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Can ‘Apacheta’, a theatre in Buenos Aires, be considered a sacred place?
Word count: 5505.
Introduction
This essay intends to explore the nature of sacredness through the study of a theatre. For this purpose, this research focused on “Apacheta”, a theatre in Buenos Aires (Argentina) that had been running for more than 15 years.  The study was conducted by interviewing different people who were involved with the theatre activities as well as through photographic material taken by them or myself. 

Apacheta was first founded in 2003 in Pasco 623, Buenos Aires (Argentina) by Guillermo Cacace who rented the property to create it. The theatre was placed in a neighbourhood called Balvanera, a bit distant from the two major theatrical areas and with no artistic tradition. The Theatre National Institute (INT) declared that Apacheta’s constant and creative production had encouraged the emergence of an artistic centre in the neighbourhood of Balvanera.[footnoteRef:1] Though the theatre thrived in its activities, at the end of 2015, it faced the threat of its extinction. The owner of the property informed that he had the intention of selling it. Thus Cacace had to move the theatre within three months. The INT, actors, theatre directors, choreographers, artists of all kinds and the public itself got involved in gathering money so that Cacace could access a mortgage to buy the property himself. Newspapers were broadly sharing the news about how Apacheta might disappear. New partners were added to the project as to face the expenses. But after some misunderstandings, the group broke apart and Cacace decided to move his Apacheta to a different place in 2019. It was re-set at the outsides of the bohemian neighbourhood of San Telmo, even further away from the central theatrical areas. Due to covid-19, no play was premiered there. Figure 1 shows the two major theatrical areas of the city, marked as A and B. Circle C is where Apacheta was first located. Circle D is where it was moved later. The distance between area A and C is approximately 2.5 km. The distance between the old Apacheta and the new one is 3.6 km. [1:  Paula Sabatés, ‘Apacheta es ahora una sala recuperada’, Página 12, 18 March 2016, Cultura & Espectáculos section.] 


[image: ]
Figure 1. Map of the theatres in Buenos Aires. Obtained from the Government of the City of Buenos Aires at https://mapa.buenosaires.gob.ar/mapas/?lat=-34.593509&lng=-58.400660&zl=13&modo=transporte&map=espacios_escenicos [last accessed: 25th December 2020];  circles A, B, C and D were added by myself.

Apacheta was first built on the upper floor of a car shop, as shown in Figure 2. The door on the right of the picture was the entrance:
[image: Esquina de un edificio

Descripción generada automáticamente]Figure 2. The façade of Apacheta where it was first located (December 2015). Provided by Guillermo Cacace.

When the door was opened, the first thing one encountered was a set of stairs going up (figure 3). After going up, one would reach a wide square space. Unfortunately, no pictures were found where that area can be seen properly. Thus figure 4 shows a non-scale diagram of the blueprint of the theatre. 
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Descripción generada automáticamente]
Figure 3. Picture of the stairs that were found immediately after opening the door (July 2014). Provided by Guillermo Cacace.
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Descripción generada automáticamente]Figure 4. Non-scale diagram of the blueprint of the original Apacheta. Done by myself.


The new Apacheta was placed in much bigger structure. And instead of going up, one needed to climb down only a few steps. Figure 5 shows the disposition of this new place, the stairs going down and the small windows that faced the street at pedestrian level:

[image: Vista del interior de un edificio

Descripción generada automáticamente con confianza media]
Figure 5. Picture of the new Apacheta. Taken by myself on December 2020.

To sum up, Apacheta changed the theatrical scenery in Buenos Aires, promoting the emergence of new theatres in zones that were not traditionally related to art. It was first placed in Pasco 623 (Balvanera) and then moved even further away from the major theatrical areas. It also created a huge impact in the community as demonstrated by its commitment to trying to save it. 
Literature Review
Literary research is always necessary in order to enclose the study ‘in a conceptual network’, as advised by Monique Hennink, Inge Hutter and Ajay Bailey.[footnoteRef:2] Émile Durkheim stated that all religious belief assumed ‘a division of the world into two domains’: sacred or profane.[footnoteRef:3] According to him, ‘sacred things are things protected and isolated by prohibitions’.[footnoteRef:4] Rites were a set of prescriptions on how to relate to sacred objects.[footnoteRef:5] Karen E. Fields mentioned that sacredness was the product of a ‘collective doing’, it was socially constructed.[footnoteRef:6] On the other hand, Mircea Eliade gave agency to the sacred: ‘because it manifests itself, shows itself, as something wholly different from the profane’.[footnoteRef:7] He named this manifestation ‘hierophany’.[footnoteRef:8] According to him, neither space nor time were homogenous.[footnoteRef:9] For the divine erupted in the continuity of profane life, cracking its uniformity.[footnoteRef:10] This implied that sacred territories were detached from profane geography.[footnoteRef:11] Ritual was the way to sacralise these profane places and turned them into sacred.[footnoteRef:12] It had to be done in accordance to the creative deities, following ‘the work of the gods’.[footnoteRef:13]  [2:  Monique Hennink, Inge Hutter and Ajay Bailey, Qualitative Research Methods (London: SAGE Publications, 2020), p. 33.]  [3:  Émile Durkheim, The Elementary Forms of Religious Life, trans. by Karen E. Fields (New York, NY: The Free Press, 1995), p. 34.]  [4:  Émile Durkheim, The Elementary Forms of Religious Life, p. 38.]  [5:  Émile Durkheim, The Elementary Forms of Religious Life, p. 38.]  [6:  Karen E. Fields, Introduction to The Elementary Forms of Religious Life, by Émile Durkheim (New York, NY: The Free Press, 1995), p. xxxiv.]  [7:  Mircea Eliade, The Sacred and the Profane: The Nature of Religion, trans. by Willard R. Trask (New York, NY: Harcourt, Brace & World Inc., 1959), p. 11.]  [8:  Mircea Eliade, The Sacred and the Profane: The Nature of Religion, p. 11.]  [9:  Mircea Eliade, The Sacred and the Profane: The Nature of Religion, pp. 20, 68.]  [10:  Mircea Eliade, The Sacred and the Profane: The Nature of Religion, p. 21.]  [11:  Mircea Eliade, The Sacred and the Profane: The Nature of Religion, p. 26.]  [12:  Mircea Eliade, The Sacred and the Profane: The Nature of Religion, p. 31.]  [13:  Mircea Eliade, The Sacred and the Profane: The Nature of Religion, p. 32.] 


Durkheim and Eliade’s perspective were not necessarily against each other but could be seen as complementary. For instance, Belden C. Lane addressed the nature of sacred places and came up with four axioms that seemed to be in accordance with both Durkehim and Eliade. The first one was that sacred place ‘chooses itself’, a rule that echoed Eliade’s hierophany.[footnoteRef:14] The second rule was that ritual made the sacred place extraordinary, which may be linked both to Durkheim and Eliade.[footnoteRef:15] The third one was that ‘sacred place can be tred upon without being entered’.[footnoteRef:16] And finally that sacred place had both a centripetal and centrifugal impulse.[footnoteRef:17] On the other hand, the dichotomy sacred/profane could be challenged. For instance, J. Donald Hughes and Jim Swan explained that traditional native people in the USA believed that the whole of the Earth was sacred but that in some places the divine could express itself more strongly.[footnoteRef:18] Thus sacredness may be a continuum, rising up in certain places or at certain times. [14:  Belden C. Lane, Landscapes of the Sacred (Baltimore: The Johns Hopkins University Press, 2001), p. 19.]  [15:  Belden C. Lane, Landscapes of the Sacred, p. 19.]  [16:  Belden C. Lane, Landscapes of the Sacred, p.19.]  [17:  Belden C. Lane, Landscapes of the Sacred, p. 19.]  [18:  J. Donald Hughes and Jim Swan, ‘How much of the Earth is Sacred Space?’, Environmental Review: ER, 10.4 (Winter, 1986), p. 247-248.] 


Durkheim believed that anything could become sacred.[footnoteRef:19] Lane suggested that not only the rural countryside could be sacred but also ‘the fabricated spaces of an urban landscape’.[footnoteRef:20] Therefore, a theatre could be studied as a sacred place. Adding to this, Kieran Scott asked if a cinema could be considered a cathedral.[footnoteRef:21] In the end, ‘our spiritual journeying and religious formation takes place as much, if not more so, in secular culture’.[footnoteRef:22] He compared the fellowship that is created in the dark pulpits of a cinema with the one that the mass participants share in church.[footnoteRef:23] Scott’s questions could be applied to a theatre too. [19:  Émile Durkheim, The Elementary Forms of Religious Life, p. 35.]  [20:  Belden C. Lane, Landscapes of the Sacred, p. 29.]  [21:  Kieran Scott, ‘Communion in the Dark: the Cinema as Cathedral’, The Furrow, 58.1 (Jan., 2007), p. 14.]  [22:  Kieran Scott, ‘Communion in the Dark: the Cinema as Cathedral’, p. 17.]  [23:  Kieran Scott, ‘Communion in the Dark: the Cinema as Cathedral’, pp. 14-15.] 


To follow that path, it might be necessary to study the roots of theatre. When discussing the birth of Greek tragedies, Friedrich Nietzsche mentioned an Apollonian impulse in opposition to a Dionysian one.[footnoteRef:24] His belief was that this tension gave birth to Greek tragedy.[footnoteRef:25] Apollo provided order and structure while Dionysus supplied music and passion, and the possibility of communion.[footnoteRef:26] Nietzsche claimed that the audience felt identified with the chorus.[footnoteRef:27] And thus they lived the tragedy as a reality: ‘an overwhelming feeling of oneness’.[footnoteRef:28] Among many other scholars, Roberto Perinelli also stated that at some elusive point in time, the Dionysian rites gave birth to theatre, linking it to sacred rites.[footnoteRef:29] Kenneth Macgowan and William W. Melnitz suggested that wearing a mask created drama.[footnoteRef:30] On another account, Rachel Fletcher studied the structure of Greek theatres and concluded that they were built in a dialogue with the deities of the place.[footnoteRef:31] Not only the performance was seen as sacred but also the building itself.[footnoteRef:32] Mark Allan Kaplan insisted on the fact that the structures people inhabit may affect them.[footnoteRef:33] He also claimed that all religions supported spiritual paths through their architecture.[footnoteRef:34] Other modern experts on performing arts insisted in a possibly sacred connection. Peter Brook spoke of different kinds of theatre and defined a ‘holy theatre’ as the one capable of making visible the invisible.[footnoteRef:35] Additionally, Jeffrey W. Tirrel concluded that theatre could be a spiritual medium and that actors could create a feeling of communion with the audience in a manner that transcended ordinary life.[footnoteRef:36]  [24:  Nietzsche, Friedrich, The Birth of Tragedy or Hellenism and Pessimism, trans. by Oscar Levy (Edinburgh and London: T. N. Foulis, 1910), p. 25.]  [25:  Friedrich Nietzsche, The Birth of Tragedy or Hellenism and Pessimism, p. 54.]  [26:  Friedrich Nietzsche, The Birth of Tragedy or Hellenism and Pessimism, p. 56.]  [27:  Friedrich Nietzsche, The Birth of Tragedy or Hellenism and Pessimism, p. 52.]  [28:  Friedrich Nietzsche, The Birth of Tragedy or Hellenism and Pessimism, p. 50.]  [29:  Roberto Perinelli, Apuntes sobre la historia del teatro occidental (Buenos Aires: INTeatro, 2011), p. 76.]  [30:  Kenneth Macgowan and William W. Melnitz, The living state: a history of the world theatre (New York, NY: Prentice Hall, 1955), p. 2.]  [31:  Rachel Fletcher, ‘Ancient Theatres as Sacred Spaces’, in The Power of Place, ed. by James A. Swan (Wheaton, IL: Questbooks, 1991), p. 93.]  [32:  Rachel Fletcher, ‘Ancient Theatres as Sacred Spaces’, p. 93.]  [33:  Mark Allan Kaplan, ‘The Castle of Wonders: Spatial Influences on the Human Body, Mind and Spirit’ (a scholarly paper for The Institue of Transpersonal Psychology, Palo Alto, California, 1996), p. 8.]  [34:  Mark Allan Kaplan, ‘The Castle of Wonders: Spatial Influences on the Human Body, Mind and Spirit’, p. 9.]  [35:  Peter Brook, The Empty Space (New York, NY: Touchstone, 1996), p. 49.]  [36:  Jeffrey W. Tirrel, The Integration of Faith and Learning among Collegiate Theatre Artists (Claremont, CA: Claremont Press, 2018), p. 22.] 


Thus far, it may be suggested that according to both Durkheim and Eliade, the world could be separated into sacred and profane domains. For Durkheim, sacred was a social construct while for Eliade the manifestation of the divine, a hierophany. These positions were not necessarily in conflict. In fact Lane found four axioms to describe sacred places that seem to be in agreement with both authors. Furthermore the sacred/profane dichotomy could be challenged from other spiritual practices. Finally, the birth of theatre has been linked to a sacred tradition and modern scholars such as Peter Brook have claimed that ideally theatre should strive to be holly, making the invisible visible. 
Methodology
To do this research, I conducted four semi-structured interviews. Hennink, Hutter and Baily recommended their use when wanting to learn ‘the meaning people attach to experiences’.[footnoteRef:37] Alan Bryman also believed that it allowed the discovery of new information. [footnoteRef:38] I have tried to address people who had different roles as to gain diversity, in accordance to Hennink, Hutter and Baily’s counsel.[footnoteRef:39] Some interviews were conducted live as I was in Buenos Aires. Hennink, Hutter and Bailey advised to pay attention not to put participants or myself at risk.[footnoteRef:40] So I followed National Health Ministry’s recommendations in regards to covid-19. Some other interviews were conducted online via Zoom as some of the participants were not in Buenos Aires. In any case, the meetings were recorded as advised by Bell and Waters.[footnoteRef:41] I also had the opportunity to visit Apacheta’s new location and take some pictures. [37:  Monique Hennink, Inge Hutter and Ajay Bailey, Qualitative Research Methods, p. 117.]  [38:  Alan Bryman, Quantity and Quality in Social Research (London; New York, NY: Routledge, 2000), pp. 46-47.]  [39:  Monique Hennink, Inge Hutter and Ajay Bailey, Qualitative Research Methods, p. 92.]  [40:  Monique Hennink, Inge Hutter and Ajay Bailey, Qualitative Research Methods, p. 75.]  [41:  Judith Bell and Stephen Waters, Doing your research project (London, Open University Press: 2018), p. 216.] 


The first participants involved were: Guillermo Cacace, founder and manager of the theatre, Romina Padoán, his wife and right hand in managing the theatre, as well as Andrés Molina, who had been deeply involved in the activities of the theatre in different roles (student, electrician, actor and partner). Padoán was also a dancer and actress and has performed in Apacheta. All of these three participants knew me. By the snowballing recruiting method, which is encouraged by Hennink, Hutter and Baily when searching for participants with specific characteristics, I reached Julián Castro, who had also been involved in some of the theatre tasks.[footnoteRef:42] In the end, the material I had to work with was the interviews and photographic images provided by the participants or myself. All interviews were conducted in Spanish, the translation offered here was done by myself. On the footnotes, I have pasted the original words. [42:  Monique Hennink, Inge Hutter and Ajay Bailey, Qualitative Research Methods, p. 104.] 


Reflexive considerations
According to Hennink, Hutter and Bailey, my own subjectivity and background should be addressed.[footnoteRef:43] Bell and Waters also advised to be aware of personal bias.[footnoteRef:44] As a former actor and one of the past schedule coordinators of Apacheta, I am emotionally involved in its development. The last time I performed, it was there. On the one hand, this meant that it was easy for me to gain participant’s involvement. As many of them knew my previous commitment, they showed openness and trust. They were probably aware of the respect I had for this place. For instance, I was one of the many people who had taken part in saving Apacheta when Cacace decided to buy its first location, even though I was already living in Europe. Thus the rapport was built rapidly with all of the participants. I had to follow Bell and Waters’ advise: not to be let carried away by interesting friendly conversation. [footnoteRef:45] In summary, I was positioned much as an insider when it comes to the insider/outsider spectrum. This condition provided me with some advantages when building trust, but required personal effort to try to remain as neutral as possible.  [43:  Monique Hennink, Inge Hutter and Ajay Bailey, Qualitative Research Methods, p. 19.]  [44:  Judith Bell and Stephen Waters, Doing your research project, p. 218.]  [45:  Judith Bell and Stephen Waters, Doing your research project, p. 213.] 


Findings and Discussion 
The findings and discussion are divided into five sections: sacred place is not chosen, it chooses; the concealment of the sacred; rituals; the centripetal/centrifugal impulse and the power of place.

‘Sacred place is not chosen, it chooses’[footnoteRef:46] [46:  Belden C. Lane, Landscapes of the Sacred, p. 19] 

What follows is an account of how the premises where Apacheta was built were chosen. According to Lane, one of the axioms of sacred places was that the place chose itself.[footnoteRef:47] Guillermo Cacace, the founder of the theatre, said he found the location where he first built Apacheta by mere chance: [47:  Belden C. Lane, Landscapes of the Sacred, p.19] 


‘One day, I walk by a place where there was a car shop, which happened to belong to an uncle of mine. I look up and on top of the shop, there was something that called my attention… a window… I ask my uncle if I could go in and see it and I find a place in ruins, with holes on the roof and the floor rotten… but with so much potential and with a precious light and a very very bright window that made me think that it would be very pleasant to develop an artistic activity there’.[footnoteRef:48] [48:  ‘un día paso por un lugar que abajo había una concesionaria de autos que era casualmente de un tío mío. Miro para arriba y arriba había algo que me llamó la atención que era…una ventana… Le pido a este tío mío si me dejaba entrar a verlo y lo que veo es un espacio en ruinas con agujeros en el techo, con el piso podrido… pero con un potencial enorme y con una luz preciosa y con un ventanal muy muy luminoso que me parecía que podía ser muy placentero desarrollar una actividad artística ahí’.] 


According to Eliade, ‘every sacred space implies a hierophany, an irruption of the sacred’.[footnoteRef:49] Lane, by quoting James Gibson and Edward Casey, claimed that some places ‘began calling people’s attention to the intersubjectivity that exists between the human and more-than-human world’ as if the place itself had its own agency.[footnoteRef:50]  When talking about how they chose the new premises for Apacheta, Cacace mentioned that he believed that some places answered ‘it’s here’. Interestingly, both locations where Apacheta was built appeared unexpectedly and by apparent luck or chance. Eliade mentioned that ‘men are not free to choose the sacred site, that they only seek for it’.[footnoteRef:51] When mentioning how they found the new settling, Cacace remembered: [49:  Mircea Eliade, The Sacred and the Profane: The Nature of Religion, p. 26.]  [50:  Belden C. Lane, Landscapes of the Sacred, p. 44]  [51:  Mircea Eliade, The Sacred and the Profane: The Nature of Religion, p. 28.] 


‘And by absolute chance, Romina said ‘look, in San Telmo, it must be nearby’. There was only the blueprint, no pictures, just the blueprint of the place. There wasn’t even the price, nothing. And when we call to find out the address, it was exactly on the same block where we had just moved. We couldn’t believe it! We visited it, it was also in ruins but it called to us’.[footnoteRef:52]  [52:  ‘Y de casualidad, absoluta, Romina dijo “mirá, en San Telmo, que debe ser por acá” figuraba el plano, no había fotos, el dibujo de este espacio. No decía el precio , no decía nada. Y cuando le dicen la dirección estaba en la misma manzana, exactamente en la misma manzana donde nos habíamos mudado. Y, no lo podíamos creer. Llegamos, también estaba en ruinas, pero nos convocó’. ] 


Lane declared that there was no mark that pointed a place as being sacred, that it may be ‘ostensibly unexceptional’, which resonated with Cacace’s experience of recognizing Apacheta out of a place in ruins.[footnoteRef:53] Additionally, Fletcher mentioned that the design of Greek theatres created a participatory experience.[footnoteRef:54] According to her, it was a matter of architecture and proportion.[footnoteRef:55] She later mentioned Vitruvius and how he had claimed that ‘Greek and Roman theatres were typically arranged to the twelve-fold patterns of symmetry’.[footnoteRef:56] Apacheta was first build on an old bottom factory on the higher floor of a car shop. Obviously, the building was not created following that pattern. Yet it called the attention that the area was approximately 12 metres by 12 metres thus keeping that twelve pattern proportion. For Padoán, the first characteristic that drew her there was an aesthetic sense of balance and harmony: [53:  Belden C. Lane, Landscapes of the Sacred, p. 25.]  [54:  Rachel Fletcher, ‘Ancient Theatres as Sacred Spaces’, p. 91.]  [55:  Rachel Fletcher, ‘Ancient Theatres as Sacred Spaces’, p. 91.]  [56:  Rachel Fletcher, ‘Ancient Theatres as Sacred Spaces’, p. 97.] 


‘Well, at first, I liked Apacheta esthetically. Like a manufacturing atmosphere, at the same time… something taken care of, something of that spotless white… At first the walls were all white, all very ascetic and convening… convening walls’.[footnoteRef:57]  [57:  ‘Y, bueno, Apacheta, al principio me pasó que me gustó mucho estéticamente. Como una cosa muy fabril, a la vez que cuidada, algo de lo blanco impoluto. Al principio eran blancas las paredes, muy ascético todo y como muy convocante, muy convocante sus paredes’.] 


Now Fletcher also mentioned that in Ancient Greece, temples were built so as to be linked to their environment.[footnoteRef:58] Drama occurred ‘against a living, breathing natural landscape’.[footnoteRef:59] These were open-air theatres but Apacheta was an enclosed construction. However it seemed to also be able to merge with its surrounding and to connect the audience with it as Padoán mentioned: [58:  Rachel Fletcher, ‘Ancient Theatres as Sacred Spaces’, pp. 93-94.]  [59:  Rachel Fletcher, ‘Ancient Theatres as Sacred Spaces’, p. 94.] 


‘that roof… that when it rained it made noise… It also happened during that play that at the exact moment when it was needed the doves on the roof started making a particular noise’ [footnoteRef:60]  [60:  ‘ese techo, el techo que cuando llovía hacía ruido… También me pasó en esa misma obra lo del techo, de escuchar el momento exacto que necesitaba las palomas en el techo que hacían un sonido particular.’] 


Even though she mentioned the structure and its physical qualities, she felt that there was something in that place that seemed to be beyond its architecture, something invisible. This echoed Peter Brook’s words, who quoted the French dramatist Antonin Artaud, when stating that theatre gave its participants the opportunity to escape old recognizable forms making it a holly place in which a greater reality could be found’.[footnoteRef:61] Padoán added: [61:  Peter Brook, The Empty Space, p. 64.] 


‘But actually I don’t know if I could say that I only liked its exterior. I’d say there was something, let’s say, convening… It’s quite hard to explain it with words… I understand, it’s just walls… It’s inexplicable. There was something with that window, something that happened there. Apacheta had magic… definitely’.[footnoteRef:62]  [62:  ‘Pero en realidad no sé si podría decir que sólo exteriormente me gustaba. Si no diría que ya había algo, digamos, convocante… Es que hay algo que es bastante difícil de explicar con palabras porque… sí, entiendo, son paredes…Es que es inexplicable. Había algo de esa ventana, de eso que sucedía ahí. Apacheta tenía magia… definitivamente’.] 


This difficulty in explaining the relationship with a sacred place was also reflected in Lane’s words: ‘The sacredness of a place may be highly ephemeral, subjective, and hard to define’.[footnoteRef:63] Molina also addressed the issue: [63:  Belden C. Lane, Landscapes of the Sacred, p. 217.] 


‘If I just see the space… well, it’s just walls… No! It’s a place that takes care of me, it teaches me, it creates bonds with other people. Yes, I believe Apacheta was alive.’[footnoteRef:64] [64:  ‘Si yo solo miro en el espacio… bueno, son unas paredes y ya está. No! Es un espacio que me cuida, me da sabiduría, me da vínculos con las personas. Sí, yo creo que Apacheta tenía vida’.] 


These experiences echoed Eliade’s definition of hierophanies: ‘a reality that does not belong to our world, in objects that are an integral part of our natural “profane” world’.[footnoteRef:65] This was Eliade’s paradoxical nature of sacredness: ‘by manifesting the sacred, any object becomes something else, yet it continues to remain itself’.[footnoteRef:66] Padoán shared an anecdote that exemplifies this clearly: [65:  Mircea Eliade, The Sacred and the Profane: The Nature of Religion, p. 11.]  [66:  Mircea Eliade, The Sacred and the Profane: The Nature of Religion, p. 12.] 


‘I can see it because people react: ‘oh! Should I step on it with my shoes on?’ Actually, it’s just a floor! One can step on it but there is a kind of respect to the place’.[footnoteRef:67]   [67:  ‘Yo me doy cuenta porque la gente reacciona: ‘ay, ¿lo piso con zapatillas?’ ¡En realidad es un piso! Que uno lo puede pisar pero hay algo de un respeto hacia el espacio’.] 


This experience also mirrors Durkheim’s idea that a space (or any object whatsoever) became sacred when a set of prohibitions were applied to it, so that it got separated from the ordinary mundane order of life.[footnoteRef:68] A rule emerged in Apacheta: only to step with naked feet on the stage, even if it was just a floor. To conclude this section, it may be suggested that the participants perceived Apacheta as having its own agency by choosing where to be placed and interacting with the environment. The fact that its nature was somewhat concealed in the mundane is discussed in the following section. [68:  Émile Durkheim, The Elementary Forms of Religious Life, p. 38.] 


The concealment of the sacred 
The section below describes if the participants perceived some sort of concealment of the sacred. Lane stated that ‘holiness resides not in certain inherent marks of external significance’.[footnoteRef:69] He also mentioned that ‘sacred place could be tred upon without being entered’.[footnoteRef:70] When Eliade claimed that ‘for religious man, space is not homogenous’, he was somewhat implying that for non-religious man sacredness might not be recognizable.[footnoteRef:71] Durkheim also seemed to think that some religious truths were not accessible to the non-believer when he stated that the believer knew ‘truths that the unbeliever knows not’.[footnoteRef:72] The sacred could conceal itself to the untrained eye, claimed Lane.[footnoteRef:73] When Cacace first met the place in ruins, he decided to call other colleagues to join him as partners: [69:  Belden C. Lane, Landscapes of the Sacred, p. 25.]  [70:  Belden C. Lane, Landscapes of the Sacred, p. 19.]  [71:  Mircea Eliade, The Sacred and the Profane: The Nature of Religion, p. 20.]  [72:  Émile Durkheim, The Elementary Forms of Religious Life, p. 419.]  [73:  Belden C. Lane, Landscapes of the Sacred, p. 25.] 


‘I called several people, Ciro and Carlitos Trunsky, and I asked them if they wanted to create a partnership because they were also looking for a place. They said no. Then I asked another friend, David Masajnik, who said no… There were some people that could not see all of the potential, because they could only see ruins’.[footnoteRef:74]   [74:  ‘Y después llevé varias personas, en ese momento Ciro y Carlitos Trunksy, les dije si se querían asociar porque ellos también estaban buscando un lugar, me dijo que. Después fui con David Masajnik, otro amigo mío, me dijo que no…  Ni Ciro ni David, había gente que no puede ver la potencialidad del espacio porque sólo veían ruinas’.] 


According to Lane, ‘our tendency is to seek the holy directly’.[footnoteRef:75] But the holy concealed itself in the ordinary.[footnoteRef:76] However, after the ruins had been cleared out and the place had been re-furnished into a proper theatre, a communion occurred among the audience that allowed to recognize it as special. Kieran Scott compared the darkness of cinema to ‘a real communion in the dark’.[footnoteRef:77] It was a social practice that called ‘congregations together’.[footnoteRef:78] Bernard Giesen also mentioned the possibly sacred nature of cinema or theatre.[footnoteRef:79] In the latter, the audience could see each other and interact with the actors. [footnoteRef:80] Thus they took an ambiguous role, somewhat of an in-between nature, neither present nor absent. In this regard, Gisen mentioned the audience’s need for fusion with the performers which was in agreement with Brook’s idea that the audience needed to become one with the actor.[footnoteRef:81] When asked about this, all of the participants of this study believed that Apacheta’s audience also acknowledged it as special. To conclude, though it seemed that only Cacace could see the potential of Apacheta’s location before the theatre was built, as time went by more and more people started to feel a special connection to that place and to perceived some concealed characteristic in an ordinary theatre.  [75:  Belden C. Lane, Landscapes of the Sacred, p. 69.]  [76:  Belden C. Lane, Landscapes of the Sacred, p. 69.]  [77:  Kieran Scott, ‘Communion in the Dark: the Cinema as Cathedral’, p. 20.]  [78:  Kieran Scott, ‘Communion in the Dark: the Cinema as Cathedral’, p. 14.]  [79:  Bernard Giesen, ‘Performing the Sacred: A Durkheimian perspective on the performative turn in the social sciences’, in Social Performance: Symbolic Action, Cultural Pragmatics, and Ritual, ed. by J. Alexander, B. Giesen and J. Mast (Cambridge: Cambridge University Press, 2006), p. 347.]  [80:  Bernard Giesen, ‘Performing the Sacred: A Durkheimian perspective on the performative turn in the social sciences’, p. 347.]  [81:  Bernard Giesen, ‘Performing the Sacred: A Durkheimian perspective on the performative turn in the social sciences’, p. 347; Peter Brook, The Empty Space,  pp. 26-27.] 


Rituals
At this part of the essay, it will be discussed if some kind of ritual was associated to Apacheta. Durkheim believed that ‘rites are rules of conduct that prescribe how man must conduct himself with sacred things’.[footnoteRef:82] He also stated that ritual created a bridge to turn the ordinary into the extraordinary.[footnoteRef:83] Eliade also claimed that ritual was needed to construct a sacred space.[footnoteRef:84] In both of the premises of Apacheta, Cacace did an opening ritual to cleanse the places’ previous identity: [82:  Émile Durkheim, The Elementary Forms of Religious Life, p. 38.]  [83:  Émile Durkheim, The Elementary Forms of Religious Life, p. 420.]  [84:  Mircea Eliade, The Sacred and the Profane: The Nature of Religion, p. 29.] 


‘the first thing I did in both places was that, when I take that place, first of all, I paint it all in white. That happened with the previous place and with this one. It’s like, somehow, that white painting is operating some kind of ritual of setting a blank page’.[footnoteRef:85]  [85:  ‘una primera acción que hice en ambos que fue, cuando tomo un espacio, primero lo pinto todo de blanco. Eso sucedió en el anterior y sucedió en ese también. Como si, de alguna manera, en ese pintar de blanco, operase cierto ritual de poner la hoja en blanco’. ] 


In the first Apacheta, there was an iron door that needed to be opened and then a set of long stairs that needed to be climbed (Figure 3). In the second one, by opening the door, one saw the whole space at once  (Figure 5). According to some participants, the entrance of the first Apacheta allowed a change of disposition in their body. Cacace believed it happened in both cases:

‘There’s an expansion of the physical body that occurs in those who come for an activity or to rehearse or… when I’m climbing down the stairs and I start focusing in one thing, I feel my body is not the same that goes out into the street. It becomes another body’.[footnoteRef:86] [86:  ‘Hay una expansión del cuerpo físico que se da tanto en quienes vienen a tomar una actividad o a realizar un ensayo o… cuando  bajo la escalera y me empiezo a concentrar en una cosa, siento que mi cuerpo no es el mismo cuerpo que sale a la calle. Deviene el cuerpo en otro’.] 


The presence of a threshold between profane and sacred space not only as a boundary but also as facilitating moving from one realm to another has been attested by Eliade.[footnoteRef:87] This is the experience that all of the participants had when climbing the stairs of the first Apacheta. Molina expressed it this way: [87:  Mircea Eliade, The Sacred and the Profane: The Nature of Religion, p. 183.] 


‘Something happened to me when I entered Apacheta, something physical. I climbed the stairs… I opened that iron sheet door, and started going up and, something, I don’t know, something happened in my body. That moment was very beautiful to me’.[footnoteRef:88] [88:  ‘A mí me pasaba algo cuando entraba Apacheta, algo físico. Yo subía esa escalera… yo abría esa puerta de chapa, y empezaba a subir esa escalera y yo algo se me, no se, me pasaba en el cuerpo… Para mí era muy, muy hermoso todo ese momento’.] 


Because of the structure, one could not see what the actual theatre room was like until one had reached the final steps. Some of the participants believed that this created an expectation that also prepared them for the activity to be conducted there. The new Apacheta had an easy access: stairs that went down. But the previous one had ‘eternal’ stairs, as Padoán put it. Julián Castro stated that, though the new place also had some special magical nature, the sense of concealment of the first one was more provocative:

‘the stairs were narrow, so they sew, let’s say, like a promise, a kind of expectation: ‘well, I’m about to encounter a new world’’.[footnoteRef:89]   [89:  ‘la escalera de Apacheta era más angosta, entonces hay algo que siembra como si te dijese, más promesa, algo más de expectativa: ‘bueno, me voy a encontrar con un nuevo mundo’’.] 


But he also added that the new place, with the stairs going down, could also imply a transition:

‘Yes, it’s a little easier to go down the stairs but, well, at the same time, it’s like going to the undersoil, right? You go down to… a… it’s something like under… and you can see… there are these small windows where you can see the feet of the people waking by’.[footnoteRef:90]  [90:  ‘Sí, es un poco más cómodo bajar las escaleras pero bueno, al mismo tiempo es esto, como bajar a un subsuelo, no? Bajar a un… a un… a algo que está como por debajo, y ver, digamos, hay unos bocacalles caminar a las… ves los pasos de las personas’.] 


Going through this threshold became a ritual that could create a physical disposition to do theatre. But Cacace mentioned that acting was per se a special, non-rational activity. This idea linked back to Perinelli’s thoughts on theatre as a heir of sacred traditions.[footnoteRef:91] Macgowan and Melnitz had also suggested a similar idea.[footnoteRef:92] Cacace mentioned that actors changed clothes when they arrived and this could also be seen as a ritual ‘to summon the inapprehensible’.[footnoteRef:93] It was required by the activity itself, not by the theatre. Padoán had also mentioned that instinctively people took their shoes off. However, in contradiction to both Durkheim and Eliade’s idea who saw ritual as shared with the community, the other participants of the study had their own personal rites. For instance, Castro mentioned that very often he was the one who opened the theatre. Because the light switch was at the other end of the room, he had to cross it entirely in the dark. He used to say hello to the place and ask for permission. But he was the only one to do that. [91:  Roberto Perinelli, Apuntes sobre la historia del teatro occidental, p. 76.]  [92:  Kenneth Macgowan and William W. Melnitz, The living state: a history of the world theatre, p. 2.]  [93:  ‘convocar lo inaprensible’.] 


From this section, it may be concluded that a certain kind of social ritual was operated when inaugurating Apacheta in both of its premises, which matches Eliade’s ideas. But then, some participants had their own personal rites. Going through the entrance was also perceived as a kind of ritual of passage by some. It is unclear, though, if it was due to the physical gate itself or the nature of the activity that would take place.

The centripetal/centrifugal impulse
Lane mentioned that ‘the impulse of sacred place is both centripetal and centrifugal, local and universal’.[footnoteRef:94] It will be discussed here if this axiom can be applied to Apacheta. When Cacace performed the opening ritual of painting the walls and invited other people to take part of it, a centripetal force was also at work. Cacace believed that this ritual created a sense of belonging. Padoán mentioned: [94:  Belden C. Lane, Landscapes of the Sacred, p. 19.] 


‘It lodged you. I feel there are places that clearly reject you. No, this place lodged you and you felt like staying there, and chat, and train…’. [footnoteRef:95] [95:  ‘Alojaba. Siento que hay espacios que claramente te rechazan. No, este espacio te alojaba, te alojaba y te daba una ganas de quedarte ahí y charlar y entrenar...’.] 


The centripetal power of the place was also played out when the bigger community got involved in trying to save Apacheta, when Cacace decided to buy the original premises. But Lane also emphasized a centrifugal power.[footnoteRef:96] This centrifugal power may have allowed to move Apacheta to a new location. Padoán explained:  [96:  Belden C. Lane, Landscapes of the Sacred, p. 35.] 


‘I think that now that Apacheta has moved, it can be moved anywhere. The new Apacheta has more to do with a place capable of going where we go, of adapting to our life. And I think it’s a benefit to allow Apacheta to be freer and not so bound to one place, so it can also travel with us. And that is a beautiful meaning we are giving to this place. Apacheta is independent of its place’.[footnoteRef:97]  [97:  ‘Creo que pienso que una vez ya movido Apacheta creo que ahora sí ya se puede mover a cualquier lado. La nueva Apacheta tiene que ver más con un lugar más de llevarla a donde nosotros vayamos, que se acomode a nuestra vida. Y creo que fue ganancia también dejarla a Apacheta un poco más libre y no tan atada sólo a un lugar y también así viajar con nosotros, digamos no. Y eso también es lindo el sentido que le damos a Apacheta. Apacheta es independiente del espacio’.] 


Cacace mentioned the fact that, due to covid-19, the theatre had to be close almost for the whole 2020. Yet, he did some activities online which were a success. Even though the physical building of the theatre was closed, it still had the power to invite people to participate:

‘Walls don’t get frustrated. We people do. Concurrently, the project was being transferred to virtual reality and I felt that it was Apacheta who was convening. I felt it was calling people to be here, even though that “here” was now a Zoom meeting’.[footnoteRef:98]  [98:  ‘Las paredes no se frustran. Los que nos frustramos son las personas. Paralelamente el proyecto se trasladaba a la virtualidad y sentía que yo convocaba desde Apacheta. Yo sentía que convocaba acá, por más que ese “acá” fuese una sala de Zoom’.] 


Overall, it may be speculated that Apacheta had both centripetal and centrifugal forces. People felt attracted to it but its influence was not solely locked in one place and could even be met virtually.

The power of place 
It may now be necessary to discuss what the participants understood by the word ‘sacred’. So at the end of the interview I asked each one of them if they considered Apacheta, any of the two, a sacred place. Their answers are discussed here. Cacace was quite reluctant to apply the word sacred:

‘If sacred art has to do with sacralising and sacred spaces with stealing the flame from the people in a promethean way, well… I’m more interested in the disseminated idea that there are many sacred places, invisible, where people can go and do a sacred-profane activity, if you will, in a more horizontal way. Outside of this, what I think it’s indisputable is that there are spaces that make some kind of energy meet and that allow certain practices with those energies’.[footnoteRef:99]   [99:  ‘Si el arte sagrado tiene que ver con esa sacralización y los espacios sagrados tiene que ver con, de modo prometeico, robarle la llama al pueblo, y ahí… Me interesa más que esté diseminada la idea de que haya muchos espacios sagrados invisibilizados donde la gente puede realizar una actividad, si se quiere, sagrado-profana, de un modo mucho más horizontal. Por fuera de esto, lo que sí me parece, lo indiscutible, que hay espacialidades que hacen que converjan unas energía y que se condensen en las prácticas que se realizan con esas energías’.] 


This idea escaped the dichotomy that both Durkheim and Eliade had stablished. Instead it echoed the feeling of the American Indians mentioned by Hughes and Swan, that the whole of the earth was sacred but perhaps some places were more sacred than others.[footnoteRef:100] From this perspective, the question of the research changed to what the power of this place was, if any. Padoán mentioned: [100:  J. Donald Hughes and Jim Swan, ‘How much of the Earth is Sacred Space?’, p. 248.] 


‘Apacheta had always had its own entity, it’s like our daughter, in the sense that it had individuality, or that it was itself, it thought, it talked… It’s like Apacheta itself suggested its own inabilities, its things. That’s why I say it suddenly had an entity. I don’t mean humanity. We can’t remove the atribute that each one has. It’s not about humanizing everything. But yes, it’s like the place was alive by itself’.[footnoteRef:101]  [101:  ‘Siempre Apacheta tuvo mucha entidad, es como una hija nuestra, en el sentido de que tenía individualidad, o sea era propia ella, ella pensaba, ella hablaba… Como si Apacheta misma plantease sus imposibilidades, sus cosas. Por eso digo que de repente cobró entidad. No quiero decir humanidad. No le podemos quitar la propiedad que tiene cada uno. No es cuestión de humanizar. Pero sí, era como si tuviera vida el espacio en sí mismo’. ] 


All of the participants mentioned a feeling of being at home. That when they were in Apacheta, they felt protected. According to Lane, ‘human beings experience the sacred as a matter of expansiveness’ or ‘as a matter of safe enclosure’.[footnoteRef:102] Molina’s words expressed exactly those feelings: [102:  Belden C. Lane, Landscapes of the Sacred, p. 221.] 


‘Like a drug, you say ‘I take some drug and I can do anything’’, he laughed, ‘well, I’m here and, it’s like, I can do anything. It gave me so much strength. And happiness.’[footnoteRef:103] [103:  ‘Como una droga, decís “bueno, me drogo y puedo todo” (se ríe más), bueno, yo estoy acá, tipo, puedo todo. Me daba como mucha fortaleza. Y alegría’.] 


Eliade claimed that the believer is ‘a man how is stronger’ and Durkheim that ‘the sacred is equivalent to power’.[footnoteRef:104] Padoán explained: [104:  Mircea Eliade, The Sacred and the Profane: The Nature of Religion, p. 12; Émile Durkheim, The Elementary Forms of Religious Life, p. 419. ] 


‘It gave the felling, how can I put it?, that I had been there for hours. That time goes by and it’s all ok. That you are well… a feeling of safety… it was like you dream beautifully there, you know? That feeling of ‘I can do anything’, of power, of being powerful in there. Maybe that place gave me the chance to dream all of that. To dream what I want to do, to do what I want to do’.[footnoteRef:105]  [105:  ‘A mí me daba una sensación, como te digo, de haber estado mil horas ahí. De que pasa el tiempo y está todo bien. Que estás bien. De seguridad… era como que ahí se soñaba lindo, viste? Como es sensación de decir “todo lo puedo”, de poderoso, de estar poderoso ahí. Pero tal vez ese espacio me dio la posibilidad de soñar todo eso. Soñar lo que quiero, hacer lo que quiero’.] 


For Castro, Apacheta pushed a whole twist in his career. Not only he felt power but that this place opened him up to a new level as an actor. The first time he was there, as a student, he participated in a very simple physical exercise and something clicked in him that allowed him to cry on stage for the first time in his life:

‘And that basically happened in Apacheta, nowhere else’.[footnoteRef:106]  [106:  ‘Y eso me pasó en Apacheta básicamente, o sea no me pasó en otro lugar’. ] 


Nietzsche referred how the audience took part in Greek tragedy.[footnoteRef:107] It was mostly the result of a Dionysian impulse.[footnoteRef:108] The audience felt identified with the chorus and thus participated in the performance.[footnoteRef:109] Brook insisted that it  was necessary for actors to engage with the public.[footnoteRef:110] Giesen insisted that this kind of participation made theatre powerful, it ‘opens up a space for the encounter with what we have called collective identity or the sacred’.[footnoteRef:111] For Castro, this manifested in feeling that he was acting with the energy of all of the previous performers who had been there before. Padoán expressed a vivid example of this sense of participation: [107:  Friedrich Nietzsche, The Birth of Tragedy or Hellenism and Pessimism, pp. 50.]  [108:  Friedrich Nietzsche, The Birth of Tragedy or Hellenism and Pessimism, p. 54.]  [109:  Friedrich Nietzsche, The Birth of Tragedy or Hellenism and Pessimism, pp. 52.]  [110:  Peter Brook, The Empty Space, pp. 24, 26-27.]  [111:  Bernard Giesen, ‘Performing the Sacred: A Durkheimian perspective on the performative turn in the social sciences’, p. 346.] 


‘In a scene in which I speak about butterflies. The character says ‘butterflies in the stomach, ah, ah, ah…’ and remains like suspended in her breathing. And one time, truly, a butterfly appeared in my… as if it was coming out from my… I mean… pfff… crazy… and then, the window opened, and I’m suspended both because it was a mark and because, well… the reality of the butterfly! We all followed it… I don’t know… the window opens, the butterfly flies away’.[footnoteRef:112] [112:  ‘En una escena en donde yo hablo de las mariposas. El personaje dice “las mariposas en la panza, ay ay ay ay” y se queda como en una suspensión de su respiración. Y hubo una función que, de verdad, apareció una mariposa en mi… como si hubiera salido… o sea… pff… loquísimo… y ahí es cuando se abre la ventana, o sea yo quedo suspendida, por las dos cosas, por una marcación que ya era y, bueno,  por lo real de la mariposa! que la seguimos todos… no sé qué… se abre la ventana, vuela la mariposa…’.] 


All of the participants felt that the performances were enhanced by being conducted in Apacheta. This section has reviewed how the possibility of Apacheta being a sacred place was experienced. On the one hand, the dichotomy sacred/profane was questioned, perhaps implying that some places allowed sacredness to show itself more easily. On the other hand, all of the participants expressed that they felt that Apacheta had a power they had not met in other theatres, whether that meant sacredness or not.
Conclusion
The aim of the present research was to examine if the theatre Apacheta could be considered a sacred place. To gather information, four interviews were conducted to people who had been actively involved in its activities. Initially, it was studied how Guillermo Cacace, the founder of the theatre, chose where to build it. Some elusive characteristic of the chosen premises moved him to do it there. The other participants also felt a special connection to Apacheta’s walls, sometimes hard to put in words. Another finding was that not everyone was able to see the potential these locations had before being refurbished. However, later on, when people came into contact with the theatre, they felt called to act in certain ways as to show respect to that place. As to follow Durkheim and Eliade’s thoughts, it was also discussed if certain rituals were associated to Apacheta. Some of them were but it was not clear if they were specifically associated to this theatre in particular or to the activity done in there. On another account, some of the testimonies may also indicate that the influence of Apacheta went beyond its walls, creating a centrifugal expansion of energy. Finally, the major conclusion of this paper may be that the labelling of the place as sacred may not fully describe people’s connection to it. However, all of the participants recognized a certain power inherent to this place. From all this, it may be speculated that though Apacheta did not follow every premise done by the experts on the nature of sacred places, people who related to Apacheta found it had its own agency, identity and power. 
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