�QHO�IUDWWHPSR�D�XQD�PDVVLFFLD�SUHVHQ]D�PHGLDWLFD�GHOOH�IRWRJUDŵH�D�FRORUL�
che mostrano le scene centrali e i simboli del 7HDWUR�GHOOH�2UJH�H�GHL�0LVWHUL��
Tuttavia, quarant’anni fa non avrebbe potuto essere diversamente, giacché la 
PDJJLRU�SDUWH�GHOOH�IRWRJUDŵH�H�GHL�ŵOPDWL�VFDWWDWL�H�JLUDWL�GXUDQWH�OH�D]LRQL�GL�
Nitsch degli anni Sessanta e intorno al 1970, e che ci permettono di avere accesso 
alla fase iniziale dell’implementazione del 7HDWUR�GHOOH�2UJH�H�GHL�0LVWHUL��sono 
state stampate nei toni del grigio, come risultato sia di considerazioni formali che 
GHOOD�OLPLWDWH]]D�GHL�PH]]L�ŵQDQ]LDUL�GLVSRQLELOL�SHU�OD�SURGX]LRQH��
4XHVWR�VHPSOLFH�PHWRGR�GL�ULSURGX]LRQH�KD�GRPLQDWR�OD�VWRULD�GHOOD�IRWRJUDŵD�
analogica e per lungo tempo è stata la tecnica preferita di riproduzione nel campo 
GHOOD�IRWRJUDŵD�DUWLVWLFD��VXOOD�VFRUWD�GHOOD�VXD�WHQGHQ]D�D�RIIULUH�XQőLPPDJLQH�FKH�
restituisce bene i contrasti e può per questo condensare il messaggio dello scatto, 
o per meglio dire, ridurre il messaggio alla sua essenza. Gli scatti dell’o.m. theater 
che sono stati eseguiti negli Anni Sessanta avevano un carattere prettamente 
documentaristico, poiché Nitsch non era interessato alla produzione di stampe di 
DOWD�TXDOLW¢�QHO�VHQVR�GL�IRWRJUDŵH�ULFHUFDWH�QHOOD�WHFQLFD�H�QHOOD�FRPSRVL]LRQH��R�
stampe su carte costose e a lunga durata (ill. 2). Egli si è concentrato soprattutto 

sullo sviluppo delle strutture sistematiche e drammatiche nonché sulle questioni teoretiche dietro il suo Evento, 
FKH�ª�FRQFHSLWR�FRPH�XQD�&HOHEUD]LRQH��YHUR�QXFOHR�GHOOD�VXD�RSHUD��H�KD�DGRWWDWR�XQD�SRVL]LRQH�SL»�FULWLFD�VXL�
PHGLD�ULVSHWWR�DL�VXRL�SL»�YLFLQL�FRPSDJQL�GHOOő$]LRQLVPR�9LHQQHVH��*��%UXV��2��0XHKO�H�5��6FKZDU]NRJOHU��'DWR�FKH�OD�
&HOHEUD]LRQH�ª�TXDOFRVD�FKH�GHYH�HVVHUH�VSHULPHQWDWD�GLUHWWDPHQWH��QRQ�ª�VXIŵFLHQWH�WUDVIHULUOD�DWWUDYHUVR�XQ�PH]]R��
di qualsiasi tipo. 
6WUHWWDPHQWH�FRQQHVVD�DOOD�GRPDQGD�FHQWUDOH�FKH�1LWVFK�SRVH�VXOOD�IXQ]LRQH�GHOOőDUWH�IX�OD�QHFHVVLW¢�GL�VYROWDUH�ULVSHWWR�
ai tradizionali livelli di rappresentazione in letteratura, nella drammaturgia, in teatro e nel dipingere, per estendere le 
SRVVLELOLW¢�ŵQR�DO�FDPSR�GL�XQőRSHUD�LPPHGLDWD�DWWUDYHUVR�VLJQLŵFDQWL�H�PDWHULDOL�SHUFHWWLELOL�FRL�VHQVL��6ROR�LQ�TXHVWR�

Il desiderio dell’amore debanalizzato – 
La Celebrazione dell’Esistenza di Hermann Nitsch

ill. 1

1975
Hermann Nitsch
Azione n.50/50th Action
stampa BN su carta baritata/ 
B/W prints on baryta paper
Dall’edizione/From the edition  
Das Orgien Mysterien Theater, 1977 
stampata da/published by Archivio 
Francesco Conz, Verona

Sammlung Friedrichshof, Zurndorf-
Vienna

ill. 2

1964
Hermann Nitsch

Azione n.5/5th Action
c-print, 60 x 40 cm 

Foto/Photo: Peter Jurkowitsch 
Dono dell’artista/Gift of the artist 

mumok, Vienna
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PRGR��OD�GUDPPDWXUJLD��LO�WHDWUR�H�OőDUWH�LQ�JHQHUDOH��ULFDWWXUDQR�VLD�OD�ORUR�DXWHQWLFLW¢�FKH�LO�SRWHQ]LDOH�GL�SURFHVVR�
cognitivo analitico e quasi terapeutico a cui Nitsch aspira. La sua visione e la sua implementazione verso un’opera 
UHDOH�HG�HIŵFDFH�TXLQGL�DQG´�ROWUH��HVWHQGHQGR�OőDUWH�YLVLYD�DWWUDYHUVR�OD�SHUIRUPDQFH�HVVD�PLUDYD�D�UDJJLXQJHUH�XQ�
HIIHWWR�FKH�FDPELDVVH�GLUHWWDPHQWH�OD�VRFLHW¢��
L’uso della telecamera e poi della videocamera per registrare e trasformare le Azioni di molti dei suoi amici artisti e 
FROOHJKL�HEEH�XQőLQŶXHQ]D�VXJOL�HYHQWL�GHOOD�VSHULPHQWD]LRQH�FLQHPDWRJUDŵFD��FKH�HUD�PROWR�SRSRODUH�DOOőHSRFD��VL�
pensi solo all’importanza dell’Oberhausen Film Days per il Cinema Strutturalista, o del giovane Cinema Francese 
o del nuovo Cinema Tedesco). Nitsch comunque non era interessato a questo, ma insistette piuttosto sul primato 
dell’esperienza diretta di coloro che partecipavano ai suoi eventi e sul loro confronto immediato con l’Evento, che 
l’artista stesso caratterizzava come una “Celebrazione dell’Esistenza”.

Negli Anni Settanta, se qualcuno visitava mostre come Documenta 5, poteva trovare stampe in bianco e nero che 
GDYDQR�LQIRUPD]LRQL�FLUFD�LO�VXR�WHDWUR�H�FKH�HUDQR�JL¢�VWDWH�HVSRVWH�DOOD�1HZ�<RUNHU�)LOP�0DNHUVő�&LQHPDWKHTXH�H�DOOD�
Judson Church. Oppure, si andava in qualche libreria selezionata per comprare delle pubblicazioni, solitamente in 
bianco e nero, come la serie Interfunktionen (Interfunzioni), edita a Francoforte, o il catalogo della mostra +DSSHQLQJ�
	�)OX[XV�� il manifesto Aktionsraum 1° (Stanza-Azione n°1) di Monaco, o il peso massimo della polemica visiva di 
Peter Weibel e Valie Export, Vienna. Opera-Compendio dell’Azionismo e del Cinema Viennese. Le lucide illustrazioni 
a colori, spesso persino incollate a mano, erano di solito riservate al Modernismo classico, o alla Pop Art, ed era solo 
in rari casi, come nella pubblicazione /ő$UWH�GHJOL�$QQL�6HVVDQWD�QHO�:DOOUDI�5LFKDUW]�0XVHXP�GL�&RORQLD, progettata 
JUDŵFDPHQWH�GD�:ROI�9RVWHOO��FKH�GDYYHUR�OD�QHR�DYDQJXDUGLD�UDJJLXQJHYD�OR�VWDWXV�GHO�FRORUH�Ŏ�QRQRVWDQWH�OD�VXD�
tendenza performativa fosse esclusa in ogni caso. Molti libri mi hanno portato verso una riduzione visiva d’insieme 

nella mia memoria e forse proprio per quel motivo anche a una 
accentuazione formale. Soprattutto ci sono due altre posizioni, da una 
prospettiva presente, che sono associate nella mia mente all’estetica 
condensata delle immagini in toni di grigio che erano caratteristiche 
della presentazione mediatica dell’evento artistico di Nitsch a quel 
tempo. Oggi penso al suo intenso effetto analitico e mnemo-tecnico in 
connessione con l’opera di Pier Paolo Pasolini e Gerard Richter, e vedo 
alcune illuminanti caratteristiche comuni nel contenuto e nella forma 
dei loro gesti.

Il capolavoro di Pasolini, Teorema – Geometria dell’Amore, che risale al 
1968, inizia nello stile del Neorealismo Italiano, con scene in bianco e 
nero che introducono i membri della famiglia e il loro comportamento 
di ogni giorno. Solo quando il visitatore misterioso arriva durante un 
party alla villa di famiglia, Pasolini vira in corso verso il colore, all’interno 

GHO� FRQWHVWR� GHOOD� VXD� QDUUDWLYD� GHOOD� VHQVXDOLW¢�� GHOOD� URWWXUD� GHOOH� UHJROH� H� GHOOR� VFDWHQDPHQWR� GHOOH� SXOVLRQL�
– persino quando, nel caso della moglie del magnate industriale e madre, è una pulsione di morte. Dopo che il 
visitatore ha avuto relazioni sessuali con tutti i membri della famiglia e ha distrutto in maniera permanente la loro 
IUDJLOH�LGHQWLW¢�QHOOD�œJHRPHWULD�GHOOőDPRUHŔ�FKH�FRVWLWXLVFH�LO�QXFOHR�IDPLOLDUH�H�OD�VRFLHW¢��HJOL�SDUWH�DOOőLPSURYYLVR��
lasciando dietro di lui i singoli individui con i loro desideri repressi e le loro passioni irrisolte. Pasolini, che in questi 
DQQL�HUD�JL¢�GLYHQXWR�SURJUHVVLYDPHQWH� FULWLFR�H�GLVLOOXVR� FLUFD� LO�SRWHQ]LDOH�GHL�ŵOP� �GHO� FLQHPD�� FRPH�HIŵFDFH�
mezzo espressivo di massa, completò la sua storia con un’impressionante scena arcaica, in cui allude, come Freud 
fa ne Il 'LVDJLR�GHOOD�&LYLOW¢ (&LYLOL]DWLRQ�DQG�,WV�'LVFRQWHQWV), a un’area della psiche/anima umana oltre a quella del 
linguaggio e dell’ideologia, scenario in cui anche l’arte di Hermann Nitsch è di casa. Nella scena si vede il patriarca di 
famiglia vagare nudo, emettere profonde urla esistenziali, in un paesaggio vulcanico pallido e quasi esangue che è 
VLQRQLPR�GHOOH�LPPDJLQL�LQ�ELDQFR�H�QHUR�GHOOőLQL]LR�GHO�ŵOP��
La notevole indagine di Gerard Richter sulla morte dei membri di spicco della RAF – Frazione dell’Armata Russa (la 
%DQGD�%DDGHU�0HLQKRI���LQFDUFHUDWL�ŵQ�GDO������D�6WDPPKHLP��DOOR�VWHVVR�PRGR�ID�DSSHOOR�DOOD�QRVWUD�SHUFH]LRQH�

photographic techniques and composition, or prints on expensive and long-lasting paper (ill.2). He concentrated 
primarily on the development of the systematics, dramatic structures and theoretical argumentation behind his 
event, which was conceived as a celebration, as the actual core of his work, and he adopted a position that was 
more critical of the media than those of his closest companions in Viennese Actionism, G. Brus, O. Muehl and R. 
6FKZDU]NRJOHU��6LQFH�D�FHOHEUDWLRQ�LV�VRPHWKLQJ�WKDW�KDV�WR�EH�H[SHULHQFHG�GLUHFWO\��LW�FDQQRW�VXIŵFH�WR�WUDQVSRUW�
it through a medium, of whatever kind. 

Closely connected with this central demand that Nitsch made on the function of art was the necessity of breaking 
through traditional levels of representation in literature, drama and painting, and of extending design possibilities 
LQWR�WKH�ŵHOG�RI�LPPHGLDWH�ZRUN�E\�PHDQV�RI�VHQVXDOO\�SHUFHSWLEOH�PDWHULDOV�DQG�VLJQLŵHUV��2QO\�LQ�WKLV�ZD\�FRXOG�
drama, theatre, and art in general, recapture both its genuineness and the potential of an analytical and almost 
WKHUDSHXWLF�FRJQLWLYH�SURFHVV�WKDW�1LWVFK�VR�GHVLUHG��+LV�YLVLRQ�DQG�LWV�LPSOHPHQWDWLRQ�LQ�D�UHDO�DQG�HIŵFDFLRXV�ZRUN�
of art therefore went beyond extending visual art through performance, it aimed at achieving an effect that would 
directly change society.
7KH�XVH�RI�WKH�ŵOP�FDPHUD��DQG�ODWHU�WKH�YLGHR�FDPHUD��WR�UHFRUG�DQG�WUDQVIRUP�WKH�$FWLRQV�RI�PDQ\�RI�KLV�DUWLVW�
IULHQGV�DQG�FROOHDJXHV�KDG�DQ�LQŶXHQFH�RQ�WKH�HYHQWV�RI�WKH�H[SHULPHQWDO�ŵOP�VFHQH��ZKLFK�ZDV�YHU\�SRSXODU�DW�WKDW�
WLPH��RQH�QHHG�RQO\�WKLQN�RI�WKH�VLJQLŵFDQFH�RI�WKH�2EHUKDXVHQ�)LOP�'D\V�IRU�6WUXFWXUDO�)LOP��RI�WKH�\RXQJ�)UHQFK�
FLQHPD�RU�RI�WKH�QHZ�*HUPDQ�ŵOP���
Nitsch, however, was not interested in that, but insisted rather on the primacy of the direct experience of those 
who participated in his festivities and their immediate personal confrontation with the event, which he himself 
characterised as a “celebration of existence”. 

In the 1970s, if one visited exhibitions such as Documenta 5��RQH�ZDV�DEOH�WR�ŵQG�EODFN�DQG�ZKLWH�SULQWV�SURYLGLQJ�
information about his theatre, which had already been shown at the New Yorker Film-Makers’ Cinematheque and 
at the Judson Church. Otherwise one went to selected booksellers to purchase publications, usually in black-and-
white, such as the series Interfunktionen, published in Frankfurt, the catalogue of the exhibition +DSSHQLQJ�	�)OX[XV�
the manifesto of Aktionsraum 1 in Munich or the visually heavyweight polemic by Peter Weibel and Valie Export, 
:LHQ�Ŏ�%LOGNRPSHGLXP�:LHQHU�$NWLRQLVPXV�XQG�)LOP. Glossy colour illustrations, often even glued in by hand, were 
usually reserved for classical modernism or pop art, and it was only in special cases, such as the publication Kunst 
GHU�VHFK]LJHU�-DKUH�LP�:DOOUDI�5LFKDUW]�0XVHXP�.¸OQ, designed by Wolf Vostell, did the neo-avantgarde attain colour 
status – although its performative trends tended to be excluded anyway. Many other books have led to an overall 
visual reduction in my memory, yet perhaps precisely for that reason also to a formal accentuation. Above all, there 
are two further positions which, from a present-day perspective, remain associated in my mind with the condensed 
aesthetics of grey tone images that were characteristic of the media presentation of Nitsch’s event art at that time. To 
this day, I think of its intense analytical and mnemo-technical effect in connection with work by Pier Paolo Pasolini 
and Gerhard Richter, and see enlightening common features in their gestures of content and form. 

Pasolini’s masterpiece 7HRUHPD�Ŏ�*HRPHWU\�RI�/RYH, which was made in 1968, begins in the style of the Italian 
Neorealismo, with black-and-white scenes which introduce the family members and their everyday behavior. Only 
when the mysterious visitor arrives during a party at the family villa does Pasolini change over to colour, within 
the context of his narrative of sensuality, the breaking of rules and the unleashing of drives – even when, as in the 
case of the wife of the industrial magnate and mother, it is a death drive. After the visitor has had sexual relations 
with all the members of the family and permanently shattered their fragile identity within the ‘geometry of love’ 
that constitutes the family and society, does he makes a surprise departure, leaving behind him the individual 
persons with their suppressed and unresolved desires and passions. Pasolini, who in these years had already 
EHFRPH�LQFUHDVLQJO\�FULWLFDO�DQG�GLVLOOXVLRQHG�ZLWK�UHJDUG�WR�WKH�SRWHQWLDO�RI�ŵOP��FLQHPD�ŵOP��DV�DQ�H[SUHVVLYH�
DQG�HIŵFDFLRXV�PDVV�PHGLXP��HQGHG�KLV�VWRU\�ZLWK�DQ�LPSUHVVLYHO\�DUFKDLF�VFHQH��LQ�ZKLFK�KH�LQWLPDWHV��UDWKHU�
as Freud does in &LYLOL]DWLRQ�DQG�,WV�'LVFRQWHQWV, an area of the human psyche/soul beyond that of language and 
ideology, a landscape in which the art of Hermann Nitsch is also at home. The family patriarch is seen wandering 
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GHOOH�WUDJLFKH�FRQVHJXHQ]H�GHOOD�K\EULV�XPDQD��SURGXFHQGR�VHQWLPHQWL�GL�VJRPHQWR�H�SXULŵFD]LRQH�FDWDUWLFD��1HOOD�
sua serie 18. Ottobre 1977 (ill.3), realizzata negli Anni Ottanta, durante una fase in cui lavorava quasi esclusivamente 
VX�IRWRJUDŵH�FRQ�VWUXWWXUH�DVWUDWWH�GDL�FRORUL�EULOODQWL��5LFKWHU�WRUQ´�DG�XQD�WHFQLFD�VWLOLVWLFD�FKH�DYHYD�VYLOXSSDWR�QHJOL�
Anni Sessanta. In quei giorni egli avrebbe dipinto impressioni che emergevano dal buio della memoria, solitamente 
VIRFDWH�H�GHULYDWH�GDOOH�IRWRJUDŵH��1HOOH�TXLQGLFL� WHOH�FKH�FRPSUHQGRQR�OőXOWLPD�VHTXHQ]D�GL�GLSLQWL��HJOL�XVD�XQ�
OLQJXDJJLR�SLWWRULFR�FKH�ª�DQFRUD�SL»�DIŵODWR��HFFH]LRQDOPHQWH�SUHVHQWH�QHOOD�VXD�FRPSRVL]LRQH�JHQHUDOH��H�EUXWDOH�
QHO�VXR�HIIHWWR��DOOR�VFRSR�GL�ULYLWDOL]]DUH�OD�PHPRULD�GHO�FRV®�GHWWR�œ$XWXQQR�7HGHVFRŔ�GHO�������XQ�HYHQWR�WUDJLFR�H�
traumatizzante che è scivolato nell’inconscio collettivo dell’intera nazione. Questo evento fu particolarmente tragico 
poiché fu parte di un processo che era iniziato con il tentato assassinio di Rudi Dutschke: ovvero il fallimento dello 
sviluppo socio-politico in Europa, in cui la prima vera generazione post-bellica aveva esplicitamente cercato di scendere 
D�SDWWL�FRQ�L�PLVIDWWL�H�L�FULPLQL�GHO�SDVVDWR�1D]LRQDO�6RFLDOLVWD��&L´�IX�WUDXPDWLFR�SHUFK«�TXHVWD�ULEHOOLRQH�SDFLŵVWD�
FRQWUR� OD� YHFFKLD� JHQHUD]LRQH�� FDUDWWHUL]]DWD� GDOOD� SUHRFFXSD]LRQH� VX� WHPL� TXDOL� OD� SDULW¢� VHVVXDOH�� OőHGXFD]LRQH�
DQWLDXWRULWDULD��LO�ULŵXWR�GHO�FRQVXPLVPR��LO�GLVDUPR�QXFOHDUH�H�OD�OLEHUDOL]]D]LRQH�GHOOD�SVLFKLDWULD��ŵQ®�LQ�XQR�VFHQDULR�
violento. 
3X´�HVVHUH�FKH�OD�IRWRJUDŵD��FRPH�VRWWROLQHD�5RODQG�%DUWKHV��œVFKLDFFL�LO�WHPSRŔ��PD�DUWLVWL�FRPH�5LFKWHU��3DVROLQL�H�
1LWVFK��PDOJUDGR�OH�SRVL]LRQL�GLIIHUHQWL�FKH�RFFXSDQR�QHO�ORUR�XVR�GHL�PHGLD�H�GHOOH�SRVVLELOLW¢�GUDPPDWLFKH���KDQQR�
VYLOXSSDWR�VWUDWHJLH�SRWHQWL�SHU�YLVXDOL]]DUH�LO�SDVVDWR�QHO�VHQVR�GL�SURJUHVVLYD�SUHVD�GL�FRVFLHQ]D�GHOOD�UHDOW¢�GD�SDUWH�
della gente. 

Alcuni sviluppi nell’Azionismo Viennese sono giustamente interpretati come parte della rivolta della generazione del 
�����Ŏ�H�QHOOR�VSHFLŵFR�GHOOD�VXD�YDULDQWH�$XVWULDFD��/D�GLVVH]LRQH�LGHRORJLFDPHQWH�FULWLFD�LQ�Teorema – Geometria 
GHOOH� 3DVVLRQL�GL� 3DVROLQL�� FRV®� FRPH� OőLQFLVLYD� YHGXWD� LQ� FLQTXH� SDUWL� GL� 5LFKWHU� VX� XQD� VSHFLŵFD� H� WUDJLFD� UHDOW¢�
politica, possono anche essere visti in questo contesto. Nitsch negava qualsiasi affermazione politica concreta nel suo 
lavoro, forse però proprio per quella ragione l’o.m. theater è stato di frequente interpretato contro lo sfondo del suo 
FRQWHVWR�VRFLR�SROLWLFR��DQFKH�VRSUDWWXWWR�SHU�OD�VXD�SUHVHQWD]LRQH�HVWHWLFR�PHGLDWLFD�H�LO�SULPDWR�GHOOD�YHULGLFLW¢�H�GHO�
libertarismo promosso dall’Azionismo Viennese in generale e nel lavoro di Hermann Nitsch in particolare.
2JJL�� GRSR� LO� VDOWR� GL� TXDOLW¢� GLJLWDOH� QHL�PHGLD�� H� DQFKH� GHFLVDPHQWH� FRPH� FRQVHJXHQ]D� GHOOőDSSURSULD]LRQH�
GHOOD�VFHQRJUDŵD�GHOOőo.m. theater per provocare il feticismo visivo che prevale ovunque e che nel consumismo è 
impiegato in maniera strategicamente perfetta, la mediazione pittorica dell’o.m. theater è aumentata verso ciò che è 
probabilmente una schiacciante e – secondo la sua ricezione – una strategica critica di massa, dipinta in colori lucidi e 
EULOODQWL��6HPEUHUHEEH�FKH�OőLQŶD]LRQDWR�VRUJHUH�GL�XQD�PDUHD�GL�LPPDJLQL�DEELD�VHSROWR�LO�QXFOHR�YHUR�H�SURSULR�GHOOD�
YRORQW¢�GL�1LWVFK�Ŏ�WXWWL�FUHGRQR�GL�FRQRVFHUH�OD�VXD�DUWH��PD�GLIŵFLOPHQWH�TXDOFXQR�ª�VWDWR�DOOD�SHUIRUPDQFH�GHOOD�VXD�
Celebrazione dell’Esistenza del 1998, attuatasi nonostante la massiccia resistenza politica, e tuttavia concretizzatasi 
nella sua interezza per la prima volta in assoluto. Dopo tutto, non si dovrebbe evitare di considerare il fatto che 
WXWWH�OH�DOWUH�SHUIRUPDQFH�Ŏ�H�FH�QH�VRQR�VWDWH�SL»�GL�FHQWR�GDO������Ŏ�VLDQR�VWDWH�IRQGDPHQWDOPHQWH�LVWDQWDQHH�
H�GLPRVWUD]LRQL�GHL�PRWLYL�H�GHOOD�JHVWXDOLW¢�FHQWUDOL�GHO�VXR�WHDWUR��5LFRQRVFHUH�FKH�1LWVFK�DEELD�GRYXWR�DIIURQWDUH�
GLIŵFLOL�FRQGL]LRQL�HFRQRPLFKH�QHOOR�VYLOXSSDUH�H�DWWXDUH�OH�VXH�LGHH�VLJQLŵFD�DQFKH�FKH�OD�VXD�RSHUD�GUDPPDWLFD�
SX´��LQ�XQD�FHUWD�PLVXUD��HVVHUH�FODVVLŵFDWD�FRPH�XWRSLVWLFD��)RUVH�LO�GXEELR�SHUVLVWHQWH�GHOOőDUWLVWD�VXO�IDWWR�FKH�LO�VXR�
FRQFHWWR�VDUHEEH�PDL�SRWXWR�HVVHUH�DWWXDWR�QHOOD�VXD�WRWDOLW¢�ª�VWDWR�DQFKH�LO�PRWLYR�GHOOH�VXH�DPSLH�HODERUD]LRQL�
teoriche e della serie di cosiddetti “drammi da leggere”, irrealizzabili semplicemente a causa delle loro dimensioni, 
che fanno parte della sua produzione letteraria, un aspetto del lavoro di questo eccezionale artista-outsider che riceve 
ancora troppa poca attenzione. Tuttavia Nitsch non ha ammesso limitazioni di numero – al contrario. La dichiarazione 
del suo amico Oswald Wiener è rilevante qui, nonostante le differenze fondamentali nel modo di pensare le 
SRVVLELOLW¢�GHO�OLQJXDJJLR��œ1LWVFK�HIIHWWLYDPHQWH�VROOHYD�OD�SLHWUD��SHU�GDUH�XQR�VJXDUGR�DOOőLQVHWWR��PD�SRL�DO]D�JOL�
LQVHWWL��SHUFK«�FRSURQR�LO�VXROR��SRL�VFDYD�XQD�IRVVD��SHUFK«�OD�WHUUD�VWD�RVWDFRODQGR�OD�YLVXDOH��(JOL�QRQ�VL�SX´�SL»�
fermare. Lui è mio amico perché sa far oscillare un martello.” 2

7RUQLDPR� DO� VLJQLŵFDWR� GHOOőLPPDJLQH� D� FRORUL� LQ� FRQWUDVWR� FRQ� OőLPPDJLQH� LQ� ELDQFR� H� QHUR�� 4XHVWR� HOHPHQWR�
FRPSRVLWLYR�ª�VWDWR�JL¢�XVDWR�GDOOőDUWLVWD�QHO�VXR�SULPR�OLEUR��LO�YROXPH�1LWVFK��2UJLHQ�0\VWHULHQ�7KHDWHU (pubblicato 
QHO������GD�0�5=�9HUODJ�'DUPVWDGW���FKH�VFULVVH�PHQWUH�YLYHYD�D�0RQDFR��HVVHQGRVL�VSRVWDWR�GRSR�DQQL�GL�GLIŵFROW¢�

around naked, uttering profoundly existential screams, in an almost colourlessly pale volcanic landscape which 
LV� V\QRQ\PRXV� ZLWK� WKH� EODFN�DQG�ZKLWH� LPDJHV� DW� WKH� EHJLQQLQJ� RI� WKH� ŵOP�� *HUKDUG� 5LFKWHUőV� UHPDUNDEOH�
examination of the death of the leading members of the Roten Armee Fraktion (the Baader-Meinhof Gang), who 
had been incarcerated in Stammheim since 1972, likewise appeals to our perception of the tragic consequences 
of human hybris, effectuating feelings of dismay and cathartic realisation. In his series 18. Oktober 1977 (ill.3), 
made in the 1980s, during a phase of his work in which he was working almost exclusively on brightly coloured 
abstract structural pictures, Richter returned to a stylistic technique which he had developed in the 1960s. In those 
days he would paint impressions emerging from the darkness of memory, usually indistinctly blurred and derived 
IURP�SKRWRJUDSKV��,Q�WKH�ŵIWHHQ�FDQYDVHV�FRPSULVLQJ�WKH�ODWHU�VHTXHQFH�RI�SDLQWLQJV�KH�XVHV�D�SLFWRULDO�ODQJXDJH�
that is even sharper, extraordinarily present in its general combination, and brutal in its effect, in order to revive 
the memory of the so-called ‘German Autumn’ of 1977, a tragic and traumatizing event that had slipped into the 
collective unconscious of a whole nation. It was tragic precisely because this event was part of a process which 
had begun with assassination attempt on the life of Rudi Dutschke: the failure of a socio-political development in 
(XURSH��LQ�ZKLFK�WKH�ŵUVW�UHDO�SRVW�ZDU�JHQHUDWLRQ�KDG�H[SOLFLWO\�WULHG�WR�FRPH�WR�WHUPV�ZLWK�WKH�PLVGHPHDQRUV�
DQG�FULPHV�RI�WKH�1DWLRQDO�6RFLDOLVW�SDVW��7UDXPDWLF��EHFDXVH�WKLV�SDFLŵVWLF�UHEHOOLRQ�DJDLQVW�WKH�ROGHU�JHQHUDWLRQ��
characterized by a concern with issues such as equality of the sexes, anti-authoritarian education, rejection of 
consumerism, nuclear disarmament and the liberalization of psychiatry, ended in a violent scenario. It may well 
be that photography, as Roland Barthes remarked, “squashes time”, yet artists such as Richter, Pasolini and Nitsch 
have, despite the different positions they occupy through their medial and dramatic possibilities, developed 
powerful strategies for visualizing the past in the sense of increasing people’s awareness of reality.

Certain developments in Vienna Actionism are rightly interpreted as being part of the revolts of the 
�����JHQHUDWLRQ�Ŏ�DQG�D�VSHFLŵFDOO\�$XVWULDQ�YDULDWLRQ�RI�LW��7KH�LGHRORJLFDOO\�FULWLFDO�GLVVHFWLRQ�LQ�
Pasolini’s 7HRUHPD�Ŏ�*HRPHWU\�RI�/RYH��DV�ZHOO�DV�5LFKWHUőV�LQFLVLYH�ŵYH�SDUW�YLHZ�RI�D�TXLWH�VSHFLŵF�
and tragic cultural and political reality, may also be seen in this context. Nitsch denied any concrete 
political statements in his work, yet perhaps precisely for that reason, the o.m. theater frequently 
has to be interpreted against the background of its socio-political context, above all also with regard 
to questions of its aesthetic medial presentation and the primacy of veracity and of libertarianism 
promoted by Viennese Actionism in general and in the work of Hermann Nitsch in particular.
7RGD\��DIWHU� WKH�GLJLWDO�TXDQWXP� OHDS� LQ� WKH�PHGLD��DQG�GHŵQLWHO\�DOVR�DV�D� FRQVHTXHQFH�RI� WKH�
appropriation of the o.m. theater scene for the purposes of arousing the visual fetishism that 
prevails everywhere, and which in consumerism is employed in a strategically perfect way, the 
pictorial mediation of the o.m. theater has swelled to what is possibly an overwhelming and, as far 
as its reception is concerned, strategical critical mass, depicted in brilliant, glossy colours. It would 
VHHP�WKDW�WKH�LQŶDWLRQDU\�VSULQJ�WLGH�RI�LPDJHV�KDV�EXULHG�WKH�DFWXDO�FRUH�RI�1LWVFKőV�ZLOO�Ŏ�HYHU\RQH�
believes that they know his art, but hardly anyone was at the performance of his Celebration of 
Existence in 1998, carried out despite massive political resistance, yet performed in its entirety 
IRU�WKH�YHU\�ŵUVW�WLPH�HYHU��$IWHU�DOO��RQH�VKRXOG�QRW�OHDYH�RXW�RI�FRQVLGHUDWLRQ�WKH�IDFW�WKDW�DOO�WKH�
other performances – and there had been more than one hundred since 1962 – had basically been 
snapshots and demonstrations of central motifs and gestures of his theatre. The recognition that 
1LWVFK�ZDV�IDFHG�ZLWK�GLIŵFXOW�HFRQRPLF�FRQGLWLRQV�ZKHQ�GHYHORSLQJ�DQG�LPSOHPHQWLQJ�KLV
LGHDV�DOVR�PHDQV�WKDW�KLV�GUDPDWLF�ZRUN�FDQ��WR�D�FHUWDLQ�H[WHQW��EH�FODVVLŵHG�DV�XWRSLDQ��3HUKDSV�
the artist’s long-standing doubt as to whether his concept would ever be implemented in its totality was also 
the reason for his extensive theoretical elaborations, and for a series of so-called ‘reading dramas’, unrealizable 
simply on account of their sheer size, which form part of his literary output, a facet of this exceptional outsider 
artist’s work which still receives too little attention. Nevertheless, Nitsch did not allow limitations to count – quite 
the contrary. The statement of his friend Oswald Wiener is relevant here, despite their fundamental differences in 
thinking about the possibilities of language: “Nitsch does indeed lift up the stones, in order to get a glimpse of 
the woodlice; but then he lifts up the woodlice, because they are covering the ground; then he digs a pit, because 
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e ristrettezze a Vienna (ill.4). In questo libro, egli fu in grado di rendere esplicite per la prima volta alcune delle 
informazioni fondamentali e introduttive circa le reali dimensioni della sua comprensione del suo lavoro e del lavoro 
LQ�V«��$�SUHVFLQGHUH�GDL�FRQWHQXWL��TXHVWR�YROXPH�RIIUH�OD�SRVVLELOLW¢�GL�HQWUDUH�QHOOH�VWUDWHJLH�GUDPPDWXUJLFKH�H�QHOOH�
strutture dell’o.m. theater�DWWUDYHUVR�LO�VXR�GHVLJQ�JUDŵFR��LQ�SDUWLFRODUH�DWWUDYHUVR�OőXVR�GL�LOOXVWUD]LRQL�D�FRORUL��&L�VRQR�
molti punti in cui il testo è interrotto da una serie di illustrazioni in bianco e nero, che si susseguono nel blocco di testo 
per un numero di pagine calcolato precisamente, e che indicano l’interesse di Nitsch per due elementi fondamentali: 
GD�XQ�ODWR�OőXVR�GL�VHJQDOL�SHUFHWWLYL�FKH�VRQR�ULFFKL�GL�FRQWUDVWR��H�GDOOőDOWUR�OD�WHQGHQ]D�JL¢�ULFRUGDWD�GL�IUHTXHQWH�
di utilizzare elementi di una morfologia derivata dalla forma e dalla simbologia classica. Per esempio, in mezzo al 
YROXPH��SHU�OHJJHUH�LO�VLJQLŵFDWR�GHOOD�SURVSHWWLYD�FHQWUDOH��XQR�GHYH�VIRJOLDUH�XQD�VHTXHQ]D�GL�LPPDJLQL�D�FRORUL��
che coprono diverse pagine e sono rigorosamente geometriche, creando un ritmo equilibrato nella disposizione. 
)RWRJUDŵH� VRUSUHQGHQWHPHQWH� VJDUJLDQWL� H� FLWD]LRQL� YLVLYH� GD� WHVWL� GL� PHGLFLQD� R� FULPLQDOLW¢� FRQWUDVWDQR� FRQ�
illustrazioni in bianco e nero di varie Azioni eseguite da Nitsch negli Anni Sessanta.3 La struttura rigorosamente 
ottica di questo “libro d’artista” indica il motivo centrale dell’o.m. theater, che è stato progettato da Nitsch di essere 
LO�œSL»�JUDQGH�SRHPD�HSLFRŔ��YDOH�D�GLUH�OőDWWR�GL�IDUH�GHOOR�VFDWHQDPHQWR�GHOOH�SXOVLRQL�FRQYHQ]LRQDOPHQWH�EDQGLWR�
il vero nucleo dell’arte drammatica. L’intenzione alla base di questo evento teatrale è che coloro che partecipano a 
TXHVWL�ULWXDOL�GRYUHEEHUR��SHU�PH]]R�GL�FRQWUROODWH�SHUFH]LRQL�FKH�URPSRQR�L�WDE»�Ŏ�FRPSUHVH�TXHOOH�QHJDWLYH��FRPH�
DG�HVHPSLR�LPSUHVVLRQL�GL�YLROHQ]D��PRUWH�R�QDXVHD����VXELUH�XQ�SURFHVVR�SVLFRŵVLFR�GL�UHDOL]]D]LRQH��LQ�PRGR�GD�
JLXQJHUH�LQŵQH��DWWUDYHUVR�OD�JLXVWDSSRVL]LRQH�GL�HVSHULHQ]H�LQWHQVDPHQWH�SRVLWLYH�GHULYDQWL�GDOOD�FRQWHPSOD]LRQH�
sensuale della natura e l’interazione liberamente gioiosa con altri partecipanti alla Celebrazione, quello stato che 
l’artista descrive come riconciliazione e la sensazione non violenta di ”amore de-banalizzato”. Molto presto negli 
appunti di Nitsch, compare una sezione che descrive il suo teatro come “un’opera analitica”. In dichiarazioni successive 
egli accenna che, pur essendo giovane, “avrebbe potuto inventare la teoria della abreazione” 4, e si riferisce da un 
lato alla tragedia greca e la sua teoria della catarsi, e dall’altro alla psicoanalisi e alle tecniche di abreazione. Questo 
GHVLGHULR�GL�SURIRQGD�VHQVLELOLW¢�ª�UDSSUHVHQWDWR�PHWDIRULFDPHQWH�GDOOD�FRSHUWLQD�GHO�OLEUR�GL�XQ�FDOGR�JLDOOR�RUR��FKH�
ª�GRPLQDWR�RWWLFDPHQWH�GD�XQ�FDPSR�TXDGUDWR�FRQ�XQD�GHQVD�FRPSRVL]LRQH�GL�ŵRUL�URVD�
La questione si pone inevitabilmente sul se Nitsch, nel progettarla in questo modo, abbia voluto contrapporre 
dimostrativamente il suo programma, nato da una unio mystica di godimento sinestetico, al misticismo ascetico di 
rinuncia del mondo del Libro Nero�GL�0DOHYLÏ��,Q�TXHVWR�PRGR��DUULYLDPR�DOOD�TXHVWLRQH�EDVLODUH�GHOOD�ULFH]LRQH�GHJOL�
elementi centrali dell’o.m. theater. Dopo tutto, malgrado il gioco delle associazioni che ruota attorno alla funzione di 
contrasto tra le immagini grigie o a colori, e anche se  ciò può essere un fattore decisivo nella presentazione mediatica di 
Nitsch del suo teatro, la questione principale non è certo se egli sia attaccato ai toni grigi oppure se, come per esempio 
QHO�ODYRUR�GL�%HX\V��D�XQD�SL»�OLPLWDWD�H�PROWR�GHOLFDWD�SDOHWWH�FURPDWLFD�œ3URWHVWDQWHŔ�
Seguendo la tradizione del Modernismo Viennese e la sua Barocca decorazione sinestetica, l’arte di Hermann Nitsch 
HUD��JL¢�QHL�SULPL�$QQL�6HVVDQWD��RULHQWDWD�DOOD�œWHRULD�GHO�FRORUHŔ�FKH�HJOL�VWHVVR�VWDYD�VYLOXSSDQGR�H�FKH�JLRFD�XQ�UXROR�
centrale nello sviluppo e nell’estetica dell’o.m. theater.�$�PLR�SDUHUH��FL´�FRVWLWXLVFH�XQR�GHJOL�HOHPHQWL�SL»�LPSRUWDQWL�
in quella parte di lavoro dell’artista in cui egli trasferisce in modo convincente il linguaggio formale e simbolico del suo 
teatro sul palcoscenico della classe media, attraverso la sua interpretazione dialogica e la produzione di opere dalla 
letteratura del teatro musicale.

Il fatto che Nitsch abbia assegnato una particolare teoria del colore alla struttura dell’o.m. theater lo pone in una tradizione 
tutta sua, aprendo un vasto ambito di interpretazione e dando indicazioni sulla natura e la funzione del suo teatro come parte 
GHOOD�VWRULD�VSHFLŵFD�GL�SRVL]LRQL�XWRSLVWLFKH�QHOOőDUWH�PRGHUQD�H�FRQWHPSRUDQHD���/R�VSHWWUR�GL�TXHVWD�JHQHDORJLD�VSD]LD�
dall’ultima produzione di Claude Monet, tra cui i dipinti del giardino di Giverny, al progetto Roden Crater di James Turrell 
nel deserto dell’Arizona; da 0\VWHULXP di Alexander N. Scriabin nel distretto del Darjeeling alla visione di Antonin Artaud del 
7HDWUR�GHOOD�&UXGHOW¢, dal lavoro collettivo 7KH�/LYLQJ�7KHDWHU all’Operndorf di Christoph Schlingensief in Burkina Faso. Goethe 
FRQVLGHUDYD�OD�VXD�7HRULD�GHL�FRORUL��FKH�FRPSUHQGH�FLUFD�������SDJLQH��SL»�LPSRUWDQWH�GL�WXWWD�OD�VXD�SURGX]LRQH�OHWWHUDULD�
Nel caso di Nitsch, essa è subordinata alla struttura sinestetica base del suo lavoro e, in senso modernista, occupa una posizione 
GL�SDULW¢� FRQ� WXWWH� OH� DOWUH�SRVVLELOLW¢� GL� HVSUHVVLRQH�PHGLDWLFD� FKH� FRVWLWXLVFRQR��direttamente o indirettamente, la prassi 
esecutiva del suo teatro.

the earth is impeding his view. He cannot stop any more. He is my friend because he can swing a hammer.”2

/HW�XV� UHWXUQ� WR� WKH� WKHPH�RI� WKH�VLJQLŵFDQFH�RI� WKH� FRORXUHG� LPDJH� LQ� FRQWUDVW� WR� WKH�JUH\� WRQH� LPDJH��7KLV�
FRPSRVLWLRQDO�HOHPHQW�KDG�DOUHDG\�EHHQ�XVHG�E\�WKH�DUWLVW�LQ�KLV�ŵUVW�ERRN��WKH�YROXPH�1LWVFK��2UJLHQ�0\VWHULHQ�
Theater (published in 1969 by MÄRZ Verlag in Darmstadt), which he wrote while living in Munich, having moved 
WKHUH�DIWHU�GLIŵFXOW�DQG�DOPRVW�SHQQLOHVV�\HDUV�LQ�9LHQQD�(ill.4). In this book he was able to communicate for the 
ŵUVW�WLPH�VRPH�RI�WKH�IXQGDPHQWDO��LQWURGXFWRU\�LQIRUPDWLRQ�DERXW�WKH�DFWXDO�GLPHQVLRQV��RI�KLV�XQGHUVWDQGLQJ�
of his work and of the work itself. Quite apart from its contents, this volume provides the possibility of entering 
into the dramaturgical strategies and structures of the o.m. theater through its graphic design, in particular 
through its use of colour illustrations. There are several places where the text is interrupted by a set of black-and-
white illustrations, which follow on from the textual block for a precisely calculated number of pages, indicating 
Nitsch’s interest in two fundamental elements: on the one hand the use of perceptive signals that are full of 
contrast, and on the other hand the frequently cited tendency to use elements of a morphology derived from 
FODVVLFDO�IRUP�DQG�V\PEROLVP��)RU�LQVWDQFH��LQ�WKH�PLGGOH�RI�WKH�YROXPH��LQ�RUGHU�WR�UHDG�DERXW�WKH�VLJQLŵFDQFH�
of central perspective, one has to leaf through a sequence of colour illustrations, which cover several pages, are 
strictly geometrical and display a balanced rhythm. Arrestingly garish photographs and visual quotes from texts 
on medicine or criminality contrast with black-and-white illustrations from various Actions executed by Nitsch in 
the 1960s.3 The stringently optical structure of this ‘artist’s book’ indicates the central motif of the o.m. theater, 
which was planned by Nitsch to be the “greatest epic”, namely the act of making the formally banished unleashing 
of drives the actual core of dramatic art. The intention behind this theatrical event is that those who participate 
in the festivities should, by means of controlled taboo-breaking perceptions – including negative ones, such as 
impressions of violence, death or nausea –  undergo a psychophysical process of realisation, in order to eventually 
attain, through the juxtaposition of intensely positive experiences resulting from the sensual contemplation 
of nature and freely enjoyable interaction with other participants in the festivities, that state which the artist 
describes as the reconciling and non-violent feeling of ‘de-trivialised love’. Very early on in Nitsch’s records, there 
is a section where he describes his theatre as “analytical work”. In later statements he mentions that, even as a 
youth, he “could have concocted abreaction theory”4, and refers on the one hand to Greek tragedy and its theory 
of catharsis, on the other hand to psychoanalysis and techniques of abreaction. This wish for profound sensitivity 
is represented metaphorically by the book’s warm golden yellow cover, which is dominated optically by a square 
ŵHOG�ZLWK�D�GHQVH�DUUDQJHPHQW�RI�URVH�EORVVRPV��7KH�TXHVWLRQ�LQHYLWDEO\�DULVHV�RI�ZKHWKHU��LQ�GHVLJQLQJ�LW�LQ�WKLV�
way, Nitsch wanted to demonstratively contrast his programme, which was born of a unio mystica of synaesthetic 
HQMR\PHQW��WR�WKH�ZRUOG�UHQRXQFLQJ�DVFHWLF�P\VWLFLVP�RI�0DOHYLÏőV�%ODFN�6TXDUH. In this way, we arrive at the core 
questions revolving around the reception of central elements of the o.m. theater. After all, despite the play of 
associations surrounding the function of contrasting images in colour and grey tones, and even though it may 
be a decisive factor in Nitsch’s medial presentation of his theatre, the main question is hardly one of whether he 
sticks to grey tones or, as for example in the work of Beuys, to a more limited, if also highly delicate, ‘Protestant’ 
palette of colours.
Following in the tradition of Viennese Modernism and its Baroque synaesthetic decoration, the art of Hermann 
Nitsch had, as early as the 1960s, already become oriented to the ‘theory of colour’ which he himself was 
developing and which plays a central role in the development and aesthetics of the o.m. theater. In my opinion, 
it forms one of the most important elements in that area of the artist’s work in which he convincingly transfers 
the formal and symbolic language of his theatre to the middle-class stage, via his dialogical interpretation and 
production of works from the literature of music theatre.

The fact that Nitsch allocated a special theory of colour to the structure of the o.m. theater places him in a tradition all 
of his own, opening up a vast scope of interpretation and giving indications of the nature and function of his theatre 
DV�SDUW�RI�VSHFLŵF�KLVWRU\�RI�XWRSLDQ�ZRUN�SRVLWLRQV�LQ�PRGHUQ�DQG�FRQWHPSRUDU\�DUW��7KH�VSHFWUXP�RI�WKLV�JHQHDORJ\�
ranges from Claude Monet’s late work, including the paintings of the garden in Giverny, to James Turell’s Roden 
&UDWHU�3URMHFW in the desert of Arizona; from Alexander N. Scriabin’s 0\VWHULXP�in Darjeeling to Antonin Artaud’s 
vision of a Theatre of Cruelty, from the collective work of�7KH�/LYLQJ�7KHDWHU to Christoph Schlingensief’s Operndorf 
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Indirettamente, perché la concezione dell’o.m. theater è, di volta in volta, diventata lontana dall’effettiva realizzazione, e le 
DOWHUQDWLYH�DG�HVVD�VRQR�VWDWH�SURJHWWDWH�FRQWHQHQGR�SRVVLELOLW¢�OHWWHUDULH�GL�PRQGL�LPPDJLQDUL�HVWDWLFR�YLVLRQDUL�DO�
GL�O¢�GL�GLPHQVLRQL�JHVWLELOL��ill.5). Questa circostanza indica anche la storia dello sviluppo dell’o.m. theater a partire 
GDO�VRYUDFFDULFR�VHQVXDOH�H�GDOOD�GHQVLW¢�OLQJXLVWLFD�GHOOH�RULJLQL��GL�FXL�ª�FDUDWWHUL]]DWR�LO�%UXQVW�6SLHO��2SHUD�GHOOD�
)UHJROD���OH�FXL�SULPH�VSHULPHQWD]LRQL�GUDPPDWLFKH�VRQR�VWDWH�FRPSRVWH�DOOD�ŵQH�GHJOL�$QQL�&LQTXDQWD��Direttamente 
SRLFK«�LO�FRORUH��VLD�QHOOH�SULPH�IRWRJUDŵH�DQFRUD�PRQRFURPH�FKH�QHOOőHYHQWR�GUDPPDWLFR�GHOOő$]LRQH�VYLOXSSDWRVL�D�
SDUWLUH�GDOOD�SLWWXUD�DVWUDWWD�H�JHVWXDOH���QHOOD�VXD�TXDOLW¢�VHQVXDOH�H�WDWWLOH�R�LQ�XQR�VWDWR�SL»�DVWUDWWR�H�VPDWHULDOL]]DWR�
di luce, occupa una posizione paritetica rispetto ad altri mezzi espressivi, quali la musica o l’esperienza del tatto, ma 
anche rispetto agli elementi Luculliani od olfattivi che sono parte dello sviluppo sinestetico dell’o.m. theater. L’estetica 
materiale del colore per Nitsch, tra le altre cose, è anche un sostituto per le sostanze centrali dell’o.m. theater, come il 
sangue, il muco e gli escrementi. Nel caso delle installazioni nello spazio e in quelle che erano solitamente produzioni 
GHOOD�OHWWHUDWXUD�FODVVLFD�GL�WHDWUR�PXVLFDOH��GRYőHUD�VRSUDWWXWWR�TXHVWLRQH�GL�SRVVLELOLW¢�GL�VFHQRJUDŵD�H�GL�SURGX]LRQH�
disponibili, egli ha usato il colore nella sua forma de-materializzata come proiezione di luce. La vera origine dell’arte 
GUDPPDWLFD�GL�1LWVFK�VWD�QHOOD�TXDOLW¢�VLQHVWHWLFD�GHOOőHSLFD�H�GHO�OLQJXDJJLR�OLULFR�H�VSHVVR�HJOL�GHVFULYH�LO�OLQJXDJJLR�
come “il fondamento”.5 
L’o.m. theater nasce dallo scetticismo nei confronti del linguaggio, dalla sensazione che innanzi tutto il linguaggio del 
GUDPPD��GDO�PRPHQWR�FKH�DOOD�ŵQH�HVVR�ULJXDUGD�XQ�HYHQWR�WHDWUDOH��OLPLWL�OőHVSHULHQ]D�IDWWLYD�GHOOD�œUHDOW¢Ŕ��4XHVWR�ª�
quello che egli ha acutamente scritto nel testo 6XOOH�UDGLFL�GHOOD�WUDJHGLD (YRQ�GHQ�ZXU]HOQ�GHU�WUDJ¸GLH) composto nel 
1963: “la drammaturgia contemporanea non esiste per me. con l’eccezione di un paio di tentativi, tra i quali vorrei 
LQFOXGHUH�DQFKH�LO�PLR��OD�FDXVD�GHOOD�PRUWH�GHOOD�SRHVLD�WHDWUDOH�ª�SL»�SURIRQGD�GL�TXDQWR�VL�SRWUHEEH�LQ�XQ�SULPR�
momento presumere, dal momento che non ci sono stati veri sviluppi nella drammaturgia dalla tragedia greca“.6

,QWRUQR�DOOőDQQR�������1LWVFK�ª�JLXQWR�DOOD�FRQFOXVLRQH�FKH�XQD�YHUD�H�SURSULD�GLFKLDUD]LRQH�GHOOD� UHDOH�HIŵFDFLD�
del teatro per cui stava lottando poteva avvenire solo attraverso una radicale 
HVWHQVLRQH�GHOOH�SRVVLELOLW¢�GL�HVSUHVVLRQH�ŵQR�DG�RUD�HODERUDWH��3HU�TXDQWR�
riguarda il teatro, egli adorava la letteratura della tragedia greca, mentre 
QRQ�KD�YLVWR�QHOOD�UHDOW¢�GHOOH�SHUIRUPDQFH�VXL�SDOFRVFHQLFL�FRQWHPSRUDQHL�
OD�SRVVLELOLW¢�GL�IRUQLUH�XQD�ULVSRVWD�DOOH�TXHVWLRQL�VRFLDOL�H�FXOWXUDO�SROLWLFKH�
urgenti attraverso l’arte.
In una certa misura, la posizione assunta da Nitsch, che aveva a quel 
tempo appena vent’anni, corrisponde a quella di Theodor W. Adorno, come 
pubblicato nel suo saggio &ULWLFD�FXOWXUDOH�H�VRFLHW¢ nel 1951, e alla sua tesi, 
basata probabilmente su un profondo senso di disperazione, che “scrivere 
poesie dopo Auschwitz è barbaro”.7

Quanto fosse profonda e insostenibile questa disperazione è chiaro da un 
commento aggiuntivo, redatto nella lingua dell’oscuro regno intermedio 
della teoria critica: “E ciò corrode persino la conoscenza del motivo per cui è 
diventato impossibile scrivere poesie oggi“. Per i sopravvissuti come Adorno 
all’orrore di quanto era appena accaduto nell’Europa del dopoguerra, deve 
essere sembrato come se non solo l’arte, ma anche la critica della hybris della 

SULPD�PHW¢�GHO���r�VHFROR��IRVVH�VXOOőRUOR�GHOOőDELVVR�GL�XQR�VWDWR�FROOHWWLYR�SRVW�WUDXPDWLFR�GL�PXWLVPR��/D�SHUGLWD�
GL�XQőLPPHGLDWH]]D�PHVVD�DO�VLFXUR�GDOOD�FXOWXUD��H�GL�FRQVHJXHQ]D�OD�SRVVLELOLW¢�GL�VSHULPHQWDUH�XQD�VHQVD]LRQH�
corporea di fronte alle montagne di cadaveri e alle fosse comuni in Europa, oltre al realizzare, dopo gli apocalittici 
IXQJKL�DWRPLFL�QXFOHDUL�GL�+LURVKLPD�H�1DJDVDNL��FKH�OD�QDWXUD�UHVWD�LQYLQFLELOH�H�DOLHQD��KD�LQQHVFDWR�OD�QHFHVVLW¢�GL�
XQ�QXRYR�VWXGLR�VXO�FRUSR��DOOR�VFRSR�GL�ULFRQTXLVWDUH�OD�VXD�TXDOLW¢�GL�œVHJQR�GL�XPDQLW¢Ŕ��6L�SX´�SUHVXPHUH�FKH�VWLD�
qui la ragione della progressiva tendenza dell’arte alla performance e la sua inclinazione a mettere il corpo e le sue 
SRVVLELOLW¢�HVSHULHQ]LDOL�DO�FHQWUR�GL�TXHVWR�SURFHVVR�GL�FUHVFHQWH�SUHVD�GL�FRVFLHQ]D��FKH�KD�DYXWR�LQL]LR�QHJOL�$QQL�
&LQTXDQWD�HG�ª�FRQWLQXDWR�ŵQR�DG�RJJL��'RSR�WXWWR��œLO�FRUSR�GL�XQ�HVVHUH�XPDQR�ª�XQ�VHJQR�GHOOőXPDQLW¢�GL�OXL�H�GL�
lei, in opposizione a tutto il potere sotto cui tale essere umano soffre. Ci sono patologie, tracce e ferite che la storia e 
il potere lasciano nel e sul corpo”.8

in Burkina Faso. Goethe regarded his Theory of Colour, which comprises some 2,000 pages, as more important 
than his whole literary output. In the case of Nitsch, it is subordinated to the basic synaesthetic structure of his work 
and, in a modernist sense, occupies an equal positon with all the other possibilities of media expression which 
constitute, directly or indirectly, the performance practice of his theatre. Indirectly, because the conception of the 
o.m. theater has, time and again, become far removed from actual realization, and alternatives to it designed which 
contain literary possibilities of ecstatic-visionary imaginary worlds beyond manageable dimensions (ill.5). This 
circumstance also indicates the history of the development of the o.m. theater from its original sensual overload and 
denseness of language, as characterized by the %UXQVW�6SLHO��WKH�ŵUVW�GUDPDWLF�DWWHPSWV�RI�ZKLFK�ZHUH�FRPSRVHG�DW�
the end of the 1950s. Directly, because colour (both in the earliest pictures, which are still monochrome, developed 
from gestural, abstract painting), and in the dramatic event of the Action, which whether in its sensual quality as 
tactile material, or in a more abstract state as de-materialised light, occupies a position of equal standing with other 
means of expression, such as music or the tactile experience, but also with the Lucullan and olfactory elements as 
part of the synaesthetic development of the o.m. theater. The material aesthetics of colour is for Nitsch, among 
other things, always also a substitute for the central material values of the R�P��WKHDWHU� such as blood, mucus and 
excreta. In the case of spatial installations, and in what were usually productions of the classical literature of music 
theatre, where it was above all a question of the possibilities of stage design and production that were available, 
he used colour in its de-materialised form as light projection. The actual origin of Nitsch’s dramatic art lies in the 
synaesthetic quality of the epic and lyrical language, and he often describes language as “the foundation”.5 The 
o.m. theater arose from a skepticism about language, from the feeling that above all the language of drama, since 
it is in the end about a dramatic event, limits the actual experience of ‘reality’. That is what he pointedly wrote in the 
text YRQ�GHQ�ZXU]HOQ�GHU�WUDJ¸GLH (‘of the roots of tragedy’) composed in 1963: “contemporary drama does not exist 
for me. with the exception of a few attempts, among which i would also include my own. the cause of the death of 
WKHDWULFDO�SRHWU\�OLHV�GHHSHU�WKDQ�RQH�ZRXOG�DW�ŵUVW�SUHVXPH��VLQFH�WKHUH�KDYH�QRW�EHHQ�DQ\�DFWXDO�GHYHORSPHQWV�LQ�
drama since greek tragedy.”6 Around the year 1960, Nitsch came to the conclusion that a real statement of the actual 
HIŵFDF\�RI�WKH�WKHDWUH�WKDW�KH�ZDV�VWULYLQJ�IRU�FRXOG�RQO\�RFFXU�YLD�D�UDGLFDO�H[WHQVLRQ�RI�WKH�KLWKHUWR�HVWDEOLVKHG�
possibilities of expression. As far as theatre was concerned, he adored the literature of Greek tragedy, yet did not 
see in the reality of performance on contemporary stages the possibility of providing a response to urgent social 
and cultural-political questions by means of art. To a certain extent, the position taken up by Nitsch, who was at 
that time just 20 years old, corresponds to that of Theodor W. Adorno, as published in his essay Cultural Criticism 
and Society in 1951, and to his argument, probably based on a profound feeling of despair, that “to write poetry 
after Auschwitz is barbaric”7. How profound and annoying this despair must have been becomes clear from an 
additional comment, couched in the language of the dark intermediate realm of critical theory: “And this corrodes 
HYHQ�WKH�NQRZOHGJH�RI�ZK\�LW�KDV�EHFRPH�LPSRVVLEOH�WR�ZULWH�SRHWU\�WRGD\�” For survivors like Adorno, faced by the 
horror of what had just happened in post-war Europe, it must have seemed as if not only art, but also criticism of the 
K\EULV�RI�WKH�ŵUVW�KDOI�RI�WKH���th century, was standing on the brink of the abyss of a collective post-traumatic state 
of speechlessness. The loss of culturally assured immediacy, and therefore the possibility of experiencing bodily 
sensation in the face of the mountains of corpses and mass graves in Europe, and the realization, dawning after the 
apocalyptic nuclear mushroom clouds of Hiroshima and Nagasaki, that nature remains unconquerable and alien, 
triggered the necessity of making a completely new survey of the body for the purposes of regaining its quality as a 
“signum of humanity”. It may be assumed that here lies the reason for the performatization of art and its tendency to 
place the body and its experiential possibilities at the center of this process of increasing awareness that began in the 
1950s and has continued to the present-day. After all, “the body of a human being is a signum of his or her humanity, 
in opposition to all the power under which that human being suffers. There are pathologies, traces and wounds which 
history and power leave behind in and on the body.”8 

The renewed breaking of the taboo of the return of the ‘reality’ of war and genocide in Europe in form of the Balkan 
FRQŶLFW��HYHQ�WKRXJK�LW�DOUHDG\�OLHV�EHKLQG�XV�DJDLQ��DQG�LQ�WKH�VWLOO�PRUH�H[SDQVLYH�WKUHDW�SUHVHQWHG�E\�FXUUHQW�RXWEUHDNV�
of military violence in the Ukraine, shows us that once again, even today, “reality cannot be dissolved in discourse”. For 
WKH�6ORYHQLDQ�SKLORVRSKHU�6ODYRM�ĺLĻHN��WKLV�EUHDFK�RFFXUV�œLQ�WKH�WUDQVLWLRQV�IURP�WKH�ERG\�WR�WKH�WH[W�DQG�LQ�WKH�HPSW\�
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/D�ULQQRYDWD�URWWXUD�GHO�WDE»�GHO�ULWRUQR�DOOD�œUHDOW¢Ŕ�GHOOD�JXHUUD�H�GHO�JHQRFLGLR�LQ�(XURSD��VRWWR�IRUPD�GHO�FRQŶLWWR�
EDOFDQLFR��DQFKH�VH�VL�WURYD�DQFRUD�XQD�YROWD�JL¢�GLHWUR�GL�QRL��H�QHOOD�PLQDFFLD�DQFRUD�SL»�HVSDQVLYD�UDSSUHVHQWDWD�
GD�VFRSSL�GL�YLROHQ]D�PLOLWDUH�LQ�8FUDLQD��FL�PRVWUD�GL�QXRYR�RJJL�FKH�œOD�UHDOW¢�QRQ�SX´�HVVHUH�VFLROWD�LQ�XQ�GLVFRUVRŔ��
3HU�LO�ŵORVRIR�VORYHQR�6ODYRM�ĺLĻHN��TXHVWD�IUDWWXUD�DYYLHQH�œQHOOH�WUDQVL]LRQL�GDO�FRUSR�DO�WHVWR�H�QHJOL�VSD]L�YXRWL�GHO�
VLPEROLFR��&RV®�ª�SUHVHQWH�LO�ŵVLFR�QHL�QRVWUL�GLVFRUVL��FRPH�XQ�EXFR��FLUFRQGDWR�GD�OLQJXDJJLR�Ŕ9
�� TXHVWR� FDPSR� GHOO
LUUD]LRQDOH�� D� FXL� TXL� ĺLĻHN� VL� ULYROJH�� LGHQWLFR� D� TXHOOD� ]RQD� FKH� LQ� 1LWVFK� HPHUJH� FRPH�
œOőLQVRQGDELOLW¢�FDRWLFD�GHOOH�QRVWUH�SXOVLRQL�H�GHOOD�QRVWUD�HVLVWHQ]DŔ��FKH�OőDUWLVWD�FHUFD�QRQ�SL»�VROR�GL�FLUFXPQDYLJDUH�
linguisticamente utilizzando la “catastrofe del dramma”, ma piuttosto vuole rendere possibile sperimentare attraverso 
nuove forme di espressione?
)RUVH�3DVROLQL��GL�IURQWH�DOOD�SRVVLELOLW¢�FKH�L�SRWHUL�LQFRQWUROODELOL�LQ�DJJXDWR�LQ�TXHVWR�EXFR�SRVVDQR�HVVHUH�PDQLSRODWL�H�
impiegati in qualsiasi momento secondo gli interessi del potere, ha capitolato perché negli anni prima della sua tragica 
PRUWH�KD�VHPSUH�SL»�ULFRQRVFLXWR�LO�IDWWR�FKH�LO�OLQJXDJJLR�LOOXVLRQLVWLFR�GHO�FLQHPD�GL�PDVVD�QRQ�VWDYD�DYHQGR�DOFXQ�
HIIHWWR�SROLWLFR"�6L�GHYH�GXQTXH�ULVFKLDUH�GL�JXDUGDUH�QHOOőDELVVR�Ŏ�XQD�SRVVLELOLW¢�FKH�1LWVFK�FL�RIIUH�QHO�VXR�o.m. theater – 
SHU�ULFRVWUXLUH�FRVWDQWHPHQWH�H�FULWLFDPHQWH�OD�SHUGXWD�VFDOD�GL�UHJROH�VHFRQGR�OH�TXDOL�LO�FRUSR�ª�GHŵQLWR�FRPH�VRYUDQR��
nel senso di un’espansione egualitaria e libertaria della coscienza? Siamo dunque a questo punto, che in un’epoca in cui 
IRUWL�VFRQŵQDPHQWL�VRQR�VWDWL�IDWWL�VXO�FRUSR��LQFOXVL�L�WHQWDWLYL�GL�ULGXUOR�D�XQ�PDWHULDOH�DOLHQDWR�GD�VH�VWHVVR��H�FRV®�IDFHQGR�
renderlo completamente controllabile e creare i pre-requisiti per una “cura di sé“ (nel senso di Foucault)?

3HU�TXDQWR�ULJXDUGD�1LWVFK��FL´�VL�WURYD�YLFLQR�DOOD�GUDPPDWXUJLD�GD�OXL�VYLOXSSDWD�H�DJOL�RELHWWLYL�SVLFR�ŵVLFL�FKH�KD�
stabilito per la sua Celebrazione dell’Esistenza. Nel caso di Pasolini, a causa della sua esecuzione motivata politicamente, 
possiamo solo speculare sulla direzione in cui il suo lavoro si sarebbe sviluppato, sulla base della materia dei suoi 
XOWLPL�ŵOP�R�GHOOH�GLFKLDUD]LRQL�FKH�KD�ULODVFLDWR�LQ�WHVWL�H�LQWHUYLVWH�
��EHQ�QRWR�FKH��GHOXVR�GDOOD�IRUPD�QDUUDWLYD�GHO�ŵOP�FKH�WURYDYD�WURSSR�VRFLR�SROLWLFDPHQWH�DIIHUPDWLYD��HJOL�YROHVVH�
rivolgersi prevalentemente alla letteratura, ma anche all’arte visiva.
,Q�RJQL�FDVR��D�SDUWLUH�GDOOD�PHW¢�GHJOL�DQQL�Ő���LQ�DYDQWL��3DVROLQL�VL�GLUHVVH�VHPSUH�SL»�YHUVR�OH�ULSUHVH�GL�PDWHULDOH�
WUDWWR�GDOOD�JUDQGH�HSLFD��GHULYDWR�GDOOD�OHWWHUDWXUD�GHOOőDQWLFKLW¢�GHO�9LFLQR�2ULHQWH��WUD�FXL�TXHOOR�FKH�ª�VWDWR�DQFKH�
uno dei motivi centrali dell’arte di Nitsch, il mito greco di Edipo Re (ill.6). $QFKH�FRQ�LO�VXR�XOWLPR�ŵOP�Salò o le 120 
JLRUQDWH�GL�6RGRPD, una parabola basata sul romanzo del Marchese de Sade, in cui dichiara espressamente che il 
corpo è visto come un oggetto ed è dominato dal consumismo della borghesia, egli entra nel campo di forza di un 
soggetto che potrebbe anche essere attribuito alla Celebrazione dell’Esistenza nell’o.m. theater, con le sue nuove 
SRVVLELOLW¢�HVSUHVVLYH�UDGLFDOL����LQWHUHVVDQWH�QRWDUH�FKH�VL�FKLXGD�TXL�XQ�FHUFKLR��GDO�PRPHQWR�FKH�3DVROLQL�PLVH�QHO�
cast, lanciandolo, l'attore americano Julian Beck – il rivoluzionario del palcoscenico –��LQ�XQR�GHL�UXROL�SL»�LPSRUWDQWL�
di Edipo Re (quello del veggente Tiresia). Ciò può essere interpretato come un riferimento alla scena teatrale radicale 
IRFDOL]]DWD�VXO�FRUSR��TXHOOD�FKH�VWDYD�ODYRUDQGR�VXOOD�OLQHD�GL�FRQŵQH�WUD�OD�UHFLWD]LRQH�H�JOL�VYLOXSSL�SHUIRUPDWLYL�QHOOD�
danza e nelle arti visive. Beck, insieme con il collettivo teatrale�7KH�/LYLQJ�7KHDWHU, fondato da lui e dall’attrice Judith 
0DOLQD��RFFXSD�GL�GLULWWR�XQ�VXR�SRVWR�QHOOD�JHQHDORJLD�GL�œIRUPH�WUDVFHQGHQWDOL�GHO�WHDWURŔ��VHFRQGR�OD�GHŵQL]LRQH�GL�
Peter Gorsen.10

All’interno di questa genealogia – che comprende gli innovatori del teatro moderno, come Craig, Stanislavskij, 
Meyerhold, Reinhardt, Piscator, Schlemmer, Artaud, l’+DSSHQLQJ e altri sviluppi performativi e intermediali – la 
&HOHEUD]LRQH�GHOO
(VLVWHQ]D�GL�+HUPDQQ�1LWVFK�SX´�HVVHUH�FODVVLŵFDWD�FRPH�XQD�GHOOH�SRVL]LRQL�SL»�FRPSOHVVH��

Il termine “Intermedia Art” è stato coniato nel 1960 e 1970, come un modo di comprendere metodicamente, nel 
VHQVR�SL»�DPSLR��TXHJOL�VYLOXSSL�FKH�HUDQR�HPHUVL�FRPH�FRQVHJXHQ]D�GHO�FDPELDPHQWR�GHO�SDUDGLJPD�SHUIRUPDWLYR�
che ha avuto inizio intorno al 1960. Come fenomeno nel campo dell’arte visiva, questo processo di espansione è 
FRQWLQXDWR�ŵQR�DG�RJJL�HG�KD�DSHUWR�XQ�FDPSR�GőD]LRQH�LQVROLWDPHQWH�JUDQGH��,QROWUH�KD�PHVVR�OőDUWH�LQ�FRQGL]LRQL�GL�
SDULW¢�FRQ�OD�VFLHQ]D��OD�UHOLJLRQH�H�OD�SROLWLFD��DVVHJQDQGROH�XQD�SRVL]LRQH�FULWLFD�GL�LQŶXHQ]D��FKH�VL�ª�HYROXWD�VRFLR�
politicamente sia per quanto riguarda la forma che le dinamiche della sua comunicazione. L’evoluzione performativa 
GHOOőDUWH�YLVLYD�H� OD�VXD�HVWHQVLRQH�ROWUH� LO�SDQQHOOR�GLSLQWR�H� LO� WHODLR�YHUVR� LO�FDPSR�GHOOD�PXOWLPHGLDOLW¢�H�GHOOD�
VSD]LDOLW¢� OőKDQQR�VHPSUH�SRUWDWD�D�FRQWDWWR�FRQ� LO�SDOFRVFHQLFR��FRQ� LO� WHDWUR� WUDGL]LRQDOH�FKH�UHDJLVFH�DG�HVVD� LQ�

spaces of the symbolic. That is where the physical is present in our discourses – as a hole, encircled 
by language.”9 
,V�WKLV�ŵHOG�RI�WKH�LUUDWLRQDO��ZKLFK�ĺLĻHN�KHUH�DGGUHVVHV��LGHQWLFDO�ZLWK�WKDW�DUHD�ZKLFK��LQ�1LWVFK��
emerges as “the chaotic unfathomableness of our drives and our existence”, which he no longer 
seeks to solely circumnavigate linguistically using the “catastrophe of drama”, but rather wants to 
make it possible to experience by means of new forms of expression? Did Pasolini, faced by the 
possibility that the uncontrollable powers lurking in this hole can be manipulatively employed 
at any time in the interests of power, capitulate because in the years before his tragic death 
KH�LQFUHDVLQJO\�UHFRJQL]HG�WKH�IDFW�WKDW�WKH�LOOXVLRQLVWLF�ŵOP�ODQJXDJH�RI�PDVV�FLQHPD�ZDV�QRW�
having any political effect? Does one have to risk gazing into the abyss, a possibility which Nitsch 
offers us in his o.m. theater, in order to constantly and critically reconstruct the lost scale of rules 
DFFRUGLQJ�WR�ZKLFK�WKH�ERG\�LV�GHŵQHG�DV�VRYHUHLJQ��LQ�WKH�VHQVH�RI�DQ�HJDOLWDULDQ�DQG�OLEHUWDULDQ�
expansion of consciousness? Would this, in an epoch in which powerful encroachments are 
being made on the body, including attempts to reduce it to a material, alienated from itself, and 
in so doing to make it completely controllable and create the pre-requisites for a “care of the self” 
(in Foucault’s sense)? 

As far as Nitsch is concerned, this lies close to the dramaturgy developed by him and the 
psycho-physical aims that he established for his Celebration of Existence. In the case of 
Pasolini, as a result of his politically motivated execution, we can only speculate about the 
direction in which his work would have developed, on the basis of the subject-matter of his last 
ŵOPV��RU�WKH�VWDWHPHQWV�WKDW�KH�PDGH�LQ�LQWHUYLHZV�DQG�WH[WV�
�,W�LV�ZHOO�NQRZQ�WKDW��GLVDSSRLQWHG�E\�WKH�QDUUDWLYH�IRUP�RI�ŵOP��ZKLFK�KH�IRXQG�WRR�VRFLR�
SROLWLFDOO\� DIŵUPDWLYH��KH�ZDQWHG� WR� WXUQ�SUHGRPLQDQWO\� WR� OLWHUDWXUH��EXW�DOVR� WR� YLVXDO� DUW��
$W� DQ\� UDWH�� IURP� WKH�PLG���V� RQZDUGV�� 3DVROLQL� LQFUHDVLQJO\� WXUQHG� WR� ŵOPLQJ� JUHDW� HSLF�
material derived from the literature of Near Eastern antiquity, including what was also one of 
the central motifs of Nitsch’s art, the Greek myth of Edipo Re (ill.6)��:LWK�KLV�ODVW�ŵOP��WRR��Salò 
R�OH�����JLRUQDWH�GL�6RGRPD� a parable based on the novel by the Marquis de Sade, in which he expressly takes 
up the subject of how the body is viewed as an object and dominated by the consumerism of the bourgeoisie, 
KH�HQWHUV�WKH�IRUFH�ŵHOG�RI�D�VXEMHFW�ZKLFK�FRXOG�DOVR�EH�DWWULEXWHG�WR�WKH�FHOHEUDWLRQ�RI�H[LVWHQFH�LQ�WKH�o.m. 
theater, with its new radical expressive possibilities. Interestingly, a circle comes full turn here, since Pasolini cast 
the American actor and stage revolutionary Julian Beck in one of the most important roles in Edipo Re (that of the 
seer Tiresias). This may be interpreted as a reference to a radical theatre scene focused on the body, one which is 
working on the borderline between acting and performative developments in dance and in the visual arts. Beck, 
together with the theatre collective�7KH�/LYLQJ�7KHDWHU, which was founded by him and the actress Judith Malina, 
has his own place in the genealogy of “transcendental forms of theatre”, as Peter Gorsen has formulated it.10 
Within this genealogy – which includes the  innovators of modern theatre such as Craig, Stanislavski, Meyerhold, 
Reinhardt, Piscator, Schlemmer, Artaud, the Happening and other intermedia and performative developments – 
Hermann Nitsch’s Celebration of Existence may be ranked as one of the most complex positions. 

The term ‘Intermedia Art’ was coined in the 1960s and 1970s, as a way of methodically encompassing in the 
widest sense those developments which had emerged as a consequence of the performative paradigm change 
WKDW�EHJDQ�DURXQG�������$V�D�SKHQRPHQRQ�LQ�WKH�ŵHOG�RI�YLVXDO�DUW��WKLV�H[SDQVLRQ�SURFHVV�KDV�FRQWLQXHG�WR�WKLV�
day, and has opened up an unusually large scope of Action. It has put art on an equal footing with science, religion 
DQG�SROLWLFV�� DOORFDWLQJ� LW� D� FULWLFDO�SRVLWLRQ�RI� LQŶXHQFH��ZKLFK�KDV�HYROYHG� VRFLR�SROLWLFDOO\�ERWK�DV� IDU� DV� WKH�
form and the dynamics of its communication are concerned. The performatization of visual art, and its extension 
EH\RQG�WKH�SDQHO�SDLQWLQJ�DQG�WKH�IUDPH�LQWR�WKH�ŵHOG�RI�PXOWLPHGLD�DQG�RI�WKH�VSDWLDO��KDV�LQFUHDVLQJO\�EURXJKW�
it into contact with the stage, with the traditional theatre reacting to it in a variety of ways. Nitsch’s work has also 
UHSHDWHGO\�KDG�DQ�LQŶXHQFH�RQ�IRUPV�RI�SURGXFWLRQ�LQ�DYDQWJDUGH�WKHDWUH��2QFH�KH�OHIW�9LHQQD��ZKHUH�KH�GLG�

ill. 6

Anni Sessanta
Pier Paolo Pasolini

Edipo Re
locandina del film/Film poster

stampa offset/offset print
19 x 45 cm 

Fondazione Morra, Napoli

2120

Hubert KlockerHubert Klocker



XQD�YDULHW¢�GL�PRGL��/őRSHUD�GL�1LWVFK�KD�DQFKH�SL»�YROWH�DYXWR�XQőLQŶXHQ]D�VXOOH�IRUPH�GL�SURGX]LRQH�GHO�WHDWUR�
d’avanguardia. Dopo aver lasciato Vienna, dove negli Anni Sessanta non aveva spazi molto adatti a sua disposizione, 
Nitsch è stato spesso in grado di presentare i motivi centrali del suo teatro, non solo in alcune gallerie, ma anche su 
palcoscenici teatrali. 
L’o.m. theater KD� SRWXWR� HVVHUH� DGDWWDWR� D� XQD� YDULHW¢� GL� FRQGL]LRQL� VSD]LDOL� Ŏ� VLD� TXDQGR� IX� DOOD� )LOP�0DNHUVő�
&LQHPDWKHTXH�R�QHO�FRUWLOH�GHOOD�-XGVRQ�&KXUFK�GL�1HZ�<RUN�QHO�������R�SL»�WDUGL�VXO�SDOFRVFHQLFR�D�FLHOR�DSHUWR�
dello storico Teatro Romano di Trieste, nello spazio vuoto di una chiesa a Bologna, o sul palco sacro del borghese 
Burgtheater in Vienna, che è stato esteso in modo spettacolare quando Nitsch ha integrato nell’evento lo splendore 
GHOOH�VFDOH��QRQFK«�OR�VSD]LR�GDYDQWL�H�LQWRUQR�DOOőHGLŵFLR�GHO�WHDWUR��ill.7). Dal 1957 la struttura dell’o.m. theater, che 
era additiva per sua natura – Nitsch ha sottolineato quanto tutte le sfaccettature del suo lavoro siano state direttamente 
collegate al suo teatro –, si è sviluppata in diverse direzioni nell’uso dei media. Una di esse fu la pittura, che occupa 
una posizione speciale nella storia dello sviluppo dell’o.m. theater. Il punto focale della sua struttura complessa è un 
evento della durata di sei giorni e sei notti, che si svolge in un’area-palcoscenico ‘extraterritoriale’, appositamente ideata 
e progettata architettonicamente per lo scopo intorno al castello di Prinzendorf. Nell’estate del 1998 una versione 
all’incirca completa è stata eseguita per la prima volta in assoluto, nonostante la forte resistenza politica.
Da testi e le dichiarazioni dell’artista, si può apprendere che questo luogo a nord di Vienna, dove Nitsch trascorse una 
JUDQGH�TXDQWLW¢�GL�WHPSR�GD�EDPELQR�H�GD�DGROHVFHQWH��DYHYD�LQŶXHQ]DWR�LQ�PRGR�GHFLVLYR�LO�VXR�WHDWUR��VRSUDWWXWWR�
quelle parti di esso che furono poi collegate con l’esperienza cosciente della natura. La realizzazione ideale di questo 
(YHQWR�ª�RUJDQL]]DWD��VRSUDWWXWWR�QHOOH�VFHQH�WUDJLFKH��LQ�PRGR�WDOH�FKH�OH�UHJROH�VLDQR�LQIUDQWH�DWWUDYHUVR�OD�SRVVLELOLW¢�
GL�XWLOL]]DUH�OD�SURGX]LRQH�SHU�FUHDUH�XQ�ŶXVVR�GL�LPSUHVVLRQL�VHQVRULDOL��4XHVWR�SX´�DQFKH�FRVWLWXLUH�XQ�RQHUH�SVLFR�
ŵVLFR�SHU�LO�SDUWHFLSDQWH��H�GXQTXH�OH�SRVVLELOLW¢�UHJRODWLYH�GL�FRLQYROJLPHQWR�VHQVXDOH�SRVLWLYR�LQ�XQ�SDHVDJJLR�UXUDOH��
nonché l’esperienza meditativa della natura sono utilizzati anche come contrappeso allo sforzo. La circostanza che il 
luogo sia anche un paesaggio ricco di cultura, quella in cui la coltivazione del vino e il bere vino come farmaco in una 
PDQLHUD�FROWD�H�UHJRODUH�R�VIUHQDWD��KD�VHPSUH�DYXWR�XQ�UXROR�HG�ª�FRPSOLFH�GHOOőHIŵFDFLD�DQDOLWLFD�GHOOőo.m. theater.
/őH[WUDWHUULWRULDOLW¢�GHOOőDUHQD�GHO�FDVWHOOR�GL�3ULQ]HQGRUI�H�LO�SDHVDJJLR�FLUFRVWDQWH�RIIURQR�XQőDPELHQWD]LRQH�WHDWUDOH�
ideale per questa Celebrazione dell’Esistenza, mentre la cultura dell’intossicazione rivendicata da Nitsch contribuisce 
al mantenimento del principio di piacere, in senso freudiano, e alla trascendenza dalla paura umana dell’esistenza e 
della morte. Con l’acquisizione del castello, insieme al suo ampio parco all’inizio degli Anni Settanta, la visione iniziale 
di Prinzendorf come palcoscenico reale dell’o.m. theater è entrata nel regno del fattibile. Nell’estate del 1975 per la 
prima volta è stata messa in scena una versione integrale del concetto della durata di 24 ore.
All’origine di questo continuo sviluppo dell’o.m. theater, che ormai va avanti da cinquant’anni, ci fu l’intuizione di un 
dramma estetico ritualizzato, intrecciato a un gesto pittorico. Ciò comunque non va da sé, dal momento che Nitsch si è 
spostato lontano dai suoi primi tentativi di usare un linguaggio drammatico e ha permesso di sperimentare il motivo 
centrale dell’o.m. theater�DWWUDYHUVR�QXRYH�SRVVLELOLW¢�HVWHWLFR�PDWHULDOL�
,O�SRVWR�GHO�OLQJXDJJLR�ª�RFFXSDWR�GDOOH�SRVVLELOLW¢�HVSUHVVLYH�SUH�OLQJXLVWLFKH�H�SURIRQGDPHQWH�ŵVLFKH�GHO�JULGR�H�
dall’offerta di entrare direttamente, attraverso l’esperienza di un linguaggio composto sinesteticamente di materia e 
forma, sviluppato dai gesti di pittura astratta, in un panorama esperienziale, in uno spazio di esperienza organizzato 
drammaticamente. È importante sottolineare che questi esperimenti iniziali di linguaggio non hanno comportato 
alcuna critica fondamentale della lingua letteraria, ma piuttosto erano legati all’allontanamento dal linguaggio 

not have very suitable spaces at his disposal in the 1960s, he was often able to present the central motifs of his 
theatre not only in gallery spaces but also on theatre stages. The o.m. theater could be adapted to a variety of 
spatial conditions – whether it was at the Film-Makers’ Cinematheque or in the courtyard of Judson Church in 
New York in 1968, or later on the open-air stage of the historical Teatro Romano in Trieste, in the empty space 
of a church in Bologna, or on the hallowed stage of the bourgeois Burgtheater in Vienna, which was extended 
in spectacular fashion when Nitsch integrated the splendor of the staircases and even the space in front of and 
around the theatre building into the event (ill. 7). Since 1957, the structure of the o.m. theater, which was by 
nature additive – Nitsch emphasised how much all the facets of his work were directly linked to his theatre – had 
developed in several medial directions. One of them was painting, which occupies a special position in the history 
of the development of the o.m. theater. The focus of its complex structure is an event lasting for 6 days and nights, 
which is held in an ‘exterritorial’ stage area, specially conceived and architecturally designed for the purpose, 
around Schloss Prinzendorf. In the summer of 1998, an approximately complete version was performed, despite 
VWURQJ�SROLWLFDO�UHVLVWDQFH��IRU�WKH�ŵUVW�WLPH�HYHU��)URP�WKH�DUWLVWőV�WH[WV�DQG�VWDWHPHQWV�LW�PD\�EH�JDWKHUHG�WKDW�WKLV�
place, to the north of Vienna, where Nitsch had spent a great deal of time as a child and teenager, had decisively 
LQŶXHQFHG�KLV�WKHDWUH��DERYH�DOO�WKRVH�SDUWV�RI�LW�ZKLFK�ZHUH�FRQQHFWHG�ZLWK�WKH�FRQVFLRXV�H[SHULHQFH�RI�QDWXUH��
The ideal realisation of this event is organised, particularly in the tragic scenes, in such a way that rules are broken 
WKURXJK�WKH�SRVVLELOLW\�RI�XVLQJ�WKH�SURGXFWLRQ�WR�FUHDWH�D�ŶRRG�RI�VHQVRU\�LPSUHVVLRQV��7KLV�PD\�DOVR�FRQVWLWXWH�
a psycho-physical burden for the participant, and the regulative possibilities of positive sensual involvement 
in a rural cultural landscape and the meditative experience of nature are also utilised as a counterweight. The 
circumstance that the location is also a cultural landscape, one in which the cultivation of wine, as well as the 
drinking of wine as a drug, in a manner ranging from  cultivated to unrestrained, has always played a role, is 
YHU\� DFFRPPRGDWLQJ� IRU� WKH� DQDO\WLFDO� HIŵFDF\� RI� WKH�o.m. theater. The exterritoriality of the arena of Schloss 
Prinzendorf and the surrounding landscape provide an ideal theatrical location for this Celebration of Existence, 
while the culture of intoxication asserted by Nitsch contributes to the maintenance of the pleasure principle, in 
Freud’s sense, and to the transcendence of the human fear of existence and death. With the acquisition of the 
Schloss, together with its extensive parkland, at the start of the 1970s, the early vision of Prinzendorf as the actual 
stage of the o.m. theater entered the realm of the feasible. In the summer of 1975 a version of the whole concept, 
ODVWLQJ����KRXUV��ZDV�VWDJHG�IRU�WKH�ŵUVW�WLPH��

At the start of this continuous step-by-step development of the o.m. theater��ZKLFK�KDV�QRZ�EHHQ�JRLQJ�RQ�IRU�ŵIW\�
years, there was an intuition of a ritualised aesthetic play, interwoven with a painterly gesture. That by no means 
JRHV�ZLWKRXW�VD\LQJ��VLQFH�1LWVFK�KDV�VKLIWHG�DZD\�IURP�KLV�ŵUVW�DWWHPSWV�DW�XVLQJ�GUDPDWLF�ODQJXDJH�DQG�PDGH�
it possible to experience the central motif of the o.m. theater via new material-aesthetic possibilities. The place 
of language is taken by the pre-lingual and profoundly physical expressive possibilities of the scream and the 
offer of entering, via the experience of a synaesthetically employed language of material and form, developed 
from the gestures of abstract painting, directly into an experiential panorama, a dramatically organised space of 
experience. It is important to point out that these initial language experiments did not involve any fundamental 
criticism of literary language, but rather were concerned with moving away from language as a narrative and 
mimetic instrument which might constitute the plot of a dramatic stage play. As early as the 1. Abreaktions Spiel 
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FRPH�QDUUD]LRQH�H�VWUXPHQWR�PLPHWLFR�GL�FXL�SRWUHEEH�FRVWLWXLUVL�OD�WUDPD�GL�XQőRSHUD�WHDWUDOH��*L¢�QHO�1. Dramma-
Abreazione (1. Abreaktions Spiel), che è stato pubblicato nel 1961, Nitsch stava elaborando il meccanismo centrale 
della sua arte e riducendo il linguaggio all’urlo. L’astrazione del grido corrispondeva ai gesti degli Informali Europei, 
e, su larga scala, soprattutto a quelli dell’Espressionismo Astratto della Scuola di New York, in particolare alla pittura 
di Jackson Pollock.
Nella drammaturgia dell’o.m. theater, i due gesti di schizzare la pittura in maniera esplosiva e di farla scendere 
lentamente in maniera meditativa dall’alto verso il basso, sono stati trasformati rispettivamente in tragiche scene di 
violenza, con il motivo dell’agnello che viene smembrato a pezzi, e in quegli spazi temporali contemplativi, durante i 
quali i partecipanti all’Opera sono incoraggiati a impegnarsi in una contemplazione mistica della natura.

Per Nitsch, il teatro è “un lavoro reso dinamico dai meccanismi psichici degli spettatori”, proprio come la pittura 
ª�OőD]LRQH�GL�FUHDUH�XWLOL]]DQGR�GLUHWWDPHQWH�YDORUL�PDWHULDOL�JL¢�HVSHULWL��FRPH�LO�FRORUH�H�OD�OXFH��3HU�OXL�HQWUDPEL�
rappresentano tecniche estatiche verso un’esperienza autentica e diretta – uno degli obiettivi desiderati dalle post-
avanguardie degli Anni Sessanta e Settanta.
Il modo per raggiungere questo obiettivo comprende anche metodi derivati dal campo del rito e dell’uso di sostanze 
inebrianti, ad esempio le droghe psicogene peyote, mescalina o LSD. La Celebrazione dell’Esistenza dell’o.m. 
theater, la sua struttura psicodinamica e sinestetica dovrebbe assolutamente essere vista anche in connessione con il 
VLJQLŵFDWR�GL�WDOL�SRVVLELOLW¢�GL�HVSUHVVLRQH�QHOOőDUWH�LQ�JHQHUDOH�H�LQ�SDUWLFRODUH�LQ�TXHOOD�D�SDUWLUH�GDJOL�$QQL�6HVVDQWD�

Entrando nello spazio esperienziale dell’arte di Hermann Nitsch, si scopre che una posizione centrale è occupata 
dal culmine orgiastico, l’inebriante esperienza dell’”eccesso fondamentale”, che Nitsch ha interpretato come la 
motivazione originale del teatro e dell’arte in generale. 
Tuttavia, l’obiettivo è la padronanza e l’accettazione dei poteri che vengono liberati nel processo. Egli crede nella 
SRVVLELOLW¢�H�QHOOD�OHJLWWLPD]LRQH�FROOHWWLYD�GHOOD�IXQ]LRQH�FDWDUWLFD�GHO�WHDWUR�HG�ª�SHU�TXHVWR�FKH�FDUDWWHUL]]D�OD�VXD�DUWH�
come un “ulteriore sviluppo del dramma”. Usando l’arte come una “tecnica di analisi”, egli vuole “[far] uscire le energie 
SL»�SURIRQGH�H�UHSUHVVHŔ�H�RQRUD�OD�VXD�RIIHUWD�GL�VSHULPHQWDUH�LO�VXR�ULWXDOH�GUDPPDWLFR�FRPH�XQ�PHFFDQLVPR�DGDWWR�
a rendere queste energie “visibili e consapevoli” e sostenibili “con l’aiuto della forma”.

Vale la pena notare come Nitsch, a partire dai primi Anni Sessanta, abbia sostenuto l’essenza e la funzione di tutta 
OD�VXD�RSHUD��FRV®�FRPH�LO�VXR�XVR�GL�HOHPHQWL�PXOWLPHGLDOL��FRQ�XQ�DSSDUDWR�WHRULFR�HVDXVWLYR��$QFKH�LO�1. Dramma- 
Abreazione (1.Abreaktions Spiel), pubblicato nel 1961, è introdotto da un testo teorico, in cui da un lato si fa riferimento 
ai leitmotiv funzionali della sua poetica e dall’altro egli li sostiene con citazioni dalle opere di Gottfried Benn e C.G. 
-XQJ��OH�FXL�SRVL]LRQL�VRQR�VWDWH�SHU�OXL�LQŶXHQWL�
Da allora Nitsch ha lavorato su una teoria completa della sua nozione di performance, perciò si è spinti a concludere 
FKH��FRV®�IDFHQGR��HJOL�YRJOLD�UHQGHUH�JLXVWL]LD�DOOD�QR]LRQH�RPRJHQHD�FKH�HJOL�KD�GHO�VXR�ODYRUR��/őRSHUD�VX�EDVH�
teorica indica posizioni di Modernismo e insieme trasmette l’idealismo rivoluzionario dell’avanguardia. 

Le strutture di base, che diventano percepibili durante la visualizzazione del suo lavoro come un intero spettacolo 
a cui Nitsch pensa continuamente, oscillano tra l’opera d’arte performativa (e persino teatrale) e un affascinante 
lavoro pittorico. L’o.m. theater�IXQ]LRQD�FRPH�XQ�JHQHUDWRUH��LO�FXL�ŶXVVR�GL�HQHUJLD�DOLPHQWD�XQ�FRPSOHVVR�ODYRUR�
YLVLYR�FKH�FRPSUHQGH�SLWWXUD��FLQHPD��IRWRJUDŵD��GLVHJQR��JUDŵFD�VWDPSDWD��RJJHWWL��UHOLWWL�GL�$]LRQL��H�LQVWDOOD]LRQL�
VSD]LDOL��1HJOL�DQQL�WUD�LO������H�LO�������1LWVFK�KD�FUHDWR�XQ�VLJQLŵFDWLYR�FRUSR�LQL]LDOH�GL�GLSLQWL��VX�FXL�ª�VWDWR�LQ�
grado diritornare nei primi Anni Ottanta. Nei precedenti quindici anni si era concentrato sulla progressiva evoluzione 
dell’o.m. theater e aveva evoluto l’automatismo gestuale della pittura astratta verso il linguaggio materiale dell’o.m. 
theater con il suo motivo centrale, l’Azione lacerante (=HUUHL¡XQJVDNWLRQ) evocativa dello scatenamento delle pulsioni. 

Un’analisi ricettiva mostra come la visione del suo lavoro sia cambiata e come il suo uso dei media sia determinato 
da tendenze, che si spostano verso il polo dell’oggetto pittorico statico oppure verso quello teatrale dell’evento 
dell’Azione. Dopo le sue prime mostre a Vienna, Nitsch è stato percepito come un pittore Informale (ill.8). Dal 1965 

(‘1st Ab reaction Play’) which was published in 1961, Nitsch was elaborating the central mechanism of his art and 
reducing language to the scream. The abstraction of the scream corresponded to the gestures of the European 
Informalists, above all those of the large-scale Abstract Expressionism of the New York School, and in particular the 
painting of Jackson Pollock.
 In the dramaturgy of the o.m. theater, the two gestures of explosive pouring and the meditation on paint slowly 
running from above to below, were turned, respectively, into the tragic scenes of violence, with the motif of the lamb 
that is torn asunder, and those of contemplative temporal spaces, during which the participants in the festivities 
were encouraged to engage in a mystical contemplation of nature.
For Nitsch, theatre is “dynamic work with the psychic mechanisms of the spectators”, just as painting is the action 
of designing using directly experienced material values such as colour and light. For him, both are ecstatic 
techniques on the path to direct and true experience – one of the desired goals of the post-avantgardes of the 
����V�DQG�����V��7KH�ZD\�WR�DFKLHYH�WKLV�DLP�DOVR�HPEUDFHV�PHWKRGV�GHULYHG�IURP�WKH�ŵHOG�RI�ULWXDO�DQG�WKH�
use of intoxicants, for instance the psychogenic drugs peyote, mescaline or LSD. The o.m. theater’s celebration of 
H[LVWHQFH��LWV�SV\FKRG\QDPLFV�DQG�LWV�V\QDHVWKHWLF�VWUXFWXUH�VKRXOG�GHŵQLWHO\�DOVR�EH�YLHZHG�LQ�FRQQHFWLRQ�ZLWK�WKH�
VLJQLŵFDQFH�RI�VXFK�SRVVLELOLWLHV�RI�H[SUHVVLRQ�LQ�DUW�LQ�JHQHUDO�DQG�VLQFH�WKH�����V�LQ�SDUWLFXODU��

Upon entering the experiential space of Hermann Nitsch’s art, one discovers that a central position is occupied 
by the orgiastic climax, the intoxicatingly experienced “fundamental excess” 
which Nitsch interpreted as the original motivation of theatre, and of art in 
general. However, the aim is mastery and acceptance of the powers that are set 
free in the process. He believes in the possibility and collective legitimation of 
the cathartic function of the theatre and that is why he characterises his art as a 
“further development of the drama”. Using art as a “technique of analysis”, he 
wants to “[let] the very deepest, repressed energies escape” and regards his offer 
of experiencing his dramatic ritual as a suitable mechanism for making these 
energies “visible and conscious” and surmountable “with the help of the form”. 

It is worth noting how Nitsch, from the early 1960s onwards, has supported 
the nature and function of his whole work, as well as his use of different media 
elements, with a comprehensive theory. Even the 1. Abreaktionsspiel, published 
in 1961, is introduced by a theoretical text, in which, on the one hand, he 
makes reference to the functional leitmotifs of his conception and, on the other 
hand, supports it with quotations from the works of Gottfried Benn and C.G. 
-XQJ��ZKRVH�SRVLWLRQV�KDG�EHHQ�LQŶXHQWLDO�IRU�KLP��6LQFH�WKHQ��1LWVFK�KDV�ZRUNHG�RQ�D�FRPSUHKHQVLYH�WKHRU\�
of his notion of performance and one is drawn to the conclusion that, in doing so, he wants to do justice to his 
homogenous notion of his oeuvre. The work on a theoretical basis indicates positions of Modernism and passes 
on the revolutionary idealism of the avantgarde.

The basic structures that become visible when viewing at his work as a whole show that Nitsch’s thinking 
continually oscillates between the performative (and even dramatic) work of art and a fascinating pictorial œuvre. 
The o.m. theater�ZRUNV�OLNH�D�JHQHUDWRU��ZKRVH�ŶRZ�RI�HQHUJ\�IHHGV�D�FRPSOH[�YLVXDO�ZRUN�WKDW�FRPSULVHV�SDLQWLQJ��
ŵOP��SKRWRJUDSK\��GUDZLQJ��SULQWHG�JUDSKLFV��REMHFWV��UHOLFV�IURP�$FWLRQV��DQG�VSDWLDO�LQVWDOODWLRQV��,Q�WKH�\HDUV�
EHWZHHQ������DQG�������1LWVFK�FUHDWHG�D�VLJQLŵFDQW�HDUO\�ERG\�RI�SDLQWLQJV��RQ�ZKLFK�KH�ZDV�DEOH�WR�UHVXPH�
ZRUN�LQ�WKH�HDUO\�����V��,Q�WKH�SUHYLRXV�ŵIWHHQ�\HDUV�KH�KDG�FRQFHQWUDWHG�RQ�WKH�JUDGXDO�HYROXWLRQ�RI�WKH�o.m. 
theater and developed the gestural automatism of abstract painting into the material language of the o.m. theater 
with its central motif, the =HUUHL¡XQJVDNWLRQ (‘Tearing Action’) evocative of the unleashing of drives. 

Receptive analysis shows how the view of his work has changed, and how its mediation is determined by tendencies, 
shifting either towards the pole of the static pictorial object or towards that of the dramatic event of the Action. After 
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in poi, con la crescente tendenza performativa dell’arte visiva nell’ambito di una nuova, ampliata concezione dell’arte 
in generale, maggiore attenzione è stata rivolta all’importanza decisiva della performance nell’o.m. theater. Negli 
ultimi anni, l’attenzione si è nuovamente spostata verso il campo dell’arte visiva, come risultato di strategie di uso 
dei media. Il nucleo drammatico e performativo è stato oscurato dal predominio della pittura e soprattutto dalla 
PDUHD�GL�LPPDJLQL�IRWRJUDŵFKH��/őHOHPHQWR�SHUIRUPDWLYR�H�WHDWUDOH�DQFRUD�XQD�YROWD�KD�IDWWR�XQ�SDVVR�LQ�VHFRQGR�
piano. Tuttavia, nel frattempo Nitsch può puntare su realizzazioni complete dell’o.m. theater – sia che si tratti della 
variante adattata alle condizioni del palcoscenico per l’Azione n. 122 al Burgtheater di Vienna o della Celebrazione 
GHOOő(VLVWHQ]D� HVHJXLWD� JUD]LH� DOOD� UHDOL]]D]LRQH� GHOOő2SHUD� GL� �� *LRUQL� QHO� ������8QőDWWLYLW¢� FROODWHUDOH� ª� VWDWD� OD�
produzione su grandi palcoscenici, dove Nitsch è riuscito in modo affascinante ad applicare la grammatica formale 
ed estetica della sua arte dell’evento a capolavori della letteratura del teatro e della musica classica e moderna. 
Tuttavia, questo lavoro non corrisponde alla vera natura e alla funzione dell’o.m. theater. L’Evento progettato da 
1LWVFK�KD�ELVRJQR�GL�XQ�SURSULR�DPELHQWH�VSD]LDOH��SLXWWRVWR�VSHFLŵFR��)RQGDPHQWDOH�SHU�HVVR�ª�OőHTXLOLEULR�WUD�ULSRVR�
e movimento su cui si basa l’o.m. theater H�FKH�ª�GHWHUPLQDQWH�SHU�OD�TXDOLW¢�GHOOőHVSHULHQ]D��,Q�TXHVWD�GXDOLW¢�OD�
struttura profonda dell’o.m. theater estrae un tema portante della morfologia storica dell’arte, cioè che tutta l’arte 
pittorica è una rappresentazione sia del corpo che dello spazio. In accordo con questa regola, l’arte pittorica e gli 

HOHPHQWL�SULPRUGLDOL�GHO�WHDWUR�VL�XQLŵFDQR�QHOOD�FRQFH]LRQH�FRPSOHVVLYD�GHOOőo.m. theater per formare 
un nuovo tipo di opera d’arte, quella determinata dall’alternanza tra elementi di movimento, durante 
i quali quegli spazi sono attraversati nel corso di esperienze drammatiche, ed elementi di riposo, che 
VRQR�FDUDWWHUL]]DWL�GDO�PDQJLDUH�H�GDO�EHUH��GD�FRPXQLFD]LRQH�H�VHVVXDOLW¢��R�GDOOőHVSHULHQ]D�PHGLWDWLYD�
VXOOR�VSD]LR�QDWXUDOH��FRV®�FRPH�GDO�VRQQR�H�GDO�VRJQR��,O�ULWPR�GHWHUPLQDWR�GDO�FRUVR�GHJOL�HYHQWL�FKH�VL�
YHULŵFDQR�WUD�TXHVWL�GXH�SROL�HQHUJHWLFL�VWUXWWXUD�OőDQGDPHQWR�GHOOő2SHUD�GL���*LRUQL�H�FRUULVSRQGH�DOOD�
YRORQW¢�WRWDOH�GL�FUHDUH�SURJUHVVLYDPHQWH�XQ�HIIHWWR�FRQWHPSODWLYR��ULŶHVVLYR��H�TXLQGL�GL�HVSDQVLRQH�
della coscienza, sulle decisive sfere empiriche dell’esperienza dei partecipanti, le loro sensazioni corporee 
H�VSD]LDOL��$O�ŵQH�GL�RWWHQHUH�OőHIIHWWR�DSSURSULDWR��1LWVFK�KD�RUJDQL]]DWR�OőHVSHULHQ]D�ULWXDOL]]DWD�GHOOőo.m. 
theater�LQ�DFFRUGR�FRQ�LO�VXR�VLPEROLVPR�LQWULQVHFR�SHU�OD�GXUDWD�GL�VHL�JLRUQL�H�VHL�QRWWL�H�FRV®�IDFHQGR�
ha aperto una chiara dimensione SPAZIOTEMPORALE, che corrisponde all’omogenea, extraterritoriale 
progettazione di un’area esperienziale. La struttura sottostante indica forme di culto pre-teatrali, quali, ad 
HVHPSLR��OH�IHVWH�$SROOLQHH�H�'LRQLVLDFKH�FKH�VL�VYROJHYDQR�QHOOR�VSD]LR�FLUFRVFULWWR�GHO�WHPSLR�GL�'HOŵ�
nella culla della cultura Europea. Il concetto nel suo complesso, nonché la drammaturgia dell’o.m. theater 
FRPH�FROODJH�GUDPPDWLFR�GL�HVSHULHQ]H��RIIUH�DL�SDUWHFLSDQWL�GHOOD�FHOHEUD]LRQH�OD�SRVVLELOLW¢�GL�WURYDUH�
le proprie associazioni e connessioni cultural-antropologiche. Un legame potrebbe essere, per esempio, 
LO� IDWWR� FKH�VLD�QHOOH� IHVWH�'HOŵFKH�R�QHO� FXOWR�JUHFR�GL�&LEHOH� VLD�QHOOD�&HOHEUD]LRQH�GHOOő(VLVWHQ]D�D�
3ULQ]HQGRUI��Oő2SHUD�LQL]LD�SURSULR�DOOőDOED�GHO�SULPR�JLRUQR�FRQ�XQ�ULIHULPHQWR�DO�VDFULŵFLR�GL�XQ�WRUR��1HL�
successivi sei giorni, si dispiega uno spazio esperienziale ampio, strutturato da una sequenza armoniosa 
GL�IDVL�GL�D]LRQH�H�GL�ULSRVR��*OL�HYHQWL�H�L�ŶXVVL�GL�SHUVRQH�PHVFRODQR�WXWWR�QHOOő$UHQD�GL�YDVWD�SRUWDWD�GHOOD�
Celebrazione. A intervalli regolari, gli attori della rappresentazione si trovano a ricevere istruzioni da un 
regista e un direttore secondo le variazioni dei motivi orgiastici di lacerazione che si effettuano. La struttura 

DSHUWD�GHOOő2SHUD�H�JOL�VSRVWDPHQWL�GHL�SDUWHFLSDQWL� LQŶXHQ]DQR�LO�FRUVR�GHOOD�&HOHEUD]LRQH�Ŏ�JOL�VSHWWDWRUL�SRVVRQR�
decidere liberamente cosa fare e sperimentare ciò che desiderano. Possono, ad esempio, passeggiare attraverso i varchi 
nell’area della rappresentazione o prendervi parte nella forma ritualizzata delle Azioni legata a spostamenti collettivi 
SURFHVVLRQDOL�Ŏ�XQ�ULIHULPHQWR�TXHVWR�DOOD�OLWXUJLD�FDWWROLFD��FKH�GHULYD�GD�ULWL�GL�IHUWLOLW¢��'D�TXHVWR�ULWPR�FRQWLQXDPHQWH�
DOWHUQDWR� GL�PRWLYL� GL� SRVH� ŵVVH� H�PRYLPHQWL� VL� ª� VYLOXSSDWR� OR� 63$=,2�',�029,0(172� /,%(52�GHOOőo.m. theater. 
4XHVWR�VSD]LR��RUJDQL]]DWR�QHOOH�UHOD]LRQL�GDJOL�RJJHWWL�VSHFLŵFL�H�GDL�FRUSL�VLWXDWL�DOOőLQWHUQR�GL�HVVR��QRQ�VROR�FLUFRQGD�L�
partecipanti all’Opera, ma li provoca anche, attraverso l’estesa durata di tutto il concetto, l’esperienza di esposizione e di 
communitas��H��GXQTXH�DQFKH�JUD]LH�DOOőHPHUJHUH�GL�XQ�DVVHWWR�VSD]LDOH�SLXWWRVWR�VSHFLŵFR��4XHVWR�ª�LO�PRWLYR�SHU�FXL�
Nitsch ha sviluppato una propria architettura per la Celebrazione, lo SPAZIO IDEALE della “Architettura dell’o.m. theater”.

Nel dramma da leggere /D�FRQTXLVWD�GL�*HUXVDOHPPH ('LH�(UREHUXQJ�YRQ�-HUXVDOHP), che è stato pubblicato nel 1973, 
1LWVFK�FL�IRUQLVFH�TXHOOD�FKH�ª�SUREDELOPHQWH�OőLQWXL]LRQH�SL»�FRPSOHWD�ŵQR�DG�RJJL�GHOOD�IRUPD�H�GHOOD�IXQ]LRQH�

KLV�ŵUVW�H[KLELWLRQV�LQ�9LHQQD��1LWVFK�ZDV�SHUFHLYHG�DV�EHLQJ�DQ�,QIRUPDOLVW�SDLQWHU�(ill.8). From 1965 onwards, with 
the increasing performatization of the visual art within the framework of a new, expanded notion of art in general, 
PRUH�DWWHQWLRQ�ZDV�JLYHQ�WR�WKH�GHFLVLYH�VLJQLŵFDQFH�RI�WKH�SHUIRUPDQFH�RI�WKH�o.m. theater. In the last few years, 
WKH�HPSKDVLV�KDV�RQFH�DJDLQ�VKLIWHG�WR�WKH�ŵHOG�RI�YLVXDO�DUW��DV�D�UHVXOW�RI�PHGLDWLRQ�VWUDWHJLHV��7KH�GUDPDWLF�DQG�
SHUIRUPDWLYH�FRUH�KDV�EHHQ�REVFXUHG�E\�WKH�GRPLQDQFH�RI�SDLQWLQJ�DQG�DERYH�DOO�E\�WKH�ŶRRG�RI�SKRWRJUDSKLF�
images. The performative and theatrical element has once again stepped into the background. However, Nitsch can 
in the meantime point to comprehensive realisations of the o.m. theater – whether it be the variation adapted to 
the conditions of the stage for the 122nd Action at Vienna’s Burgtheater or the Celebration of Existence performed 
at the realisation of the  ��'D\�3OD\� in 1998. A sideline has been the productions on big opera stages, where Nitsch 
has succeeded in a fascinating way in applying the formal grammar and aesthetics of his event art to masterpieces 
of the literature of classical and modern music theatre. However, this work does not correspond to the actual nature 
and function of the o.m. theater��7KH�HYHQW�GHVLJQHG�E\�1LWVFK�QHHGV�LWV�YHU\�RZQ��TXLWH�VSHFLŵF�VSDWLDO�DWPRVSKHUH��
Fundamental to this is the balance between rest and movement upon which the o.m. theater is based and which 
is decisive for the quality of the experience. In this duality the profound structure of the o.m. theater mines a basic 
theme of art historical morphology, namely that all pictorial art is a representation of both the body and space. 
$FFRUGLQJ�WR�WKLV�UXOH��SLFWRULDO�DUW�DQG�WKH�SULPDO�HOHPHQWV�RI�WKH�WKHDWUH�EHFRPH�XQLŵHG�LQ�WKH�RYHUDOO�FRQFHSWLRQ�
of the o.m. theater to form a new kind of art work, one which is determined by the alternation between elements 
of movement, during which spaces are stridden across in the course of dramatic experiences, and elements of rest, 
which are characterised by eating and drinking, communication and sexuality, or by the meditative experience of 
natural space, as well as by sleep and dream. The rhythm determined by the course of events occurring between 
these two energetic poles structures the six-day course of the festival and corresponds to the overall intention 
RI�SURJUHVVLYHO\�FUHDWLQJ�D�FRQWHPSODWLYH��UHŶHFWLYH�DQG�WKHUHE\�FRQVFLRXVQHVV�H[SDQGLQJ�HIIHFW�RQ�WKH�GHFLVLYH�
empirical spheres of the participants’ experience, their sensations of the body and space. In order to achieve the 
appropriate effect, Nitsch arranged the ritualised experience of the o.m. theater in accordance with its inherent 
symbolism for the duration of six days and six nights and in so doing opened up a clear TIMESPACE, which 
corresponds to the homogenous, exterritorial design of an experiential area. The underlying structure indicates 
pre-theatre cultic forms, such as, for instance, the Apollonian and Dionysian festivals which were held in the temple 
precint of Delphi in the earliest days of European high culture. The concept as a whole, as well as the dramaturgy of 
the o.m. theater as a dramatic collage of experience, offers the festival participants the possibility of making their 
own cultural-anthropological associations and connections. Such a reference could be, for example, that both in 
the Delphian festivals or the Greek cult of Cybele and in the Celebration of Existence in Prinzendorf, the festival 
EHJLQV�SUHFLVHO\�DW�VXQULVH�RQ�WKH�ŵUVW�GD\�ZLWK�D�UHIHUHQFH�WR�WKH�VDFULŵFH�RI�D�EXOO��,Q�WKH�IROORZLQJ�VL[�GD\V��D�ZLGH�
ranging experiential space unfolds,  structured by a harmonious sequence of phases of movement and rest. The 
events and streams of people mix all across the far-reaching festival arena. At regular intervals, actors in the play 
are to be found receiving instructions from a director and a conductor in variations of the orgiastic motifs of rending 
WKDW�DUH�WDNLQJ�SODFH��7KH�RSHQ�VWUXFWXUH�RI�WKH�IHVWLYDO�DQG�WKH�PRYHPHQWV�RI�WKH�IHVWLYDO�SDUWLFLSDQWV�LQŶXHQFH�WKH�
course of the celebration – the participants can decide freely what to do and experience what they wish to. They can, 
for example, either wander through the passages of the festival area or take part in the ritualised form of Actions 
connected with processional collective movements – a reference to the Catholic liturgy, which derives from fertility 
rites. From this continuously, alternating rhythm of the motifs of standing still and moving developed the o.m. 
theaterőV�)5((�63$&(�2)�029(0(17��7KLV�VSDFH��UHODWLRQDOO\�RUJDQLVHG�E\�WKH�VSHFLŵF�REMHFWV�DQG�ERGLHV�ORFDWHG�
within it, not only surrounds the festival participants but also provokes them, through the extended duration of the 
whole concept and the experience of exposure and communitas, and thereby through the emergence of a quite 
VSHFLŵF�DUUDQJHPHQW�RI�VSDFHV��7KLV�DUHQD�RI�WKH�o.m. theater is a causal result of the necessity to ideally occupy 
the exterritorial space, which is open per se. That is why Nitsch developed his own architecture for the festival, the 
ŵWWLQJO\�,'($/�63$&(�RI�WKH�Ő$UFKLWHFWXUH�RI�WKH�o.m. theater’. 

In the reading drama 'LH�(UREHUXQJ�YRQ�-HUXVDOHP (‘7KH�&RQTXHVW�RI�-HUXVDOHP‘), which was published in 1973, 
Nitsch gives us what is probably the most comprehensive insight into the envisioned form and function of this 
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di questa architettura. Si tratta di uno spazio sperimentale idealmente armonizzato con le esigenze dei contenuti 
dell’o.m. theater��3DVVDJJL�H�JURWWH�VRUJRQR�QHOOD�WHUUD��FUHDQGR�LO�YDVWR�VLVWHPD�GL�XQD�œFLWW¢�VRWWHUUDQHDŔ��/őDUFKLWHWWXUD��
FKH�VFHQGH�VRWWR�OD�VXSHUŵFLH��FRUULVSRQGH�DOOőLGHDOH�GHOOH�GLQDPLFKH�SVLFRDQDOLWLFKH�GHOOő2SHUD��/D�IRUPD�ELRPRUŵFD�
di un sistema dilagante, a volte metaforicamente denso nella sua planimetria, ricorda la struttura di tessuti, organi o 
GHOOD�FLUFROD]LRQH�GL�ŶXLGL�FRUSRUHL�(ill.9)��,Q�XQ�GLVHJQR�FKH�DFFRPSDJQD�LO�OLEUR��1LWVFK�KD�UDIŵJXUDWR�TXHVWR�VLVWHPD�
di espansione di grotte piuttosto decorativo, numerando gli spazi e i passaggi tra essi, e quindi assegnando questi 
numeri alle rispettive Azioni che vi si svolgono. Il labirintico, vegetativo sistema sotterraneo favorirebbe un processo 
di dissoluzione di coordinate spaziali e temporali, e anche il trasporto dello spettatore della rappresentazione in un 
ŶXLGR�VWDWR�GL� WUDQFH��JHQHUDWR�GDO�FRQWLQXR�PRYLPHQWR�GHOOH�PDVVH�XPDQH�DWWUDYHUVR� L�SDVVDJJL�GD�XQD�VWDQ]D�
DOOőDOWUD�H�GD�XQő$]LRQH�DOOőDOWUD��7DOL�GLPHQVLRQL�HVSHULHQ]LDOL�FRQWUDVWDQR�FRQ�OR�VSD]LR�QDWXUDOH�GHOOD�VXSHUŵFLH��FKH�
nella drammaturgia dell’o.m. theater�ª�GHOLEHUDWDPHQWH�GHŵQLWR�FRPH�TXHO�OXRJR�GRYH�OH�GLPHQVLRQL�VSD]LDOL�H�OH�
PLVXUH�WHPSRUDOL�VRQR�QRWH�H�ULPDQJRQR�LQWDWWH��H�GRYH�OD�ORUR�UHODWLYLW¢��LQ�RJQL�FDVR�GLYHQWD�FKLDUD�DWWUDYHUVR�OH�
LPPDJLQLŵFKH�H�PHGLWDWLYH�RVVHUYD]LRQL�GHOOH�VWHOOH�H�GHOOR�VSD]LR�HVWHUQR�

&RV®�FRPH�VL�SX´�RVVHUYDUH�TXDQWR�OőDUWH�YLVLYD�VL�VLD�DPSOLDWD�QHO�FRUVR�GHJOL�XOWLPL�GHFHQQL��YDOH�D�GLUH�GDO�IRUPDWR�
GHOOD�IRWRJUDŵD�DOOR�VSD]LR�H�GDOOD�VXSHUŵFLH�SLWWRULFD�DOOőLQVWDOOD]LRQH�VSD]LDOH�H�PXOWLPHGLDOH��FRV®�DQFKH�QHO�ODYRUR�
GL�1LWVFK�VL�SX´�QRWDUH�XQőXQLW¢�WUD�Oő(YHQWR�H�LO�FRUULVSRQGHQWH�VSD]LR�LGHDOH�GHOOőRSHUD�GőDUWH�UHDOH��'DOOD�ŵQH�GHJOL�
Anni Cinquanta egli ha sviluppato una coerente, strutturata architettura della percezione. Ampie aree della sua opera 
si sono evolute, in maniera subordinata alla drammaturgia della grande, riconciliante Celebrazione dell’Esistenza. 
Nonostante i notevoli risultati ottenuti nel campo delle arti visive e della pittura, della musica e della letteratura 
DEELDQR�XQ�SURSULR�FDUDWWHUH�LQGLYLGXDOH��LQ�UHDOW¢�VL�ULYHODQR�VROR�QHOOD�ORUR�LQWHUH]]D��TXDORUD�YHQJDQR�FRQVLGHUDWL�
in relazione alle altre aree di lavoro e collocati in posizioni paritetiche con esse, e qualora l’evento dell’Opera di 6 
Giorni sia preso in considerazione dopo aver esaminato l’oggetto, che sia pittura o disegno, il collage di materiali o 
OőLQVWDOOD]LRQH�VSD]LDOH��R�GRSR�DYHU�LQGDJDWR�OD�IRWRJUDŵD��OD�PXVLFD�H�L�QXFOHL�OHWWHUDUL�GHOOD�VWUXWWXUD�FRPSOHVVLYD�FKH�
si basa su un’estensione della partitura.

&RPH�3DVROLQL��1LWVFK�ª�LPSHJQDWR�LQ�XQD�ULFHUFD�GHOOD�œ9HULW¢Ŕ�H�VSHUD�GL�WURYDUOD�ROWUH�LO�OLQJXDJJLR�GUDPPDWLFR��
attraverso una rianimazione del mito e attraverso la percezione diretta, nel senso di un “risveglio della coscienza”. È 
un processo composto dall’esperire, dall’acquisire consapevolezza, e durante il quale, come sostanza del percorso, il 
FRUSR�ª�DO�FHQWUR�GHOOD�VFHQD�LQ�TXDQWR�PH]]R�VHQVXDOH�GLUHWWR��1LWVFK�QRQ�FUHGH�FKH�LO�PRQGR�H�OD�UHDOW¢�VLDQR�FRVWLWXLWL�
esclusivamente attraverso il linguaggio, e rimane scettico verso il potenziale analitico e ideologico del linguaggio. Nel 
TXDGUR�GHOOH�SRVVLELOLW¢�HVSDQVH�GL�DUWH��HJOL�LQVLVWH�VXO�SRWHQ]LDOH�VRYYHUVLYR�GHOOőHVSHULHQ]D�WUDVJUHVVLYD�LPPHGLDWD�
H�SHU�OXL�TXHVWR�ª�XQR�VWDWR�GL�œYLWDOLW¢Ŕ�LQ�FXL�OH�SXOVLRQL�LQFRQWUROODELOL�YHQJRQR�FDWWXUDWH�DWWUDYHUVR�OD�IRUPD�OLWXUJLFD�
e rituale e “guidate verso lo stato d’amore”. Lo scopo dell’o.m. theater e il suo “Festival della forma” è quello di rendere 
possibile sperimentare questo stato di “amore de-banalizzato”.

1 Roland Barthes, Camera Lucida, New York: Hill and Wang, 1981, 12.
2 Oswald Wiener in: 1LWVFK��2UJLHQ�0\VWHULHQ�7KHDWHU���2UJLHV�0\VWHULHV�7KHDWUH, Darmstadt: MÄRZ 1969, 23.
3 Tra il 1967 e il 1975 egli si spostò in Baviera.
4 Si veda anche: +HUPDQQ�1LWVFK��:LHQHU�9RUOHVXQJHQ (0DVNH�XQG�.RWKXUQ�����1RV���Ŏ�), ed. Michael Hüttler, Vienna – Cologne – Weimar: Böhlau 2005, 14.
5 Ibid., 103.
6 Hermann Nitsch, YRQ�GHQ�ZXU]HOQ�GHU�WUDJ¸GLH, in: ibid., GDV�RUJLHQ�P\VWHULHQ�WKHDWHU��PDQLIHVWH�DXIV¦W]H�YRUWU¦JH, Salzburg: Residenz 1990, 15.
�� /D�FLWD]LRQH�FRPSOHWD�GHOOD�GLFKLDUD]LRQH�GL�$GRUQR�ULSRUWD��œ/D�FULWLFD�FXOWXUDOH�VL�ULWURYD�DG�DIIURQWDUH�OD�IDVH�ŵQDOH�GHOOD�GLDOHWWLFD�WUD�FXOWXUD�H�EDUEDULH��6FULYHUH�SRHVLH�GRSR�$XVFKZLW]�

è barbaro. E ciò corrode anche la conoscenza del motivo per cui è diventato impossibile scrivere poesie oggi “. Theodor W. Adorno, &ULWLFD�FXOWXUDOH�H�VRFLHW¢, original in: Gesammelte 
Schriften, Vol. 10.1: Kulturkritik und Gesellschaft I. ‘Prismen. Ohne Leitbild’, Frankfurt a. M.: Suhrkamp 1977, 30 (Traduzione inglese qui di Samuel e Shierry Weber).

8 Si veda Philipp Sarasin, ‘.¸USHUJHVFKLFKWH�]ZLVFKHQ�.RQVWUXNWLYLVPXV��3ROLWLN�XQG�(UIDKUXQJ’, in: +LVWRULVFKH�$QWKURSRORJLH��, 1999, 437–451.
�� &I��6ODYRM�ĺLĻHN��*ULPDVVHQ�GHV�5HDOHQ��-DFTXHV�/DFDQ�RGHU�GLH�0RQVWURVLW¦W�GHV�$NWHV, Cologne 1993, 157–160 (citato da Sarasin 1999, cit. nota 8, 450). Engl. *ULPDFHV�RI�WKH�5HDO��RU�

:KHQ�WKH�3KDOOXV�$SSHDUV.
10 Peter Gorsen, 'DV�$NWLRQVWKHDWHU�XQG�GLH�9HUKHL¡XQJ�GHV�/HEHQV�EHL�+HUPDQQ�1LWVFK, in: Klaus Bachler – Otmar Rychlik (ed.), Hermann Nitsch. 'DV�2UJLHQ�0\VWHULHQ�7KHDWHU�������$NWLRQ�

%XUJWKHDWHU�:LHQ, Vienna: Edition Kunst/Agentur 2006, 113.

architecture to date. It concerns an experiential space which is ideally harmonised with the needs of the contents 
of the o.m. theater. Passages and caves are bored in the earth, creating the extensive system of an “underground 
city“. The architecture, which descends below the surface, corresponds to the ideal of the psychoanalytic dynamics 
RI�WKH�IHVWLYDO��7KH�ELRPRUSKLF�IRUP�RI�D�UDPSDQW�V\VWHP��VRPHWLPHV�ŵJXUDWLYHO\�GHQVH�LQ�LWV�JURXQG�SODQ��UHPLQGV�
RQH�RI�WKH�VWUXFWXUH�RI�WLVVXHV��RUJDQ�V\VWHPV�RU�ŶXLG�FLUFXODWLRQ��ill.9). In a drawing accompanying the book, Nitsch 
has sketched this almost ornamentally expanding system of caves, numbering the spaces and passages and then 
allocating these numbers to the respective Actions which occur there. The labyrinthine, vegetative, underground 
system would support a process of dissolving spatial and temporal coordinates, and also transport the festival 
SDUWLFLSDQW�LQWR�D�ŶRZLQJ��WUDQFH�OLNH�VWDWH��FUHDWHG�E\�WKH�FRQWLQXRXV�PRYHPHQW�RI�KXPDQ�PDVVHV�WKURXJK�WKH�
passages, from room to room and from Action to Action. Such experiential dimensions contrast with the natural 
space of the surface, which in the dramaturgy of the o.m. theater�LV�GHOLEHUDWHO\�GHŵQHG�DV�WKDW�SODFH�ZKHUH�VSDWLDO�
dimensions and temporal measurements are known and remain intact, and where their relativity at any rate 
becomes clear through the envisaged meditative observations of the stars and outer space.

Just as it may be observed how much visual art has expanded over the past few decades, namely from the 
picture format to space, and from the pictorial surface to spatial and medial installation, so too in Nitsch’s 
work one can notice a unity between the event and the corresponding ideal space of the actual work of art. 
Since the end of the 1950s he has developed a consistent, structured architecture of perception. Extensive 
areas of work have evolved, subordinated to the dramaturgy of the great reconciling Celebration of Existence. 
$OWKRXJK�WKH�UHPDUNDEOH�UHVXOWV�DFKLHYHG�LQ�WKH�ŵHOGV�RI�YLVXDO�DUW�DQG�SDLQWLQJ��RI�PXVLF�DQG�OLWHUDWXUH�KDYH�
their own individual character, they really only reveal themselves in their entirety when viewed in relation to 
the other areas of work – and placed on equal footing with them; when the event of the ��'D\�3OD\� is taken 
into consideration upon examining the object, whether it be painting or drawing, material collage or spatial 
installation, or investigating the photography, the music or the overall structure’s literary nucleus, which is based 
on an extension of the score.

/LNH� 3DVROLQL��1LWVFK� LV� HQJDJHG� LQ� D� TXHVW� IRU� ŐWKH� WUXWKő� DQG�KRSHV� WR� ŵQG� LW� EH\RQG�GUDPDWLF� ODQJXDJH�� YLD�
a reanimation of myth and through direct perception, in the sense of an “awakening of consciousness”. It is a 
process of experiencing, of becoming aware, during which, as a matter of course, the body takes centre stage as 
a direct sensual medium. Nitsch does not believe that the world and reality are constituted solely via language, 
and remains sceptical towards the analytical and ideological potential of language. Within the framework of the 
extended possibilities of art, he insists on the subversive potential of immediate transgressive experience, and 
for him this is a state of ‘vitality’ in which the unleashed drives are captured through liturgical and ritual form and 
“driven to the state of love”. The aim of the o.m. theater and its “festival of form” is to make it possible to experience 
this state of “de-trivialised love”.

1 Roland Barthes, Camera Lucida, New York: Hill and Wang, 1981, 12.
2 Oswald Wiener in: 1LWVFK��2UJLHQ�0\VWHULHQ�7KHDWHU���2UJLHV�0\VWHULHV�7KHDWUH��'DUPVWDGW: MÄRZ 1969, 23.
3 Between 1967 and 1975 he moved to Bavaria.
4 See also:�+HUPDQQ�1LWVFK��:LHQHU�9RUOHVXQJHQ��0DVNH�XQG�.RWKXUQ�����1RV���Ŏ�), ed. Michael Hüttler, Vienna – Cologne – Weimar: Böhlau 2005, 14.
5 Ibid, 103.
6 Hermann Nitsch, vRQ�GHQ�ZXU]HOQ�GHU�WUDJ¸GLH, in: ibid., GDV�RUJLHQ�P\VWHULHQ�WKHDWHU��PDQLIHVWH�DXIV¦W]H�YRUWU¦JH, Salzburg: Residenz 1990, 15.
�� 7KH�FRPSOHWH�FLWDWLRQ�RI�$GRUQRőV�VWDWHPHQW�UXQV��œ&XOWXUDO�FULWLFLVP�ŵQGV�LWVHOI�IDFHG�ZLWK�WKH�ŵQDO�VWDJH�RI�WKH�GLDOHFWLF�RI�FXOWXUH�DQG�EDUEDULVP��7R�ZULWH�SRHWU\�DIWHU�$XVFKZLW]�LV�

barbaric. And this corrodes even the knowledge of why it has become impossible to write poetry today.” Theodor W. Adorno, Cultural Criticism and Society, original in: Gesammelte 
Schriften, Vol. 10.1: Kulturkritik und Gesellschaft I. ‘Prismen. Ohne Leitbild’, Frankfurt a. M.: Suhrkamp 1977, 30 (English translation here by Samuel and Shierry Weber).

8 See Philipp Sarasin, ‘.¸USHUJHVFKLFKWH�]ZLVFKHQ�.RQVWUXNWLYLVPXV��3ROLWLN�XQG�(UIDKUXQJő, in: +LVWRULVFKH�$QWKURSRORJLH��, 1999, 437–451.
�� &I��6ODYRM�ĺLĻHN��*ULPDVVHQ�GHV�5HDOHQ��-DFTXHV�/DFDQ�RGHU�GLH�0RQVWURVLW¦W�GHV�$NWHV, Cologne 1993, 157–160 (quoted by Sarasin 1999, cit. footnote 8, 450). Engl. Grimaces of the Real, 

RU�:KHQ�WKH�3KDOOXV�$SSHDUV.
10 Peter Gorsen, 'DV�$NWLRQVWKHDWHU�XQG�GLH�9HUKHL¡XQJ�GHV�/HEHQV�EHL�+HUPDQQ�1LWVFK, in: Klaus Bachler – Otmar Rychlik (ed.), +HUPDQQ�1LWVFK��'DV�2UJLHQ�0\VWHULHQ�7KHDWHU�������$NWLRQ�

%XUJWKHDWHU�:LHQ��9LHQQD: Edition Kunst/Agentur 2006, 113.
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Room 1

 
IntroIntro

Universal artist Hermann Nitsch has been working on the theory and implementation of his 2UJLHQ�0\VWHULHQ�
Theater since 1957. It is a dramatic epic for which the artist has designed an ideal utopian underground 
architecture necessary for its most all-encomapssing manifestation: a performance area around his living and 
workplace in Schloss Prinzendorf.  

Since 1963 he has presented numerous Actions with the central elements of the o.m. theater that in its 
entirety is an Celebration of the Existence. He was able to make use of its dramaturgically open structure in 
the multiplicity of available rooms. These ranged from a cellar studio in the 1960s, empty church spaces and a 
5RPDQ�DPSKLWKHDWUH�LQ�7ULHVW�LQ�WKH�����V��WR�WKH�VWDJH�DUHD�RI�WKH�%XUJWKHDWHU�LQ�������,Q������WKH�ŵUVW�RI�WKH�
six-day-and-night complete versions was realised at Schloss Prinzendorf near Vienna.

1LWVFK�PDGH�D�VLJQLŵFDQW�FRQWULEXWLRQ�WR�VKDSLQJ�DQ�H[SDQGHG�GHŵQLWLRQ�RI�DUW�DQG�KLV�DUW� LWVHOI� LV�SDUW�RI�D�
genealogy of visionary work models that stretch from Monet to Turell, from Skriabin to Artaud, from 7KH�/LYLQJ�
Theatre to Christoph Schlingensief. The o.m. theater is a synesthetic staged interplay of archetypes that would 
like to reactivate structures of the collective subconscious. As a participatory, dramatic and meditative event art it 
is intended to facilitate ecstatic experiences and cathartic acceptance of tragedy.  

Nitsch was also able to use the form and aesthetics of his theatre in the stage presentations he was invited to 
make in the 1990s. He has been celebrated for impressive successes as a director of works that are not his own 
such as part of the production of Jules Massenet’s Hérodiade at the Wiener Staatsoper or Robert Schumann’s 
Faust at the Opernhaus Zürich, for example, but also for the experiment of adapting the o.m. theater  for Vienna’s 
Burgtheater. More recently he was responsible for set decoration and directing of Olivier Messiaen’s Saint 
François d‘Assise at the Bayerischen Staatsoper in Munich in 2011.

L’artista universale Hermann Nitsch lavora dal 1957 alla teoria e alla realizzazione del suo o.m. theater [Teatro 
GHOOH�2UJH�H�GHL�0LVWHUL@. Si tratta di un poema epico drammatico, per la cui completa attuazione l’artista ha 
progettato un’architettura ideale, utopistica e sotterranea – un distretto immaginario ubicato presso il suo luogo 
di residenza e di lavoro, il castello di Prinzendorf.

A partire dal 1963, ha rappresentato in numerose $NWLRQHQ� >$]LRQL� WHDWUDOL@ elementi centrali del 0\VWHULHQ�
Spiel >2SHUD�GHL�0LVWHUL@, concepito nella sua completezza come una “Celebrazione dell’Esistenza”. La struttura 
drammatica aperta del 0\VWHULHQ� 6SLHO >2SHUD� GHL�0LVWHUL@ ne ha consentito l’impiego in molteplici luoghi 
messi a disposizione di Nitsch, fra i quali l’atelier nello scantinato negli anni Sessanta, spazi vuoti nelle chiese, 
OőDQŵWHDWUR�URPDQR�GL�7ULHVWH�QHJOL�DQQL�6HWWDQWD��ŵQR�DO�SDOFRVFHQLFR�GHO�%XUJWKHDWHU�QHO�������
Nel 1998 è stata realizzata a Prinzendorf, nei pressi di Vienna, la prima edizione della versione completa 
dell’opera, della durata di sei giorni e sei notti.

1LWVFK�KD�FRQWULEXLWR�LQ�PRGR�GHWHUPLQDQWH�DOOD�IRUPD]LRQH�GL�XQ�FRQFHWWR�DOODUJDWR�GL�DUWH�H�OD�VXD�DWWLYLW¢�ª�
parte di una genealogia di progetti visionari di opere, che tendono un arco da Monet a Turell, da Skrjabin ad 
Artaud, da 7KH�/LYLQJ�7KHDWUH a Christoph Schlingensief. L’o.m. theater >7HDWUR�GHOOH�2UJH�H�GHL�0LVWHUL@�è un’opera 
VLQHVWHWLFD�PHVVD�LQ�VFHQD�FRQ�DUFKHWLSL��FKH�YRUUHEEH�ULDWWLYDUH�VWUXWWXUH�FROOHWWLYH�VXEFRQVFLH��,Q�TXDOLW¢�GL�DUWH�
dell’evento partecipativa, drammatica e meditativa, dovrebbe permettere un’esperienza inebriante dell’esistenza 
ed un’accettazione catartica del tragico.

Nitsch ha potuto impiegare la forma e l’estetica del suo teatro anche per allestimenti su palcoscenici ai quali è 
VWDWR�LQYLWDWR�D�SDUWLUH�GDJOL�DQQL�1RYDQWD��+D�FHOHEUDWR�VXFFHVVL�LPSUHVVLRQDQWL�VLD�LQ�TXDOLW¢�GL�UHJLVWD�SHU�RSHUH�
non di sua concezione, come ad esempio nell’ambito della messa in scena dell’Hérodiade di Jules Massenet 
presso l’Opera di Stato di Vienna, oppure del Faust di Schumann al teatro lirico di Zurigo, sia con l’esperimento di 
un adattamento dell’o.m. theater >7HDWUR�GHOOH�2UJH�H�GHL�0LVWHUL@�SHU�LO�%XUJWKHDWHU�GL�9LHQQD��,QŵQH��QHO������VL�
è assunto il compito dell’allestimento e della regia del Saint François d’Assise di Olivier Messiaen presso l’Opera 
di Stato a Monaco di Baviera.
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1970-2014
Edipo/Oedipus
Partitura su relitto, tempera, feltro e rossetto su tela
Score on relic, paint, ball-point pen and lipstick on canvas 
236 x 134 cm

1990
Testa (Edipo)/Head (Oedipus)
scultura in gesso, garza, colore a olio
plaster, bandage, paint 
h 30 cm
base in ferro/iron
20 x 30 x 132 cm
Photo Valentina Zamboni

Sammlung Hummel, Vienna
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Theory and practice of the o.m. theater  Teoria e pratica dell’o.m. theater

As early as 1960 Hermann Nitsch began to develop a general theoretical model to accompany his art work. This 
material is sketched and written into numerous notebooks and manuscripts and provides ideal insight into the 
FRPSOH[�FRQWHQW�UHODWHG�GLPHQVLRQV�RI�KLV�DUW��,W�LV�PDLQO\�LQ�WKH�QRWHERRNV�IURP�WKH�ŵUVW�KDOI�RI�WKH�����V�WKDW�
he was intensely concerned with the evolutionary history of art and theatre and in particular with psychoanalytical 
and constructional morphological issues relating to symbolism and signs, i.e. the aesthetics and effect of his o.m. 
theater. A further part is represented by the manuscripts for the books in which the artist published his theory 
of the o.m. theater and that contain his closet dramas, 7KH�&RQTXHVW�RI�-HUXVDOHP, +DUPDWLQJ��D�&HOHEUDWLRQ and 
$VROR��D�&HOHEUDWLRQ��

*L¢�D�SDUWLUH�GDO������+HUPDQQ�1LWVFK�KD�DFFRPSDJQDWR�XQ�DPSLR�SURJHWWR� WHRULFR�DOOD�VXD�RSHUD�DUWLVWLFD��
Questo materiale, abbozzato ed annotato in numerosi quaderni e manoscritti, fornisce uno sguardo ideale sulle 
FRPSOHVVH�GLPHQVLRQL�FRQWHQXWLVWLFKH�GHOOD�VXD�DUWH��,Q�SDUWLFRODUH�QHL�TXDGHUQL��FKH�ULVDOJRQR�DOOD�SULPD�PHW¢�
degli Anni Sessanta, Nitsch si confrontava intensamente con la storia dello sviluppo dell’arte e con il teatro, ma 
soprattutto con domande psicoanalitiche e costruttivo-morfologiche riguardanti il valore simbolico ed i segni, 
OőHVWHWLFD�H�OőHIŵFDFLD�GHO�VXR�o.m. theater. Un’ulteriore parte è rappresentata dai testi scritti a mano riguardanti 
i libri nei quali l’artista ha pubblicato la sua teoria dell’o.m. theater, ed i manoscritti inerenti i suoi drammi 
destinati alla lettura GLH�HUREHUXQJ�YRQ�MHUXVDOHP�>/D�FRQTXLVWD�GL�*HUXVDOHPPH@, KDUPDWLQJ��HLQ�IHVW�>+DUPDWLQJ��
XQD�IHVWD@ e DVROR��HLQ�IHVW�>$VROR��XQD�IHVWD@.

3534

Room 2Sala 2



2016
Veduta dell’installazione/Exhibition view
Photo: Valentina Zamboni
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1986
Croce/Cross 
olio e cera su tela/oil and wax on canvas 
250 x 170 x 100 cm
Photo Valentina Zamboni

Collezione Catellani, Modena
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2016
Veduta dell’installazione/Exhibition view
Photo: Valentina Zamboni
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2008
Senza titolo/Untitled
Tecnica mista e collage su tela
Mixed media and collage on canvas
200 x 150 cm

Boxart Galleria d’Arte, Verona

2008
Senza titolo/Untitled
Tecnica mista e collage su tela
Mixed media and collage on canvas
200 x 150 cm

Boxart Galleria d’Arte, Verona
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1963
Opera di rose/Rosenbild (Work of Roses)
Sangue, pastello, stoffa, carta, gesso su tela
Blood, crayon, cloth, paper, plaster on burlap
82 x 146 cm
Photo Valentina Zamboni

Sammlung Gernot Dolezal, Vienna
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2008
Senza titolo/Untitled
Tecnica mista e collage su tela
Mixed media and collage on canvas
200 x 150 cm

Boxart Galleria d’Arte, Verona

2008
Senza titolo/Untitled
Tecnica mista e collage su tela
Mixed media and collage on canvas
200 x 150 cm

Boxart Galleria d’Arte, Verona
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1964
Manifesto. L’Agnello/Manifest Das Lamm (the Lamb)
Manifesto originale (fronte e retro)
Original poster (front and rear) 
41 x 59 cm

Sammlung Konzett, Vienna

1963
Blocco per schizzi/Sketchbook
24 x 12 cm ca./approx.

Atelier Nitsch, Prinzendorf

< Dettaglio dell’installazione
Detail of the installation
Photo: Valentina Zamboni
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The development of the o.m. theater  Lo sviluppo dell’o.m. theater 

Beginning in 1960, after initial ventures experimenting with strikingly sensual exaggerated language (%UXQVW�
6SLHO� Ŏ� 3OD\� RI� 5XWWLQJ), Nitsch developed a remarkable body of painting based on his critical engagement 
with abstract expressionism. He bound these and subsequent writing, compositions and utopian architectural 
conceptions into the theory and the overall design of the o.m. theater. As one of the founding members of 
Viennese Actionism and its prime directive of direct experience (Direkte Kunst) [direct art] instead of art that was 
only representational, he began to carry out actions in 1962 (1st  Action, %OXWRUJHO�� )HVW�GHV�SV\FKRSK\LVFKHQ�
Naturalismus [Bloodorgan, Celebration of psychophysical naturalism]) which centred on the human body and 
its potential for sensory perception and expression. Colour pigment is replaced by blood. In numerous and 
increasingly more detailed actions he worked step-by-step towards an overall structure for the o.m. theater 
DQG�KRZ�WKDW�PLJKW�EH�FRQYH\HG�WKURXJK�WKH�PHGLXPV�RI�SKRWRJUDSK\�DQG�ŵOP��,Q�WKH�����V�1LWVFK�JDLQHG�
increasing international recognition as a part of the on-going expansion of visual art into the domain of space 
and the objectlike and eventlike too. 

Dopo tentativi iniziali, nei quali Nitsch sperimentò con un linguaggio sensoriale fortemente eccessivo (%UXQVW�
6SLHO�Ŏ�2SHUD�GHOOD�)UHJROD), attorno al 1960 sviluppò, grazie al confronto critico con l’Espressionismo Astratto, 
un’opera pittorica giovanile degna di nota. Nitsch collega quest’opera e successivamente la sua letteratura, 
le composizioni e le rappresentazioni architettoniche utopistiche, alla teoria ed al progetto generale iniziale 
dell’o.m. theater��,Q�TXDOLW¢�GL�PHPEUR�IRQGDWRUH�GHO�:LHQHU�$NWLRQLVPXV�>$]LRQLVPR�9LHQQHVH@ e di detentore 
del primato di un’arte immediatamente esperibile (Arte Diretta) e non solo UDSSUHVHQWDWLYD, al cui centro si 
WURYDQR�LO�FRUSR�XPDQR�H�OH�VXH�SRVVLELOLW¢�GL�SHUFH]LRQH�H�GL�HVSUHVVLRQH��D�SDUWLUH�GDO������1LWVFK�LQL]LD�FRQ�
la realizzazione di Azioni teatrali (Azione n. 1, %OXWRUJHO�� )HVW�GHV�SV\FKRSK\VLVFKHQ�1DWXUDOLVPXV�Ŏ2UJDQR�GL�
VDQJXH�� )HVWD� GHO� QDWXUDOLVPR� SVLFRŵVLFR). Il colore viene sostituito dal sangue. Attraverso numerose Azioni 
VWUXWWXUDWH��FKH�GLYHQWDQR�VHPSUH�SL»�ULFFKH�GL�GHWWDJOL��1LWVFK�ODYRUD�SDVVR�GRSR�SDVVR�DOOD�VWUXWWXUD�JHQHUDOH�
dell’o.m. theater HG�DOOD�VXD�WUDVPLVVLRQH�PHGLDOH�DWWUDYHUVR�IRWRJUDŵH�H�ŵOPDWL��
,Q�TXDOLW¢�GL�UDSSUHVHQWDQWH�GL�TXHOOD�WHQGHQ]D�VYLOXSSDWDVL�QHJOL�$QQL�6HVVDQWD�YROWD�DOOőDPSOLDPHQWR�GHOOőDUWH�
ŵJXUDWLYD�YHUVR�OőDPELWR�GHOOR�VSD]LR��GHOOőRJJHWWR�H�GHOOőHYHQWR��1LWVFK�GLYLHQH�VHPSUH�SL»�FRQRVFLXWR�D�OLYHOOR�
internazionale.
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< Dettaglio dell’installazione
Detail of the installation
Photo: Valentina Zamboni

1967
Azione n. 16/16th Action
Ristampe in bianco e nero/B/W reprints 2016

Atelier Nitsch, Prinzendorf

Foto vintage incollate a mano a fisarmonica
Vintage photos handmade glued accordion-folded
14 x 20 cm ca/approx.

1960 – 1963 ca/approx.
Bozzetti e annotazioni per la teoria e i leitmotiv del Teatro delle Orge e dei Misteri 
Sketches and Notes to the Theory and the Leitmotifs of the Orgy Mystery Orgy Theatre
32 x 19 cm ca./approx.

Atelier Nitsch, Prinzendorf
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2016
Veduta dell’installazione/Exhibition view
Photo: Valentina Zamboni
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1975
Azione n.50/50th Action 
Dall’edizione 1977/From the 1977 edition 
Das Orgien Mysterien Theater    
Stampe BN su carta baritata/B/W print on baryta paper
65 x 50 cm ca./approx.
Stampata da/Published by Archivio Francesco Conz, Verona

Sammlung Friedrichshof, Zurndorf-Vienna

1977
Requiem per Beate/Requiem for Beate 
Dischi in vinile (cofanetto di 3)/Vinyl Records (boxset of 3) 
32 x 32 x 1,5 cm
Edizioni Morra, Napoli

Sammlung Friedrichshof, Zurndorf-Vienna
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1975
Azione n.50/50th Action
Dall’edizione 1977/From the 1977 edition 
Das Orgien Mysterien Theater  
Stampe a colori su carta baritata/Colour print on baryta paper
65 x5 0 cm ca./approx.
Stampata da/Published by Archivio Francesco Conz, Verona

Sammlung Friedrichshof, Zurndorf-Vienna

2005
Azione n. 122 al Burgtheater
122nd Action at the Burgtheater, Vienna 
Libro/Book 

Edition Kunst/Agentur, Vienna
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2016
Veduta dell’installazione/Exhibition view
Photo: Valentina Zamboni
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The architecture of the o.m. theaterL’architettura dell’o.m. theater

After Nitsch ceases with action painting in 1963 – to take it up again around 1980 – he begins to extend the 
vocabulary of forms of the o.m. theater beyond the pictorial collages (relict collages) into three dimensional 
space proper (7th Action und 16th Action. There are sketches for Actions on tables, an unrealised project for the 
exhibition spaces of the Vienna Secession. He was also working on designs for an opera in which musicians 
would be dispersed throughout a replica of a concert hall in Vienna’s Musikverein while on the stage motifs from 
the o.m. theater�ZHUH�EHLQJ�VKRZQ��,W�ZDV�DOVR�WKH�ŵUVW�WLPH�WKDW�1LWVFK�SXW�GRZQ�RQ�SDSHU�KLV�VNHWFKHV�DQG�KLV�
ideas for the architecture of the o.m. theater. 
Since Nitsch does not restrict the events of the o.m. theater to a stage or an enclosed room but instead envisions 
a free-movement space – during the dramaturgy of processions, for example – he designs an ideal space with 
his living and work spaces in Schloss Prinzendorf at the centre and a dramatic space conceived of as exterritorial. 
Part of this is a complex system, a subterranean city in which corridors and caves are driven into the earth. This 
architecture of the deep is a metaphorical formulation of the psychoanalytic dynamics of the drama. Proliferating 
ELRPRUSKLF�IRUPV�EULQJ�WR�PLQG�WLVVXH�VWUXFWXUHV��V\VWHPV�RI�LQWHUQDO�RUJDQV�RU�WKH�FLUFXODWRU\�V\VWHPV�RI�ŶXLGV�

Dopo che nel 1963 Nitsch interrompe la pittura d’azione – per riprenderla nuovamente attorno al 1980 – inizia, 
attraverso i collage plastici (5HOLNWFROODJHQ�Ŏ�FROODJH�GHL�UHOLWWL) che si sviluppano in quel momento, ad estendere 
il vocabolario delle forme dell’o.m. theater nello spazio (Azione n. 7 e n. 16). In un progetto non realizzato 
per gli spazi della Secessione Viennese nascono gli schizzi per le Tischaktionen >$]LRQL�GD�WDYROR@. Nitsch lavora 
anche alle bozze per un’opera, dove egli, per una sala da concerti ispirata al Wiener Musikverein [Associazione 
musicale di Vienna], distribuisce i musicisti nello spazio, mentre sul palcoscenico vengono mostrati motivi 
dell’o.m. theater. Su alcuni fogli giovanili Nitsch abbozza anche le sue idee per un’Architettura dell’o.m. theater. 
Poiché Nitsch non restringe gli eventi dell’o.m. theater ad un palcoscenico o ad un ambiente, quanto piuttosto 
concepisce uno VSD]LR�OLEHUR�LQ�FXL�PXRYHUVL (ad esempio nell’ambito della drammaturgia delle processioni), egli 
abbozza uno spazio ideale all’interno della sua architettura, un’area concepita come extraterritoriale, al cui centro 
si trova il suo luogo di residenza e di lavoro, il castello di Prinzendorf. Parte di quest’area è il complesso sistema 
di una FLWW¢�VRWWHUUDQHD, nella quale passaggi e grotte scendono nel sottosuolo. Quest’architettura che scende 
QHOOH� SURIRQGLW¢� GHOOD� WHUUD� UDSSUHVHQWD� PHWDIRULFDPHQWH� OD� GLQDPLFD� SVLFRDQDOLWLFD� GHOOőRSHUD�� 3UROLIHUDQWL�
IRUPH�ELRPRUIH�ULPDQGDQR�D�VWUXWWXUH�GL�WHVVXWL��VLVWHPL�RUJDQLFL�R�FLUFXLWL�ŶXLGL�
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2016
Veduta dell’installazione/Exhibition view
Photo: Valentina Zamboni
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1971
La conquista di Gerusalemme/The Conquest of Jerusalem 
Serigrafia su relitto (stampato nel 2008)
Silkscreen on relic (printed in 2008) 
175 x 290 cm
Edizioni Morra, Napoli

Boxart Galleria d’Arte, Verona
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1967 – 1972 ca./approx.
Disegni per L’architettura del Teatro delle Orge e dei Misteri  
Drawings for The Architecture of the Orgien Mysterien Theater 
Pennarelli e penna a sfera su carta/Felt pen, ballpoint pen on paper
29,7x21 cm ca./approx.

Sammlung Hummel, Vienna
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2005
Azione n. 122 al/122nd Action at the Burgtheater, Vienna 
Partitura musicale/Score for music 

Verlag des O.M. Theater, Vienna
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1998
Opera di 6 Giorni al castello di Prinzendorf
6-Day Play at Schloss Prinzendorf  
Partitura musicale/Score for music 
Pubblicato da/Published by Freibord Verlag, Vienna 



1984-87 
Architettura dell’o.m. theater/Architecture of the o.m. theater 
Llitografie/Lithographies, stampate da/edited by Fred Jahn Monaco/Munich 1989-92
53 x 43 cm

Museo Nitsch, Napoli
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About the Relics of the Orgien-Mysterien TheaterTra i relitti del Teatro delle Orge e dei Misteri

)URP�WKH�YHU\�EHJLQQLQJ�RI�WKH�HDUO\�����V�1LWVFK�GHŵQHG�relics  the materials produced during actions as REMHWV�
WURXY« and thus as an integral element of the o.m. theater’s pictorial world. So blood spattered fabric (with blood 
in place of pigment), for example, portable objects, tables and small shrines are used in room installations or 
UHZRUNHG�DV�LQGLYLGXDO�REMHFWV�LQWR�FROODJHG�DUWZRUNV��1LWVFKőV�HYHQWIXO�GHŵQLWLRQ�RI�DUW�DV�D�FDXVDO�UHODWLRQVKLS�
between performance and art object is thus materialised and represented by and through them.

'DOOőLQL]LR�GHJOL�DQQL������1LWVFK�KD�GHŵQLWR relitti i materiali prodotti durante le azioni come REMHWV�WURXY« che 
sono parte integrante dell’immaginario del Teatro delle Orge dei Misteri. Ovvero, ad esempio, i panni macchiati 
di sangue (sangue al posto del colore), le barelle, i tavolini e piccoli santuari che possono essere utilizzati in 
LQVWDOOD]LRQL�R�FRPH�VLQJROL�RJJHWWL�LQ�RSHUH�GőDUWH�FRPH�L�FROODJH��/D�GHŵQL]LRQH�GőDUWH�GL�1LWVFK�FRPH�UHOD]LRQH�
causale tra performance e oggetto si materializza in maniera esemplare attraverso e grazie ad essi.

Azione n. 63

nel caso dell’azione di trieste non avevo preparato una partitura ma 
piuttosto una bozza di partitura.
si trattava di una dimostrazione di come i vari momenti dell’azione si 
sarebbero dovuti svolgere in poche battute. anche il testo della musi-
ca era tradotto in parole. appena abbiamo cominciato a fare le prove 
abbiamo cambiato le bozze. gli schizzi sono rimasti appesi alle pareti 
della sala, dove si sarebbero svolte le prove dell’azione e sono stati di 
grande aiuto sia a me sia agli attori per la buona riuscita dell’azione.
nel 1975 ero a trieste con mia moglie e i miei amici tunner, rühm e 
FLEXOND�� O®� DYHYDPR� YLVLWDWR� LO� WHDWUR� URPDQR�� WXWWL� DEELDPR�SHQVDWR�
FKH� O®� DYUHPPR�GRYXWR� DVVROXWDPHQWH� UHDOL]]DUH�XQőD]LRQH�� QRQ� VD-
SHYR�FKH���DQQL�SL»� WDUGL�TXHOOőRFFDVLRQH�VDUHEEH� LPSURYYLVDPHQWH�
arrivata. morra e il giovane gallerista triestino bisleri avevano ottenuto 
il permesso di organizzare un’azione all’interno del teatro pubblico. 
durante gli otto giorni di prove non sono riuscito a costruire con i ra-
gazzi dell’accademia di trieste una buona orchestra. il secondo gruppo 
PXVLFDOH�HUD�IRUPDWR�GD�DOFXQL�ŵDWL�SUHVL�GD�XQD�EDQGD�GL�XQ�SDHVH�
nei dintorni di trieste. il gruppo avrebbe funzionato fantasticamente. 
PROWL�DPLFL�FKH�DYHYDQR�JL¢�GLYHUVH�HVSHULHQ]H�LQ�IDWWR�GL�D]LRQL��HUDQR�
arrivati da germania e austria ad aiutarmi in veste di attori passivi e 
attivi. la maggior parte di loro lavorava con me anche a prinzendorf. 
GL�JUDQGH�DLXWR�ª�VWDWR�LO�JUXSSR�GL�EDWWHULVWL�GL�PRQDFR�FKH�SL»�YROWH�
DYHYDQR�JL¢�VXRQDWR�SHU�OD�PLD�RUFKHVWUD�

63rd action 

i didn’t prepare a score for the trieste action, just a draft score.
it was supposed to demonstrate how the various moments of the 
action would take place in a few beats. the musical notes were also 
translated into words. as soon as we started rehearsing, we changed 
the drafts. the sketches were hung on the walls of the room where the 
rehearsals for the action were to be carried out, and they were very 
useful to me and the actors in bringing off the action successfully.
in 1975 i was in trieste with my wife and my friends tunner, rühm and 
cibulka. we visited the roman theatre there. we all thought that we ab-
solutely must perform an action there. i had no idea that the occasion 
to do so would present itself out of the blue three years later. morra 
and the young triest gallery owner bisleri had been given permission 
to organise an action in the public theatre. i didn’t manage to build 
up a good orchestra with the youngsters from the academy of trieste 
during the eight days of rehearsals. the second group of musicians 
was made up of some wind instruments from a band in a town near tri-
este. it was fantastic how the group worked. several friends with plen-
ty of experience of actions arrived from germany and austria to help 
me as passive and active actors. most of them also worked with me at 
prinzendorf.  the group of drummers from munich who had already 
played with my orchestra on numerous occasions were really useful.

svolgimento: dal mio punto di vista, ritengo che grazie all’aiuto dei 
miei amici l’azione si sia svolta in modo molto preciso. purtroppo il 
giovane gallerista triestino ha avuto molti problemi organizzativi ai 
quali ha cercato di supplire ma che non ha mai risolto del tutto.
H�FRV®�VLD�L�SUHSDUDWLYL�VLD�OH�SURYH�VRQR�VWDWL�FRPSOLFDWL��OD�FRVD�SHJ-
giore è stata che al posto di 5 capretti appena uccisi e squartati sono 
arrivati all’ultimo momento solo 4 piccoli capretti da latte. ero al punto 
di mollare tutto. l’azione che sarebbe dovuta durare 12 ore, è arrivata a 
malapena alla durata prevista solo grazie alla buona esecuzione degli 
attori.
ogni volta mi chiedo se sia meglio realizzare le mie azioni in ambienti 
teatrali o piuttosto se sia meglio lo spazio circoscritto di una sala nor-
male. visto il mio costante riferimento alle tragedie greche, le quinte 
di questo antico teatro erano una grande incombenza per l’azione. 
sebbene nel corso delle 12 ore circa 1000 persone hanno visto l’azio-
ne, l’arena era mediamente vuota e ciò rovinava l’impatto dell’evento. 
SHU�WDQWR�OőDQGDPHQWR�GHOOőD]LRQH�ª�VWDWR�LO�FRUULVSRQGHQWH�SL»�SUHFL-
VR�SRVVLELOH�DO�SURJHWWR�LQL]LDOH��DOOD�ŵQH�TXDVL�QHVVXQőDOWUD�D]LRQH�KD�
DYXWR�FRV®�WDQWL�EHL�UHOLWWL�FRPH�TXHVWD��PL�KD�WRFFDWR�SDUWLFRODUPHQWH�
l’intervento di jasmin. è stata una fantastica assistente. ho dovuto dare 
XQ�UHVRFRQWR�GHOOőD]LRQH�GL�WULHVWH�H�FRV®�PL�SLDFHUHEEH�SUHVHQWDUH�OD�
VWHVVD�SDUWLWXUD�PD�FRQ�DOFXQH�LPSRUWDQWL�PRGLŵFKH�

durata: 12 ore

(Hermann Nitsch, Trieste 10.06.1978)

performance: personally, i believe that thanks to the help of my 
friends, the action was carried out in a very precise manner. unfortu-
nately, the young triest gallery owner had various organisational prob-
lems that he tried to overcome, but he never managed to deal with 
them completely.
DQG�VR�ERWK�WKH�SUHSDUDWLRQV�DQG�WKH�UHKHDUVDOV�ZHUH�D�OLWWOH�GLIŵFXOW��
the worst thing was that instead of the 5 just killed and quartered kid 
goats we were expecting, we only got 4 sucklings brought at the very 
last minute. i was on the point of giving up completely. the action that 
was supposed to last 12 hours barely lasted the duration and this was 
only thanks to the ability of the actors.
i ask myself each time whether it is better to do my actions in theatres 
or whether the circumscribed space of a normal room is more suit-
able. given my constant reference to greek tragedy, the setting of this 
DQFLHQW� WKHDWUH�KDG�DQ�HQRUPRXV� LQŶXHQFH�RQ� WKH�DFWLRQ��DOWKRXJK�
around 1000 people watched the action in the course of the 12 hours, 
the arena was mostly empty, and this detracted from the impact of 
the event. so the development of the action was able to follow the 
initial project very closely. in the end, almost no other action left so 
many beautiful relics as this one did. in particular, jasmin’s contribu-
tion struck me. she was a fantastic assistant. i had to give a report on 
the trieste action, and so I’d like to use the same score, but with some 
important changes.

duration: 12 hours

(Hermann Nitsch, Trieste, 1978.06.10) 
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Even the emptiest barrel in the last wine cellar in the region of Austria known as the Weinviertel is aware that 
the work of Hermann Nitsch is connected to the theatre. Written large and clear, in capital letters and a distinct 
VFULSW��ŶXVK�OHIW�DQG�ULJKW��KLV�SULQFLSDO�ZRUN��RU�EHWWHU�VWLOO�KLV�RQO\�ZRUN��LV�FRQVWDQWO\�WR�EH�VHHQ�XQGHU�KLV�
name on numerous posters for exhibitions1: 2UJLHQ�0\VWHULHQ�7KHDWHU.
Buckets of printer’s ink have been, are still being, and will in the future also be used to describe the connection 
between theatre, mysteries and orgies; likewise, to describe the link between education, the ritual 
and the sexual in Hermann Nitsch’s o.m. theater. In pursuit of his lifelong project he has delved 
deeply into the intestines of the history of European art and thought. Nitsch felt himself profoundly 
committed and connected to the idea of the theatre as a detached arena of psychological ‘composting’. 
In practice, when staging his theatre, he distanced himself from the bourgeois folding stools of the 
theatre box and rejected out of hand the possibility of staging his productions at theatres belonging 
to Viennese educational institutions, which were offered him in his youth.2 The imitation of reality in 
a cardboard landscape with little crinoline dresses was, and still is, an anathema to him. He wanted, 
and still wants, something more inclusive, far-reaching and genuine.
Nevertheless, in 1995, Ioan Holender, who was the director of the Vienna State Opera at that 
time, managed to persuade Hermann Nitsch to stage the Hérodiade by Jules Massenet. The 
common Romanian ancestry of Holender and Nitsch’s wife Rita was certainly helpful in achieving 
this. Musically, the opera is of a rather dubious nature, yet this was compensated for by the fact 
that it has various features in common with Nitsch’s own work, as far as the content is concerned. 
He was also interested in eventually presenting his own theatre project within the framework of 
a classical stage. He therefore accepted the task from the point of view of gaining experience in 
craftsmanship. Moreover, the idea of working with the stage machinery available at the opera house 
on the Ringstrasse simply excited the enfant terrible of the Austrian art scene. The production was 
a triumphant success and all those involved were proved right.
In 2001 it was followed by a commission to do the scenery, costumes and composition for 0\WKRV� a ballet 
which was likewise shown at the Vienna State Opera.

For the newly constructed Festival House in St. Pölten, Nitsch was commissioned to design the set of the 
opera 6DW\DJUDKD by Philip Glass (ill.1). Minimal music lay closer to Nitsch’s heart and it was here that he 
began making use of large-scale projections for visual images, even if they were only slides. For the stage 
design of Szenen aus Goethes Faust (‘Scenes from Goethe’s Faust’) by Robert Schumann at the Opera 
House in Zürich in 2007 he took Goethe’s theory of colour as his model (ill.2). 
Nitsch caused a scandal with the stage design video for the ballett Le Renard at the Vienna State Opera: it 
was removed after only a few performances.

Under the direction of Nikolaus Bachler, Nitsch played the whole Burgtheater with his 122nd Action, thereby 
SUHVHQWLQJ�D�ZRUN�RI�KLV�RZQ�IRU�WKH�ŵUVW�WLPH�RQ�D�ODUJHU�VWDJH��:KHQ�%DFKOHU�PRYHG�WR�WKH�%DYDULDQ�6WDWH�
Opera in Munich, he invited Nitsch to do the stage and costume design for the opera Saint François d’Assise 
by Olivier Messiaen (ill.3). This challenging oratorium was implemented by him in a manner that was 
FRPSDUDEOH�WR�KLV�SUHYLRXV�GHVLJQV��HPSOR\LQJ�PDJQLŵFHQW�FRORXUV�ERWK�LQ�D�YLGHR�SDQRUDPD�DQG�IRU�WKH�

On Stage

Frank GassnerFrank Gassner

$QFKH� OD� ERWWH� SL»� YXRWD� QHOOŐXOWLPD� FDQWLQD� QHOOD� UHJLRQH� GHOOő$XVWULD� FRQRVFLXWD� FRPH� OD� :HLQYLHUWHO� ª�
consapevole del fatto che il lavoro di Hermann Nitsch sia collegato al teatro. Scritta grande e chiara, in lettere 
PDLXVFROH�H�FRQ�XQD�JUDŵD�EHQ�GHŵQLWD��D�ŵOR�D�GHVWUD�H�D�VLQLVWUD��OD�VXD�RSHUD�SULQFLSDOH��R�PHJOLR�DQFRUD��OD�VXD�
unica opera, viene sempre letta sotto il suo nome su numerosi manifesti di mostre1: 2UJLHQ�0\VWHULHQ�7KHDWHU�
Secchi di inchiostro di stampante sono stati, sono ancora, e saranno usati anche in futuro per descrivere il legame 
WUD�WHDWUR��PLVWHUL�H�RUJH��FRV®�FRPH�SHU�GHVFULYHUH�LO�OHJDPH�WUD�LVWUX]LRQH��ULWXDOH�H�VHVVXDOLW¢�QHOOŐo.m. theater di 
+HUPDQQ�1LWVFK��1HO�SHUVHJXLPHQWR�GHO�VXR�SURJHWWR�GL�WXWWD�OD�YLWD��HJOL�KD�VFDYDWR�LQ�SURIRQGLW¢�QHOOŐLQWHVWLQR�
della storia dell‘arte e del pensiero Europei. Nitsch si sentiva profondamente impegnato e legato all‘idea del teatro 
come arena separata di “compostaggio“ psicologico. In pratica, quando ha messo in scena la sua drammaturgia, 
egli ha preso le distanze dagli sgabelli pieghevoli borghesi della scatola del teatro e ha respinto immediatamente 
OD�SRVVLELOLW¢�GL�PHWWHUH�LQ�VFHQD�OH�VXH�SURGX]LRQL�QHL�WHDWUL�DSSDUWHQHQWL�DOOH�LVWLWX]LRQL�HGXFDWLYH�9LHQQHVL��FKH�JOL�
VRQR�VWDWL�RIIHUWL�LQ�JLRYHQW»�2�/ŐLPLWD]LRQH�GHOOD�UHDOW¢�LQ�XQ�SDHVDJJLR�GL�FDUWRQH�FRQ�DELWLQL�LQ�FULQROLQD�HUD��HG�ª�
WXWWRUD��XQ�DQDWHPD�SHU�OXL��9ROHYD��H�YXROH�DQFRUD��TXDOFRVD�GL�SL»�LQFOXVLYR��GL�YDVWD�SRUWDWD�H�DXWHQWLFR�
7XWWDYLD��QHO�������,RDQ�+ROHQGHU��FKH�DOORUD�HUD�LO�GLUHWWRUH�GHOOD�6WDDWVRSHU�GL�9LHQQD��ULXVF®�D�FRQYLQFHUH�+HUPDQQ�
Nitsch a mettere in scena l‘Hérodiade di Jules Massenet. La discendenza rumena comune di Holender e della 
moglie di Nitsch, Rita, fu certamente utile al raggiungimento di questo risultato. Musicalmente, l‘opera è di natura 
piuttosto dubbia, ma questo è stato compensato dal fatto che ha diverse caratteristiche in comune con la poetica 
GL�1LWVFK�SHU�TXHO�FKH�ULJXDUGD�LO�FRQWHQXWR��(JOL��DOOD�ŵQH��HUD�LQWHUHVVDWR�D�SUHVHQWDUH�LO�SURSULR�SURJHWWR�WHDWUDOH�
DQFKH�QHOOD�FRUQLFH�GL�XQ�SDOFRVFHQLFR�FODVVLFR��$FFHWW´�TXLQGL�OŐLQFDULFR�SHU�DFTXLVLUH�HVSHULHQ]D�QHOOŐDUWLJLDQDOLW¢�

della produzione. Inoltre, l‘idea di lavorare con la macchina scenica disponibile 
presso l’Opera House sulla Ringstrasse semplicemente entusiasmò l‘enfant terrible 
della scena artistica Austriaca. La produzione fu un successo trionfale e tutti i soggetti 
coinvolti si riverlarono giusti.
$� FL´�� QHO� ������ VHJX®� OőLQFDULFR� SHU� OH� VFHQRJUDŵH�� L� FRVWXPL� H� OD� FRPSRVL]LRQH� GL�
0\WKRV, un balletto che andò in scena anch’esso al Teatro dell‘Opera di Vienna.

Per la nuova costruzione della Festival House di St. Pölten, Nitsch è stato incaricato di 
progettare il set dell‘opera 6DW\DJUDKD di Philip Glass (ill.1���/D�PXVLFD�PLQLPDOH�HUD�SL»�
vicina al cuore di Nitsch e fu qui che cominciò a fare uso di proiezioni su larga scala per 
LPPDJLQL�YLVLYH��DQFKH�VH�VL�WUDWWDYD�VROR�GL�GLDSRVLWLYH��3HU�OD�VFHQRJUDŵD�GL�Scene da 
Faust di Goethe (Szenen aus Goethes Faust) di Robert Schumann al Teatro dell‘Opera di 
Zurigo nel 2007 egli ha ripreso la teoria dei colori di Goethe come suo modello (ill. 2).
1LWVFK�KD�SRL� FDXVDWR�XQR� VFDQGDOR� FRQ� LO� YLGHR�GHOOD� VFHQRJUDŵD�SHU� LO� EDOOHWWR� Le 

Renard alla Staatsoper di Vienna: è stato rimosso dopo pochi spettacoli.

6RWWR�OD�GLUH]LRQH�GL�1LNRODXV�%DFKOHU��1LWVFK�KD�LQVFHQDWR�OŐLQWHUD�$]LRQH�Q�����DO�%XUJWKHDWHU��SUHVHQWDQGR�FRV®�
XQ�SURSULR�ODYRUR�SHU�OD�SULPD�YROWD�VX�XQ�SDOFR�SL»�JUDQGH��4XDQGR�%DFKOHU�VL�VSRVW´�DOOD�%DYDULDQ�6WDWH�2SHUD�
GL�0RQDFR�GL�%DYLHUD��LQYLW´�1LWVFK�D�IDUH�OD�VFHQRJUDŵD�H�FRVWXPL�SHU�OŐRSHUD�Saint François d‘Assise di Olivier 
Messiaen (ill.3). Questo impegnativo “oratorium“ è stato da lui implementato in un modo paragonabile a suoi 
SURJHWWL�SUHFHGHQWL�� LPSLHJDQGR�FRORUL�PDJQLŵFL�� VLD� LQ�XQD�SURLH]LRQH�YLGHR�SDQRUDPLFD� FKH�SHU� L� FRVWXPL��

Sul palco

ill. 1

2001
Hermann Nitsch
Produzione di/Production of Satyagraha
di/by Philipp Glass. 
Festspielhaus St. Pölten
Film: Peter Kasperak per conto di/
on behalf of ORF

Atelier Nitsch, Prinzendorf

ill. 2

2008
Hermann Nitsch

Teoria del colore/Theory of Colour
Pastello su carta/Crayon on paper

Museo Nitsch, Napoli
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&RPH�SHU�OH�VXH�$]LRQL��TXDQGR�ODYRUDYD�DOOH�VFHQRJUDŵH��1LWVFK�HUD�PHQR�LQWHUHVVDWR�DOOH�VHQVD]LRQL�SHUVRQDOL�
e alle interpretazioni psicologiche degli attori o dei cantanti. Nel suo lavoro, Nitsch non è mai stato preoccupato 
degli esseri umani come individui, ma sempre come archetipi assegnati. Nelle sue opere, Faust, Francesco o 
*DQGKL� VLPEROHJJLDQR� XQŐLGHD� SL»� FKH� XQD� SHUVRQD� VSHFLDOH�� 2JQL� LQWHUSUHWD]LRQH� SVLFRORJLFD� LQGLYLGXDOH�
in relazione all‘evoluzione della trama, o una rappresentazione teatrale o gestuale, viene quindi messa in 
GLVFXVVLRQH�SHU�1LWVFK� VROR�QHO� FDVR�GL� VFHQH�SDUWLFRODUL��4XDQGR�SLDQLŵFDYD� OH� VFHQRJUDŵH�SHU�JOL� VSHWWDFROL��
1LWVFK�VL�FRQFHQWUDYD�VXJOL�DVSHWWL�YLVLYL��8QD�JUDQGH�TXDQWLW¢�GL�HQHUJLD�HUD�LQYHVWLWD�QHOOD�JDPPD�GHL�FRORUL�XWLOL]]DWL�
per i costumi. L‘obiettivo era l‘impressione generale, che consisteva costantemente nella miscela ottica dei costumi e 
di palchi quasi vuoti, con panorami visivi o video che abbracciavano tutto.

1HO�FDVR�GL�VHW�VWDWLFL�GLSLQWL��1LWVFK�JHQHUDOPHQWH�ULWRUQD�VX�VXH�RSHUH�JL¢�HVLVWHQWL��PHQWUH�ODYRUL�GHO�WXWWR�QXRYL�
sono stati creati per i video. Come nel caso dei costumi, la grammatica di scale di colore predominava. Queste 
composizioni sono basate su idee tratte dalle sue prime opere.3 Negli schizzi per Azioni risalenti agli inizi del 1960, 
HJOL�DYHYD�SUHYLVWR�GL�XWLOL]]DUH�L�ULŶHWWRUL�SHU�SURLHWWDUH�VFDOH�GL�FRORUH�VX�FL´�FKH�DFFDGHYD�HIIHWWLYDPHQWH�VXOOD�VFHQD��
il sangue della pittura si mescola con il sangue della carne. L‘intenzione era quella di tradurre direttamente in pratica 
OH�ULŶHVVLRQL�VXOOD�JHQHVL�GHOOŐDUWH�H�GHO�FXOWR��WUDWWH�GDOOD�SVLFRORJLD�GHO�SURIRQGR��7XWWDYLD��ŵQR�D�TXHO�PRPHQWR��
queste idee erano rimaste solo schizzi scritti.

Le scale di colore sono state mescolate con i video di Azioni che mostrano scene distribuite tematicamente, immagini 
H�JUDŵFKH��1HO�FDPSR�GHOOD�JUDŵFD�VWDPSDWD��1LWVFK�DYHYD�SHU�OXQJR�WHPSR�VHJXLWR�LO�SULQFLSLR�GL�VWUDWLŵFD]LRQH�
aleatoria delle lastre. Ha trattato il materiale per i video sul palcoscenico su base analogica, mescolando a una 
JDPPD�FRPSOHWD�GL�SRVVLELOLW¢�GLJLWDOL�XQ�FRV®�YDVWR�QXPHUR�GL�OLYHOOL�GL�LPPDJLQL�H�ŵOPDWL�FKH�HUD�GLIŵFLOH�WHQHUQH�
traccia. I suoi modelli per questo sono stati presi da videoclip che avevano penetrato il suo inconscio quando si 
addormentava davanti al suo televisore. Egli probabilmente appartiene all‘ultima generazione che può dispensarsi 
GDOOŐXVR�GL�TXDOVLDVL�VRUWD�GL�DSSDUHFFKLDWXUD�GLJLWDOH��'XUDQWH�L�QRVWUL�SUHSDUDWLYL��LO�FRPSLWR�SL»�LPSRUWDQWH�FKH�KR�
dovuto svolgere, quindi, è stato creare i video sulla base delle nostre innumerevoli discussioni e alcuni schizzi cifrati.
/H�VFHQRJUDŵH�QRQ�VWDWLFKH�VRQR�VWDWH�PRGHOODWH�FRQ�OD�WHFQLFD�FKH�HUD�SL»�FDUD�D�1LWVFK��H�GDYDQR�XQŐLPSUHVVLRQH�
durevole di vedere il dipinto che è stato versato dal vivo durante l‘esecuzione di Hérodiade, colorando un fondale 
rosso sangue (ill.4). Come immagine in movimento, essa non solo ha anticipato le sue proiezioni successive, ma era 
anche una presentazione di grande impatto della sua pittura d‘azione. È intrinseco nella natura della forma artistica 
dell‘Azionismo il fatto che Nitsch abbia continuato a sviluppare il proprio repertorio di motivi (in movimento). 
Egli, naturalmente, ha anche tratto disegni da questi motivi nelle sue proiezioni di scena e, mentre lo faceva, ha 
incorporato elementi Azionisti.

1. Per il lettore non esperto: la mostra in occasione della quale questo catalogo viene pubblicato costituisce una rara eccezione; vale a dire, ciò che conferma la regola.
2. La stessa cosa è vera oggi.   
3. Cf. inter alia +HUPDQQ�1LWVFK��)DUEHQ�GHV�*UDOV, in: +HUPDQQ�1LWVFK��GLH�IDUEHQOHKUH�GHV�R�P��WKHDWHUV, ed. Carl Aigner, St. Pölten – Salzburg 2007, 61–67.

costumes. As with his Actions, when working on stage designs, Nitsch was less interested in the personal 
sensations and psychological interpretation of the actors or the singers. In his work, Nitsch was never 
concerned with the human being as an individual, but always with an allocated archetype. In his works, 
Faust, Françoise or Gandhi symbolise less a special person than an idea. Any individual psychological 
interpretation relating to developments in the plot, or theatrical or gestural representation, therefore only 
came into question for Nitsch in the case of particular scenes. When planning stage sets for performances, 
Nitsch focused on the visual aspects. A great deal of energy was invested in the range of colours used for 
the costumes. The focus was on the overall impression, which constantly consisted of the optical mixture 
of costumes and almost empty stages, with all-embracing visual or video panoramas.

In the case of static painted sets, Nitsch usually returned to already existent works of his own, whereas 
wholly new works were created for the videos. As in the case of the costumes, the grammar of colour 
scales predominated. These compositions are based on ideas drawn from his early work.3 In sketches for 
Actions dating from the early 1960s, he had planned to use spotlights to project colour scales across the 
DFWXDO�HYHQWV�RQ�WKH�VWDJH�� WKH�EORRG�RI� WKH�SDLQW�PL[HV�ZLWK� WKH�EORRG�RI� WKH�ŶHVK��7KH� LQWHQWLRQ�ZDV�
WR� WUDQVODWH� UHŶHFWLRQV�RQ� WKH�JHQHVLV�RI�DUW�DQG� WKH�FXOWLF��GUDZQ� IURP�GHSWK�SV\FKRORJ\��GLUHFWO\� LQWR�
practice. However, for the time being, these ideas had remained only written sketches.

The colour scales were mixed with videos of Actions showing scenes of thematically allocated videos, 
LPDJHV� DQG� JUDSKLFV�� ,Q� WKH� ŵHOG� RI� SULQWHG� JUDSKLFV�� 1LWVFK� KDG� IRU� D� ORQJ� WLPH� EHHQ� IROORZLQJ� WKH�
principle of aleatory layering of the printing plates. He dealt with the material for the stage videos on 
an analog basis, mixing from an exhaustive range of digital possibilities such a vast number of levels of 
LPDJHV�DQG�ŵOPV�WKDW�LW�ZDV�GLIŵFXOW�WR�NHHS�WUDFN��+LV�PRGHOV�IRU�WKLV�ZHUH�WDNHQ�IURP�YLGHR�FOLSV�ZKLFK�
had penetrated his unconscious when falling asleep in front of his TV. He probably belongs to the last 
generation which can dispense with the use of any digital equipment whatsoever. Within the framework 
of our preparations, the most important task that I had to carry out was therefore to create the videos on 
the basis of our innumerable discussions and a few, cypher-like sketches.
Non-static stage sets were also fashioned using the technique that was dearest to Nitsch, and it made 
a lasting impression to see the poured painting which was executed live during the performance of 
Hérodiade, colouring a backcloth blood-red (ill.4). As a moving image, it not only anticipated his later 
projections, but was also an impressive presentation of his Action Painting. It lies in the nature of the 
artistic form of Actionism that Nitsch continued to develop his own repertoire of (moving) motifs. He of 
course also drew from these in his stage projections, and as he did so he incorporated Actionist elements.

�� �)RU�WKH�XQLQLWLDWHG�UHDGHU��WKH�H[KLELWLRQ�RQ�WKH�RFFDVLRQ�RI�ZKLFK�WKLV�FDWDORJXH�LV�EHLQJ�SXEOLVKHG�FRQVWLWXWHV�D�UDUH�H[FHSWLRQ��QDPHO\��WKDW�ZKLFK�FRQŵUPV�WKH�UXOH�
2  The same is true today.
3  Cf. inter alia +HUPDQQ�1LWVFK��)DUEHQ�GHV�*UDOV, in: +HUPDQQ�1LWVFK��GLH�IDUEHQOHKUH�GHV�R�P��WKHDWHUV, ed. Carl Aigner, St. Pölten – Salzburg 2007, 61–67.

ill. 3

2011
Hermann Nitsch
Produzione di/Production of Saint François d’Assise
di/by Olivier Messiaen
Bayerische Staatsoper Monaco/Munich
Film: Bayerische Staatsoper Monaco/Munich

Bayerische Staatsoper Monaco/Munich 

ill. 4

1995
Hermann Nitsch

Produzione di/Production of Hérodiade 
di/by Jules Massenet
Staatsoper, Vienna

Film: OR

Staatsoper, Vienna

9190
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1995
Hermann Nitsch
Produzione di/Production of Hérodiade 
di/by Jules Massenet
Saatsoper Vienna
Film: ORF.  
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2001
Hermann Nitsch
Produzione di/Production of Satyagraha
di/by Philipp Glass 
Festspielhaus St. Pölten 
Film: Peter Kasperak per conto di/on behalf of ORF
Atelier Nitsch, Prinzendorf
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1984-87
Architettura dell’o.m. theater
Architecture of the o.m. theater
Variazione di un progetto per il tempio del Graal
Variation of a design for a Grail Temple
Litografia/Lithography
stampata da/edited by Fred Jahn Monaco/Munich 1989-92
53 x 43 cm

Museo Nitsch, Napoli

2001
Hermann Nitsch
Produzione di/Production of Satyagraha
di/by Philipp Glass 
Festspielhaus St. Pölten 
Film: Peter Kasperak per conto di/on behalf of ORF

Atelier Nitsch, Prinzendorf
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1998
Tunica d’azione dall’Opera di 6 giorni
Action shirt from the 6-Day Play
Sangue su tunica/Blood on shirt

Boxart Galleria d’Arte, Verona

2001
Hermann Nitsch
Produzione di/Production of Satyagraha
di/by Philipp Glass 
Festspielhaus St. Pölten 
Film: Peter Kasperak per conto di/on behalf of ORF

Atelier Nitsch, Prinzendorf

9998
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2007
Hermann Nitsch
Produzione del/Production of Faust di/by Robert Schumann
Opernhaus, Zürich
Film: Opernhaus, Zürich

1984-87
Architettura dell’o.m. theater
Architecture of the o.m. theater
Litografia/Lithography
stampata da/edited by Fred Jahn Monaco/Munich 1989-92
108 x 78 cm

Museo Nitsch, Napoli

101100
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2007
Hermann Nitsch
Produzione del/Production of Faust di/by Robert Schumann
Opernhaus, Zürich
Film: Opernhaus, Zürich

Bozzetto per costumi/Costume designs
Colori a cera e pastelli su carta
Wax crayons, pencil on paper
Formato A4/A4 Format

Atelier Nitsch, Prinzendorf

103102
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2007
Hermann Nitsch
Produzione del/Production of Faust di/by Robert Schumann
Opernhaus, Zürich
Film: Opernhaus, Zürich

Opernhaus, Zürich

2001 
Costume originale/Original Costume 
per/for Satyagraha  
Seta/Silk

ART for ART, Vienna

105104
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2011
Hermann Nitsch 
Produzione del/Production of Saint François d’Assise 
di/by Olivier Messiaen
Bayerische Staatsoper, Monaco/Munich
Film: Bayerische Staatsoper, Monaco/Munich 

Bayerische, Staatsoper Monaco/Munich

2011
Hermann Nitsch 
Produzione del/Production of Saint François d’Assise 
di/by Olivier Messiaen
Bayerische Staatsoper, Monaco/Munich
Film: Bayerische, Staatsoper Monaco/Munich

Bayerische, Staatsoper Monaco/Munich 
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2011
Hermann Nitsch 
Produzione del/Production of Saint François d’Assise 
di/by Olivier Messiaen
Bayerische Staatsoper, Monaco/Munich
Film: Bayerische Staatsoper, Monaco/Munich 

Bayerische, Staatsoper Monaco/Munich

2001 
Costume originale/Original Costume 
per/for Satyagraha  
Seta/Silk

ART for ART, Vienna

109108
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2007
Senza titolo (dipinto versato)
Untitled (poured painting)
tecnica mista su tela/mixed media on canvas
150 x 200 cm

Boxart Galleria d’Arte, Verona

2011
Hermann Nitsch 
Produzione del/Production of Saint François d’Assise 
di/by Olivier Messiaen
Bayerische Staatsoper, Monaco/Munich
Film: Bayerische Staatsoper, Monaco/Munich 

Bayerische, Staatsoper Monaco/Munich

111110
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List of ProductionsLista delle produzioni teatrali

12 Febbraio 1995, Vienna State Opera, Hérodiade

Stage Orchestra of the Austrian Federal Theatres / Musica: Jules Massenet
Libretto: Paul Milliet, Henri Grémont, Angelo Zanardini / Direzione musicale: Marcello Viotti
Concezione scenica: Hermann Nitsch, Richard Bletschacher
6FHQRJUDŵD�H�FRVWXPL��+HUPDQQ�1LWVFK

19 Aprile 1999, Vienna State Opera, Mythos 
(Prima al Lower Austrian Danube Festival il 12.6.1998)
Componenti della Stage Orchestra of the Austrian Federal Theatres / Corpo di ballo della Vienna State Opera / 
0XVLFD��+HUPDQQ�1LWVFK��4XLQWHWWR�GőDUFKL����&RUHRJUDŵD��5HQDWR�=DQHOOD
6FHQRJUDŵD��+HUPDQQ�1LWVFK���&RVWXPL��&KULVWRI�&UHPHU���'LUHWWRUH��0DNVLPLOLMDQ�&HQÏLÉ

12 Ottobre 2001, Festspielhaus St Pölten, Satyagraha Gandhi in South Africa

Lower Austrian Tonkünstler Orchestra, Concentus Vocalis
Musica: Philip Glass / Testo: Constance DeJong, dal %KDJDYDG�*LWD
Direzione musicale: Peter Keuschnig / Direttore: Michael Schilhan
6FHQRJUDŵD�H�FRVWXPL��+HUPDQQ�1LWVFK

23 Marzo 2005, Vienna State Opera, Renard (come parte di una Serata 'LDJKLOHY)
Corpo di ballo della Vienna State Opera / Orchestra della Vienna State Opera
Musica: Igor Stravinsky / &RUHRJUDŵD�H�SURGX]LRQH��5HQDWR�=DQHOOD
6FHQRJUDŵD��+HUPDQQ�1LWVFK���9LGHR�LPSOHPHQWD]LRQH��3HWHU�.DVSHUDN��&RVPRV�)DFWRU\
Direttore: Michael Halász

24 Giugno 2007, Zürich Opera House, Scene dal Faust di Goethe
Orchestra della Zürich Opera House, Robert Schumann
Da )DXVW��8QD�7UDJHGLD di Johann Wolfgang von Goethe / Direzione musicale: Franz Welser-Möst
0HVVD�LQ�VFHQD��VFHQRJUDŵD�H�FRVWXPL��+HUPDQQ�1LWVFK
Assistente di Hermann Nitsch e progettazione digitale: Frank Gassner

1 Luglio 2011, Munich National Theatre, Saint François d’Assise

Bavarian State Orchestra, Coro della Bavarian State Opera
Musica e libretto: Olivier Messiaen / Direzione Musicale: Kent Nagano / Direttore del coro: Sören Eckhoff 
/ &RQFH]LRQH�VFHQLFD��VFHQRJUDŵD�H�FRVWXPL��+HUPDQQ�1LWVFK���$VVLVWHQWH�GL�+HUPDQQ�1LWVFK��FRQFHSW�H�
realizzazione proiezioni: Frank Gassner

12 February 1995, Vienna State Opera, Hérodiade

Stage Orchestra of the Austrian Federal Theatres / Music: Jules Massenet
Libretto: Paul Milliet, Henri Grémont, Angelo Zanardini / Musical direction: Marcello Viotti
Scenic concept and design: Hermann Nitsch, Richard Bletschacher
Stage set and costume design: Hermann Nitsch

19 April 1999, Vienna State Opera, Mythos 

(premiere at the Lower Austrian Danube Festival on 12.6.1998)
Members of the Stage Orchestra of the Austrian Federal Theatres / Vienna State Opera Ballet Company / Music: 
Hermann Nitsch (String Quintet) / Choreography: Renato Zanella
6WDJH�GHVLJQ��+HUPDQQ�1LWVFK���&RVWXPH�GHVLJQ��&KULVWRI�&UHPHU���&RQGXFWRU��0DNVLPLOLMDQ�&HQÏLÉ

12 October 2001, Festspielhaus St Pölten, Satyagraha Gandhi in South Africa

Lower Austrian Tonkünstler Orchestra, Concentus Vocalis
Music: Philip Glass / Text: Constance DeJong, after the %KDJDYDG�*LWD
Musical direction: Peter Keuschnig / Director: Michael Schilhan
Stage set and costume design: Hermann Nitsch

23 March 2005, Vienna State Opera, Renard (as part of a 'LDJKLOHY�(YHQLQJ)
Vienna State Opera Ballet Company / Orchestra of the Vienna State Opera
Music: Igor Strawinski / Choreography and production: Renato Zanella
Stage set: Hermann Nitsch / Video implementation: Peter Kasperak, Cosmos Factory
Conductor: Michael Halász

24 June 2007, Zürich Opera House, Scenes from Goethe’s Faust

Orchestra of the Zürich Opera House, Robert Schumann
After )DXVW��$�7UDJHG\ by Johann Wolfgang von Goethe / Musical direction: Franz Welser-Möst
Mise-en-scène, scenery and costumes: Hermann Nitsch
Assistant to Hermann Nitsch and computer implementation: Frank Gassner

1 July 2011, Munich National Theatre, Saint François d’Assise

Bavarian State Orchestra, Choir of the Bavarian State Opera
Music and libretto: Olivier Messiaen / Musical direction: Kent Nagano / Choirmaster: Sören Eckhoff / 
Scenic concept and design, stage set and costumes: Hermann Nitsch / Assistant to Hermann Nitsch and 
implementation of the projection concepts: Frank Gassner
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1984-87
Architettura dell’o.m. theater/Architecture of the o.m. theater 
Litografie/Lithographies
stampate da/edited by Fred Jahn Monaco/Munich 1989-92
108 x 78 cm

Museo Nitsch, Napoli

2001
Costume originale per Hérodiade
Original Costume for Hérodiade
Seta/Silk

ART for ART, Vienna

117116
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Veduta dell’installazione/Exhibition view
Photo: Valentina Zamboni



Synaesthesia and the colour theory of the o.m. theater 
The productions from the literary sources 
of music and opera 

Sinestesia e teoria dei colori dell’o.m. theater
Gli allestimenti tratti da fonti letterarie 
sulla musica e sull’opera

Hermann Nitsch’s art, which is also part of the tradition of Viennese Modernism and its baroque ornament, 
became oriented on the farbenlehre des o.m. theaters [colour theory of the o.m. theater] from the mid-1960s. 
6\QDHVWKHVLD�DV�GHŵQHG�E\�1LWVFK�DFFHQWXDWHV�WKH�VLPXOWDQHRXV�DQG�VWUXFWXUHG�SHUFHSWLRQ�RI�FRORXU��VRXQG�DQG�
other sensory stimuli and is not only critical for his event art but is also the fundamental concept underlying his 
stage direction work in the spheres of music and opera literature. He was able to apply the formal and symbolic 
language of the o.m. theater to the opera stage by means of it. This is clearly visible in the way in which the 
costumes were made and their colouring, (see: costume designs for Hèrodiade and 6DW\DJUDKD and the original 
costumes from Hèrodiade).  With relict combinations and in recent years also increasingly in the form of video 
and room installations, he has made the fundamentally synaesthetic structure of the o.m. theater a major focus. 

A variation of the video/room installations will also be installed in this exhibition with the collaboration of artist 
Frank Gassner who worked together with Nitsch on the projections for the set design of the productions at the 
Opernhaus Zürich and the Nationaltheater Munich.

L’arte di Hermann Nistch, che rimane in parte nel solco della tradizione del Modernismo Viennese con la sua 
RUQDPHQWD]LRQH�EDURFFD��D�SDUWLUH�GDOOD�PHW¢�GHJOL�DQQL�6HVVDQWD�KD�DYXWR�FRPH�SXQWR�GL�ULIHULPHQWR�OD�teoria 
dei colori dell’o.m. theater, da lui stesso sviluppata. La sinestesia, vale a dire l’accentuazione della percezione 
simultanea e strutturata di colore, suono ed altri stimoli sensoriali, non è soltanto determinante per l’arte 
GHOOőHYHQWR�GL�1LWVFK��EHQV®�UDSSUHVHQWD�OőLGHD�IRQGDPHQWDOH�GHO�VXR�ODYRUR�SHU�JOL�DOOHVWLPHQWL�QHOOőDPELWR�GHOOD�
letteratura sulla musica e sull’opera. Grazie ad essa, infatti, ha potuto impiegare sul palcoscenico dell’opera il 
linguaggio delle forme e dei simboli dell’o.m. theater. Questo aspetto è evidente, ad esempio, nella foggia 
e nella coloritura dei costumi (vedi i progetti per i costumi di Hèrodiade e di 6DW\DJUDKD, nonché due costumi 
originali dall’Hèrodiade). Con le combinazioni dei relitti, ma negli ultimi anni in misura crescente anche con le 
installazioni video e spaziali, Nitsch ha tematizzato la struttura base sinestetica dell’o.m. theater. 
In collaborazione con l’artista Frank Gassner, che con Nitsch ha elaborato anche le proiezioni delle strutture 
teatrali per le messe in scena al Teatro lirico di Zurigo e al Teatro nazionale di Monaco di Baviera, per la presente 
mostra è stata allestita una variazione di questa installazione video/spaziale.
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2014
Stanza della Sinestesia/Synästhesieraum
Videinstallazione/Video installation 
Ideazione di/Concept by Hermann Nitsch
Progettazione audiovisiva di/Audio and visual design by Frank Gassner
Photo: Valentina Zamboni
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The music of the o.m. theaterLa musica dell’o.m. theater

1LWVFK�GHŵQHV�WKH�PXVLF�RI�WKH�o.m. theater as music that is UHFNOHVVO\�H[SUHVVLYH�ZLWK�WKH�ZLGHVW�SRVVLEOH�VFRSH�
for its performance. For the performances in practice he developed increasingly precise musical scores which 
combined musical notation with stage directions and the ascription of smells and tastes. Furthermore, by means 
of textual and image quotes he makes references to possible associations and contextualisations in art and 
cultural history.
The extensive scores which have been published in book form convey insights into the overall structure of the 
o.m. theater. These can generally be ascribed a literary character and not only in the form of, for example, closet 
dramas such as 'LH�(UREHUXQJ�YRQ�-HUXVDOHP��7KH�&RQTXHVW�RI�-HUXVDOHP� from the 1970s.
For Nitsch, cries and noise are the most elementary forms of musical expression. He sees them as the origins 
from which all music has developed. 
Music thus takes on an important function in Nitsch’s synaesthetic event art as an abreaction process that impacts 
the psyche with immediacy and emotional intensity.

1LWVFK�GHŵQLVFH� OD�PXVLFD�GHOOőo.m. theater come PXVLFD�HVSUHVVLYD� VHQ]D� ULJXDUGR�FRQ� OLEHUW¢�GL�HVHFX]LRQH�
sempre più ampia. Per la sua pratica di esecuzione ha sviluppato partiture proprie, strutturate in modo sempre 
SL»�SUHFLVR��QHOOH�TXDOL� OD�QRWD]LRQH�SHU� OD�PXVLFD� VL� FROOHJD�D� LQGLFD]LRQL�SHU� OD� UHJLD�H�DOOőDVVRFLD]LRQH�FRQ�
RGRUL�H�VDSRUL��,QROWUH�1LWVFK��DWWUDYHUVR�FLWD]LRQL�GL�WHVWL�H�GL�LPPDJLQL��IRUQLVFH�LQGLFD]LRQL�FLUFD�OD�SRVVLELOLW¢�GL�
associazioni con la storia dell’arte e della cultura, unitamente alla loro contestualizzazione. 
Le vaste partiture, pubblicate in forma di libro, forniscono uno sguardo sulla struttura generale dell’o.m. theater. 
Ad esse può essere attribuito complessivamente carattere letterario, e non solo per la forma di drammi destinati 
alla lettura, come ad esempio per 'LH�(UREHUXQJ�YRQ�-HUXVDOHP >/D�FRQTXLVWD�GL�*HUXVDOHPPH@, che ha visto la 
OXFH�QHJOL�$QQL�6HWWDQWD��*ULGD�H�UXPRUL�UDSSUHVHQWDQR��VHFRQGR�1LWVFK��OH�IRUPH�SL»�HOHPHQWDUL�GL�HVSUHVVLRQH�
musicale. In esse egli vede, da un punto di vista della storia dell’evoluzione, l’inizio di ogni tipo di musica. 
La Musica assume una funzione importante nell’arte come evento sinestetico di Nitsch poichè tramite 
quell’esperienza artistica avviene un processo di abreazione, che impatta immediatamente sulla psiche ed in 
modo emozionalmente intenso.
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Veduta dell’installazione con due costumi originali per Hérodiade
Exhibition view with two original costumes for Hérodiade
Photo: Valentina Zamboni
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1995
Hermann Nitsch
Produzione di/Production of Hérodiade di/by Jules Massenet
Staatsoper, Vienna 1995
Film: ORF

Staatsoper, Vienna

Bozzetto per costumi/Costume designs
Colori a cera e pastelli su carta/Wax crayons, pencil on paper
Formato A4/A4 Format

Atelier Nitsch, Prinzendorf
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2016
Veduta dell’installazione/Exhibition view
Photo: Valentina Zamboni
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The performance area around Schloss Prinzendorf as the 
ideal place for the o.m. theater

Il distretto immaginario attorno al castello di 
Prinzendorf come luogo ideale dell’o.m. theater

Acquired in 1971, Schloss Prinzendorf to the north of Vienna in Weinviertel, became the centre of the o.m. theater 
LQ�WKH�VXPPHU�RI������ZLWK�WKH�UHDOLVDWLRQ�RI�WKH�ŵUVW����KRXU�$FWLRQ��1LWVFK�ZKR�DV�D�FKLOG�KDG�RIWHQ�VWD\HG�
in region with relatives, got inspiration for the notion and dimension of this drama from the fertile cultivated 
landscape, the culturally ritualised drug of wine and the Baroque architecture of the building. The dramaturgy 
of the  ��'D\�3OD\ �ŵUVW�HQDFWHG�LQ�������GHYHORSHG�IURP�RQ�JRLQJ�WHQVLRQV�EHWZHHQ�WKH�WUDJLF�HYHQWV�RI�KLV�
leitmotif (Dionysian) and the counter-balancing elements of natural mysticism and meditative and celebratory 
H[SHULHQFH�RI�PDJQLŵFHQW�QDWXUH��Apollonian). According to the artist’s notion it only becomes possible for the 
effect and intention of the cathartic drama to overcome the tragic and death by the direct experience of the 
events of the Existenzfest [Celebration of Existence] described by him through the ideally balanced combination 
of these elements of vitality.

Il castello di Prinzendorf, acquistato nel 1971 e ubicato nella zona vitivinicola del Weinviertel a nord di Vienna, 
divenne il centro dell’o.m. theater grazie alla realizzazione della prima azione della durata di 24 ore nell’estate 
GHO�������1LWVFK��FKH�ŵQ�GD�EDPELQR�VRJJLRUQDYD�VSHVVR�LQ�TXHVWD�]RQD�SUHVVR�VXRL�SDUHQWL��DWWRUQR�DO������
trovò ispirazione per l’idea e la dimensione di quest’opera nel fecondo paesaggio culturale, nella droga del 
YLQR� ULWXDOL]]DWD� QHOOD� WUDGL]LRQH� H� QHOOőDUFKLWHWWXUD� EDURFFD� GHOOőHGLŵFLR�� /D� VFHQHJJLDWXUD� GHO� ��7DJH�6SLHO�
>2SHUD�GL���*LRUQL@, realizzata per la prima volta nel 1998, si sviluppa in un processo di tensione fra gli eventi 
tragici (dionisiaci) dei suoi leitmotiv e gli elementi compensativi (apollinei) dell’esperienza mistica, meditativa 
e gioiosa della natura rigogliosa. Soltanto il rapporto idealmente equilibrato di questi elementi del “Vitale” 
dovrebbe rendere possibile, secondo la visione dell’artista, l’effetto e lo scopo dell’opera catartica, il superamento 
GHO�WUDJLFR�H�GHOOD�PRUWH��DWWUDYHUVR�OőHVSHULHQ]D�GHOOőHYHQWR�GHŵQLWR�GD�1LWVFK�FRPH�&HOHEUD]LRQH�GHOOő(VLVWHQ]D�
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1955
Senza titolo (disegno da Rembrandt)/Untitled (Drawing after Rembrandt)
Pastello su cartoncino nero/Crayon on black cardboard
35 x 50 cm incorniciato/framed

Sammlung Friedrichshof, Zurndorf-Vienna

1996
Hermann Nitsch
Opera di 6 Giorni/6-Day Play
Castello di/Schloss Prinzendorf
Film Stills: Peter Kasperak, Hubert Klocker
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Sala 9

1984-87
Architettura dell’o.m. theater/Architecture of the o.m. theater
Litografie/Lithographies, stampate da/edited by Fred Jahn 
Monaco/Munich 1989-92
53 x 43 cm

Museo Nitsch, Napoli

1995
Costume originale per Hérodiade/Original Costume for Hérodiade
Indossato alla prima da/Worn at the premiere by Agnes Baltsa
Seta/Silk

ART for ART, Vienna
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1938 Nitsch nasce a Vienna

1957 Sorge la prima idea dell‘o.m. theater

196 $]LRQL�GL�SLWWXUD�H�DWWLYLW¢�HVSRVLWLYH

1962 Azione n.1

1963 /ő2UJDQR�GL�VDQJXH (insieme ad Adolf Frohner e Otto Muehl)

�� )HVWD�GHO�QDWXUDOLVPR�SVLFRŵVLFR (con Otto Muehl)

1966    Partecipazione al Destruction in Art Symposium, Londra

1968    Invito alla realizzazione di azioni teatrali negli USA

A partire dal 1969 numerose azioni, mostre e concerti in Austria e all’estero

1971    Acquisto del castello di Prinzendorf

1972     Partecipazione a documenta 5, Kassel

1975     Azione n. 50 (24 ore) a Prinzendorf

1982     Partecipazione a documenta 7, Kassel

1984     Azione n. 80 (72 ore) a Prinzendorf

1987     Azione di pittura n. 20 presso il Palazzo della Secessione Viennese; retrospettiva alla Galleria 
Lenbachhaus, Monaco di Baviera

1995    ,QL]LR�GHOOőDWWLYLW¢�GL�SURGX]LRQH�WHDWUDOH��FRQ�OD�UHJLD�H�OőDOOHVWLPHQWR�GHOOŐ+«URGLDGH��GL�-XOHV�0DVVHQHW�
presso l’Opera di Stato di Vienna

1998    Prima realizzazione del ��7DJH�6SLHO�(Opera di 6 Giorni) presso e nei dintorni del castello di Prinzendorf; 
mostra Out of Actions (partecipazione), Los Angeles, Vienna, Barcellona, Tokio

2005 Messa in scena di un adattamento dell’o.m. theater presso il Burgtheater di  Vienna

2007  Apertura del Museo Hermann Nitsch a Mistelbach

2008  Apertura del Museo Hermann Nitsch/Fondazione Morra, Napoli

2009 Pubblicazione del libro in tre volume Das Sein [L’Essere]; Azione pittorica n.56 e premiere della sinfonia 
'LH��J\SWLVFKH� [/ő(JL]LDQD] al museo di Mistelbach; in Italia inaugura ,O�7HDWUR�GHOOD�3HUIRUPDQFH alla 
GAM di Torino. Apre la Nitsch Foundation di Vienna

2010 Azione n. 130 al Museo Nitsch di Napoli. Inaugurano: Dessin comme architecture de l’o.m. theater [Il 
GLVHJQR� FRPH� DUFKLWHWWXUD� GHOOőR�P�� WKHDWHU] al Cabinet des dessins, del Musée d’art moderne di St. 
Etienne, una personale alla Stella Art Foundation di Mosca e &DSRODYRUL�GDOOD�&ROOH]LRQH�'XHUFNKHLP�al 
Museo Nitsch di Mistelbach

2011  Realizza scene, costumi e regia per il San Francesco d’Assisi di Olivier Messiaen alla Bayerische Staatsoper 
di Monaco; si aprono la personale Structures al Leopold Museum di Vienna e la collettiva %ORRG�OLQHV 
al MCA di Denver (USA); Opere GHJOL�HVRUGL – l’essenza della Collezione Duerckheim schiude un nuovo 
ciclo espositivo al Nitsch Museum di Mistelbach; al Museo Nitsch di Napoli invece è in scena il confronto 
1LWVFK	&DUDYDJJLR. &RQFHUWR�SHU�RUJDQR al Mozarteum di Salisburgo

2012  Azione n.135 a L’Avana, Cuba; Azione di pittura n. 64 al MART di Rovereto. Tra le mostre si ricordano 
due importanti collettive: ,Q� YLYR al Centre Pompidou e $�%LJJHU� VSODVK: SDLQWLQJ�DIWHU�SHUIRUPDQFH�
art alla Tate Modern di Londra; mostra personale al Museum of Modern Art di Klagenfurt, Carinzia; 
celebrazione dei cinque anni del Museo Nitsch di Mistelbach

Biografia

2013  Partecipa alla 55esima Biennale di Venezia al Padiglione Cubano dal titolo /D�SHUYHUVLµQ�GH�OR�FO£VLFR��
DQDUTX¯D�GH�ORV�UHODWRV�[/D�SHUYHUVLRQH�GHO�FODVVLFR��VWRULH�GL�DQDUFKLD@� all’interno del Museo archeologico 
di Venezia; Azione n.138 di 3 giorni consecutivi al Centraltheater di Lipsia dove viene presentata anche 
la 6LQIRQLD�œ/HLS]LJŔ

2014   Inaugurano: Arena – Opere dell’opera, al Nitsch Museum, Mistelbach e 0DODNWLRQLVPXV [Azionismo 
SLWWRULFR@�Ŏ�HFFHVVR�H�VHQVXDOLW¢ al Museo Nitsch, Napoli;  Hermann Nitsch al Danubiana Meulensteen Art 
Museum di Bratislava. Al Theater Casino, Zug e Musikakademie di Basilea il concerto: VHOWHQ�JHK¸UWHQ�
musik >PXVLFD�DVFROWDWD�UDUDPHQWH@

2015  Si aprono le grandi mostre personali: Hermann Nitsch a Palermo allo ZAC (Cantieri culturali alla Zisa) 
di Palermo, ExistenzFest. Hermann Nitsch und das Theater [Celebrazione dell’Esistenza. Hermann Nitsch 
H�LO�7HDWUR@ al Theatermuseum di Vienna. Viene invitato alla collettiva 0\�ERG\�LV�WKH�HYHQW dal museo 
mumok di Vienna; a Çanakkale, in Turchia, inaugura�+HUPDQQ�1LWVFK�Ŏ�0HPRULDOH�FRQWUR�OD�JXHUUD. Tra 
i concerti, viene eseguita per la prima volta la 6LQIRQLD�SHU�&LWW¢�GHO�0HVVLFR�allo spazio Ex Teresa Arte 
$FWXDO�GL�&LWW¢�GHO�0HVVLFR

2016  ExistenzFest. Hermann Nitsch und das Theater fa tappa al museo di Villa Stuck di Monaco e si conclude 
con l’Azione n.147, mentre Arena – Opere dall’opera si sposta dal museo Nitsch di Mistelbach a Napoli; 
inaugura Ritual al Nitsch Museum, Mistelbach. Viene nuovamente invitato dal mumok di Vienna a una 
mostra collettiva %RG\��3V\FKH�XQG�WDERR, mentre la V\Q¦VWKHVLHUDXP�>VWDQ]D�GHOOD�VLQHVWHVLD@�diventa 
installazione permanente della Friedrichshof Collection di Zurndorf

Opere di Hermann Nitsch sono esposte, tra gli altri, nei seguenti musei e collezioni:

MoMA, New York; Guggenheim Collection, New York; Metropolitan Museum, New York; 
Museum University di Yale; tang, New York; Hudson Valley Center for Contemporary 
Art, New York; Walker Art Center, Minneapolis; Busch-Reisinger Museum, Harvard 
University, Cambridge; Saint Louis Art Museum, St. Louis, Missouri; Station Museum of 
Contemporary Art Houston, Texas; Gallery of Ontario, Toronto; Tate Gallery, Londra; Centre 
Georges Pompidou, Parigi; Stedelijk van Abbe Museum, Eindhoven; Stedelijk Museum, 
Amsterdam; Museo Capodimonte, Napoli; Galleria d’arte moderna, Bologna; Mar, Museo 
GőDUWH�GHOOD�FLWW¢�GL�5DYHQQD��&DVWHOOR�GL�5LYROL��*$0��7RULQR��0DUW��5RYHUHWR��.XQVWVDPPOXQJ�
Nordrhein-Westfalen, Düsseldorf; Museum Ludwig, Colonia; Nationalgalerie Berlin, 
Berlino; Lenbachhaus, Monaco di Baviera; Staatsgemäldesammlung München, Monaco 
di Baviera; Museum Brandhorst, Monaco di Baviera; Graphische Sammlung München, 
Monaco di Baviera; Staatsgalerie Stuttgart, Stoccarda; Kunsthalle Hamburg, Amburgo; 
Museum Neue Galerie, Saarbrücken; GfzK, Lipsia; Schloss Morsbroich, Leverkusen; 
Kunstmuseum Bern, Berna; Kunstmuseum Winterthur; Albertina, Vienna; Mumok, 
Vienna; Österreichische Galerie Belvedere, Vienna; Leopold Museum, Vienna; Lentos, 
Linz; Rupertinum, Salisburgo; Ferdinandeum, Innsbruck; Sammlung Essl, Klosterneuburg 
e molti altri

Biografia

1962
Azione n.1 (con Otto Muehl)
1st Action (with Otto Muehl)

Photo: Hans Niederbacher

mumok, Vienna
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Biography

1938 born in Vienna

1957 Inception of the idea for the o.m. theater

1961  Painting Actions and exhibitions 

1962 1st Action 

1963 'LH�%OXWRUJHO (together with Adolf Frohner and Otto Muehl)

 Fest des psychophysischen Naturalismus (with Otto Muehl)

1966 Participation in the Destruction in Art Symposium, London 

1968  Invitation to realise Actions in the USA

From 1969 numerous Actions, exhibitions and concerts at home and abroad 

1971  Purchase of Schloss Prinzendorf

1972  Participation in documenta 5, Kassel 

1975 50th Action (24 hours)/Prinzendorf 

1982  Participation in documenta 7, Kassel 

1984 80th Action (72 hours)/Prinzendorf

1987 20th painting Action in the Vienna Secession, retrospective in Lenbachhaus,  Munich

1995 Beginning as active director with directing and set decoration for Jules Massenet’s Hérodiade at the 
Vienna Staatsoper

1998   Premiere of the 6-Day Play in and around Schloss Prinzendorf, Out of Actions (exhibition participation) 
Los Angeles, Vienna, Barcelona, Tokyo

2005  Performance of an adaptation of the o.m. theater at the Vienna Burgtheater 

2007   Opening of the Nitsch Museum in Mistelbach

2008  Opening of the Museo Nitsch/Fondazione Morra, Naples

2009 56th�SDLQWLQJ�SHUIRUPDQFH�DQG�ŵUVW�SHUIRUPDQFH�RI�WKH�(J\SWLDQ�6\PSKRQ\ at the Nitsch Museum in 
Mistelbach; publication of the book Das Sein; opening of ,O�7HDWUR�GHOOD�3HUIRUPDQFH [The Theatre of 
3HUIRUPDQFH] at GAM in Turin; founding of the Nitsch Foundation in Vienna

2010 130th performance, Museo Nitsch, Naples. Opening of: 'HVVLQ�FRPPH�DUFKLWHFWXUH�GH�Oő2UJLHQ�0\VWHULHQ�
Theater ['UDZLQJ�DV�DUFKLWHFWXUH�RI�WKH�R�P��WKHDWHU] at the Cabinet des dessins,  Musée d’Art Moderne 
in St. Etienne;� 0DVWHUZRUNV� IURP� WKH� 'XHUFNKHLP� &ROOHFWLRQ, Nitsch Museum, Mistelbach; Opere 
Napoletane, Museo Nitsch, Naples; solo show at Stella Art Foundation in Moscow

2011 Direction and setting of the opera San François d’Assise from Olivier Messiaen at Bayerische Staatsoper, 
Munich. Openings: solo show Structures at Leopold Museum in Vienna; group show %ORRG� OLQHV, 
MCA, Denver; 7KH�HDUO\�ZRUN�Ŏ�WKH�HVVHQFH�RI�WKH�'XHUFNKHLP�&ROOHFWLRQ, Nitsch Museum, Mistelbach; 
1LWVFK	&DUDYDJJLR, Museo Nitsch, Naples. Organ concert at Mozarteum, Salzburg  

2012 135th performance Havana, Cuba; 64th painting performance, MART, Rovereto. Group exhibitions: In 
YLYR, Centre Pompidou, Paris; $�%LJJHU�VSODVK: SDLQWLQJ�DIWHU�SHUIRUPDQFH�DUW Tate Modern, London. Solo 
VKRZ�DW�0XVHXP�RI�0RGHUQ�$UW�LQ�.ODJHQIXUW��&DULQWKLD��FHOHEUDWLRQ�RI�WKH�ŵUVW���\HDUV�RI�WKH�+HUPDQQ�
Nitsch Museum, Mistelbach

2013 Invited to the Cuba Pavillon�/D�SHUYHUVLµQ�GH�OR�FO£VLFR��DQDUTX¯D�GH�ORV�UHODWRV�>7KH�SHUYHUVLRQ�RI�WKH�
FODVVLF��KLVWRULHV�RI�DQDUFK\@ at the 55th Biennale di Venezia; 6HQVHV�DQG�%HLQJ�Ŏ�5HWURVSHFWLYH, Nitsch 
Museum, Mistelbach; 138th Action/3-Days Play, Centraltheater Leipzig; premiere of /HLS]LJ�6\PSKRQ\

2014 $UHQD�Ŏ�:RUN�RXW�RI�WKH�ZRUN, Nitsch Museum, Mistelbach; Hermann Nitsch, Danubiana Meulensteen Art 
Museum, Bratislava; Hermann Nitsch. $]LRQLVPR�SLWWRULFR�Ŏ�HFFHVVR�H�VHQVXDOLW¢, Museo Nitsch, Naples. 
Concert�6HOWHQ�JHK¸UWHQ�PXVLN� >5DUHO\� OLVWHQHG�WR�PXVLF@�at Theater Casino Zug and Musikakademie, 
Basel

2015 First performance of the 6\PSKRQ\�IRU�0H[LFR�&LW\ at Ex Teresa arte actual, Mexico City; Existenz.Fest 
Hermann Nitsch and the theatre, Theatre Museum, Vienna��+HUPDQQ�1LWVFK� Ŏ�0HPRULDO� DJDLQVW� WKH�
ZDU, Çanakkale, Turkey; +HUPDQQ�1LWVFK�D�3DOHUPR, ZAC, Palermo; group show 0\�ERG\�LV�WKH�HYHQW at 
mumok, Vienna 

2016 Existenz.Fest – Hermann Nitsch and the theatre moves to Museum Villa Stuck, Munich and it is concluded 
with the 147th Action, while Arena – Opere dall’opera, moves to Museo Nitsch, Naples. Opens Ritual, at 
Nitsch Museum, Mistelbach: group show at mumok, Vienna:�%RG\��3V\FKH�XQG�WDERR; 6\Q¦VWKHVLHUDXP�
>URRP�RI�V\QHVWKHVLD@ in permanent exhibition at Friedrichshof Collection, Zurndorf

Works by Hermann Nitsch are to be found in the following museums and collections:

MoMA, New York; Guggenheim Collection, New York; Metropolitan Museum, New York; Museum University of 
Yale; tang, New York; Hudson Valley Center for Contemporary Art, New York; Walker Art Center, Minneapolis; 
Busch-Reisinger Museum, Harvard University, Cambridge; Saint Louis 
Art Museum, St. Louis, Missouri; Station Museum of Contemporary 
Art Houston, Texas; Gallery of Ontario, Toronto; Tate Gallery, London; 
Centre Georges Pompidou, Paris; Stedelijk van Abbe Museum, 
Eindhoven; Stedelijk Museum, Amsterdam; Museo Capodimonte, 
Naples; Galleria d’arte moderna, Bologna; Mar, Museo d’arte della 
FLWW¢� GL� 5DYHQQD�� &DVWHOOR� GL� 5LYROL�� *$0�� 7XULQ�� 0DUW�� 5RYHUHWR��
Kunstsammlung Nordrhein-Westfalen, Dusseldorf; Museum 
Ludwig, Cologne; Nationalgalerie Berlin; Lenbachhaus, Munich; 
Staatsgemäldesammlung Munich; Museum Brandhorst, Munich; 
Graphische Sammlung, Munich; Staatsgalerie Stuttgart; Kunsthalle 
Hamburg; Museum Neue Galerie, Saarbrucken; GfzK, Leipzig; 
Schloss Morsbroich, Leverkusen; Kunstmuseum Bern; Kunstmuseum 
Winterthur; Albertina, Vienna; Mumok, Vienna; Österreichische 
Galerie Belvedere, Vienna; Leopold Museum, Vienna; Lentos, Linz; 
Rupertinum, Salzburg; Ferdinandeum, Innsbruck; Sammlung Essl, 
Klosterneuburg etc. 

2016
Hermann Nitsch davanti all’Arena di Verona

Hermann Nitsch in front of the Arena in Verona 
Photo: Valentina Zamboni

Boxart Galleria d’Arte, Verona
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