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Kådreiz jåpabrînås, kådas dîvainas un neizskaidrojamas
nozîmes bildîtes saglabå müsu atmiña. Vai nu viñai (atmiñai)
labåk zinåms, ko un kå atceréties, vai arî més çakli sev melo-
jam, turot par svarîgu ko tådu, ko patiesîbå nebütu jåtur
svarîgåku par izéstu olas çaumalu.
Manas atmiñas spilgto, neizskaidrojamo, fatålo bildîßu failos
palikusi kåda saruna no vétrainås un le©endårås Daugavpils
teåtra latvießu trupas dzîves. Un bildîte ir ßåda: es séΩu kådå
drümi smagnéjå Daugavpils biezå darboña kabinetå, kurß
caur kådu tur trejdevîto personu izteicis iespéjamo nodomu
mazliet pafinansét dzimtås pilsétas pékßñi skandalozi slavenu
k¬uvußo teåtri. Un ßis biezais man, ß˚elmîgi smaidot, jautå:
“Un kå bütu, ja més jums iedodam naudu, un jüs uzvedat
Hamletu?” Ne no naudas, ne no Hamleta toreiz nekas
nesanåca, bet es ilgi, ilgi péc tam domåju hamletisko jautåju-
mu: Kas viñam Hamlets un kas viñß tam?
Nedomåju, ka Hamlets viñam bija rokas – vai kaut galdagrå-
mata.
Bet, vispårinot ßo parådîbu, – ir tå, ka katrs cilvéks iedomîgå
paßtaisnumå brîΩiem kaprîzi sasapñojas: “Ek, kå bütu, ja es
noliktu måjås, pieméram, Mélas Venéru, vai nopirktu pus-
dienas no paßa Maksima un ar lidmaßînu tås atvestu uz
Daugavpili, vai Sofijas Lorénas krüßturi?... Vai Hamletu?... 
Vai kaut ko tådu?.. Sirdij – né, pråtam – né... (Bet, tießåm,
kuram orgånam to kårojas?)
Un tagad padomåjiet, kas ir un kådam jåbüt müsu izlolotam,
izsapñotam, aplamåtam un aplaimotam Homo Novus?

BrîΩiem més jau ne ar ko neatß˚iramies no D-pils biezånîßa.
Katram ir savas informåcijas failu robeΩas (Íekspîrs? – jå,
lasîju!), katram savi sapñu arhetipi – kas tåds, ko noteikti,
noteikti kårojas iegüt savå îpaßumå, pieredzé, lielîbå, katram
ir sava lietu kårtîba (ja X darîtu To, nevis to, ko viñß dara, cik
pareizi, cik skaisti tas bütu un kå es viñu mîlétu... Mums
katram gribas tå pavélét: “Ek, ... ßurp!” Un tad tas Íurp 
(lasi – HN) ir pagåjis. 
Kas mums Homo Novus un kas més tam? 
Més uzdodam ßo un citus jautåjumus sev un citiem. Un
skatåmies notikuma lauskås, lai ieraudzîtu Jaunå Cilvéka seju.
Vai glîta? Vai gudra, vai sméjîga, vai atraktîva, vai saprotoßa?
Vai müsu publika ßo seju redz tådu, kå més to redzam? Vai
kriti˚iem ir interesanti ar ßo seju parunåt? Vai krunciñas ßajå
sejå ir no ironiskå smaida vai no veciß˚uma? Vai tai ir krievu
teåtra, vai Korßunova, vai, varbüt, klejojoßo ang¬u vaibsti? 

Gribétos gan, lai Jaunais Cilvéks (arî Iznirelis) bütu reåls,

nesadomåts, nemåkslots, brîvs, droßs un priecîgs.

Péteris Krilovs 
Homo Novus direktors

Februåris, 2000
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Téma: 
dramatur©iskais teksts kå müsdienîgas teåtra izrådes pamats
12 Latvijas un 12 årzemju izrådes (Ma˚edonija, Somija,
Lielbritånija, Çehija, Krievija – 2, Lietuva – 3, Igaunija – 2)
6 diskusijas
1 seminårs
5 preses konferences
2 meistardarbnîcas
2 balles
Britu dramatur©ijas izståde
Jam Session

37 îpaßi viesi
10 sadarbîbas partneri: Intercult / Zviedrija, 
Latvijas Nacionålå opera, Jaunais Rîgas teåtris, Dailes teåtris,
Nacionålais teåtris, Rîgas Krievu dråmas teåtris, studijteåtris
Skatuve, Sporta muzejs, Liepåjas teåtris, neatkarîgais teåtris
Müris, Rîgas Latvießu biedrîba
9 finansétåji: Rîgas Domes Kultüras pårvalde, 
Kultürkapitåla fonds, Sorosa fonds – Latvija, The British
Council, Goethe Institut Riga, Svenska Institut,  EU /
Kaleidoscope, Open Society Institute

Katrin Klingan – festivåls Wiener Festwochen / Austrija, Vîne
Ivana Vujic – teåtra Belef reΩisore / Dienvidslåvija, Belgrada
Nathalie Vimeux – Aviñonas festivåla programmas Theorem direktore / Francija, Parîze
Bernard Faivre d’Arcier – Aviñonas festivåla direktors / Francija, Parîze
Christoph Bladin Estournet – ONDA (office national de diffusion) ©enerålsekretårs / Francija
Ivica Buljan – teåtra Ωurnåls Frakcija / Horvåtija – Zviedrija
Peeter Jalakas – teåtra Von Krahl måkslinieciskais vadîtåjs, festivåla Baltoscandal direktors / Igaunija, Tallina
Kulii Holsting – Igaunijas Dramatur©ijas a©entüras vadîtåja / Igaunija
Marco Martinelli – Ravennas teåtra reΩisors / Itålija, Ravenna
Yelena Nevezina – teåtra reΩisore / Krievija, Maskava
Inna Sterligova – festivåla centra Baltic House direktore / Krievija, Sanktpéterburga
Michail Gruzdov – teåtra reΩisors / Krievija, Sanktpéterburga
Lucy Neal – festivåla LIFT direktore / Lielbritånija, Londona
Audronis Liuga – Teåtra un kino informåcijas centra direktors / Lietuva, Vi¬ña
Oskaras Korshunovas – teåtra reΩisors, Oskara Korßunova teåtra måkslinieciskais vadîtåjs / Lietuva, Vi¬ña
Martynas Budraitis – Oskara Korßunova teåtra menedΩeris / Lietuva, Vi¬ña
Theo Ruyter-Lantaren / Venster-Rotterdam izpilddirektors / Nîderlande, Roterdama
Kjetil Skojen – projekta Passage Nord måkslinieciskais vadîtåjs / Norvé©ija, Oslo
Jukka Hytti – teåtra Q-teatteri direktors / Somija, Helsinki
Harri Toivonen – festivåla Helsinki 2000 tehniskais direktors / Somija, Helsinki
Heikki Kuijanpaa – aktieris, reΩisors / Somija, Helsinki
Lajos Sandor – teåtra Ωurnåls Szinhaz / Ungårija
Nele Hertling – teåtra Hebbel Theater un festivåla Theater der Welt direktore / Våcija, Berlîne
Hannah Hurtzig – teåtra kriti˚e / Våcija
Tankret Dorst – festivåla Bonner Biennale direktors, dramaturgs / Våcija, Bonna
Ursula Ehler-Dorst – festivåla Bonner Biennale direktore / Våcija, Bonna
Lena Josefsson – teåtra Skanes Dansteater måkslinieciskå vadîtåja / Zviedrija
Barbro Smeds – teåtra reΩisore, dramatur©e / Zviedrija
Chris Torch – producéßanas centra Intercult måkslinieciskais vadîtåjs / Zviedrija, Stokholma
Mamadoe Sene – improvizators / Zviedrija, Stokholma
Andreas Drufva – kultüras apmaiñas un sabiedrîbas departamenta pårståvis / Zviedrija, Stokholma
Asa Lundmark – Zviedru institüta teåtra un dejas programmas vadîtåja / Zviedrija, Stokholma
Vladimir Milchin – reΩisors / Ma˚edonija, Skopje

14 sponsori: viesnîca Latvija, Latnet, Finnair Rîga, LDC –
Ricoh, LNT, Arnavs, A – Raminent, Elva, Rîga Taxi, Diena,
radio Klasika, SWH, The Baltic Times, Santa 
42 atbalstîtåji, 
13 informatîvie sponsori, 
70 akreditétie Ωurnålisti, masu mediju pårståvji
60 brîvpråtîgi palîgi – Latvijas augstskolu studenti
Festivåla kopéjå tåme 80 000 Ls
7080 skatîtåji
Komanda:
Péteris Krilovs – festivåla direktors
Baiba Tjarve – festivåla programmu direktore
Zane Keißa–Kreicberga  – festivåla programmu koordinatore
Edîte Dancberga – festivåla menedΩere
Ilze Rudzîte – sabiedrisko attiecîbu menedΩere
Ilze K¬aviña – redaktore un informåcijas menedΩere
Izolde Césniece – festivåla måksliniece (vizuålais téls pilsétå)
Linda Lüse – festivåla måksliniece (tipogråfijas darbu dizains)
Agnese Treija – festivåla viesu serviss
Ieva Ozoliña – festivåla tulkoßanas koordinatore
Gatis Gåga – tehniskais direktors
Ineta Gadzjus – gråmatvede
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3. Starptautiskais Jaunå teåtra festivåls Homo Novus ‘99

STATISTIKA
(Rîga 1999. gada 25. – 31. oktobris)

Homo Novus ‘99

VIESI
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Homo Novus ‘99

PROGRAMMA

LATVIJAS IZRÅDES

g Dailes teåtris
Raiña Püt, véjiñi! (reΩisors O¬©erts Kroders)
G. de Mopasåna Mîlulis (reΩisors Mihails Gruzdovs)
Lidojums påri savannai Mr. Spogu¬a helikopterå (reΩisori un
autori – Gatis Ímits un Regnårs Vaivars)
g Latvijas Nacionålais teåtris
A. Vampilova Vecåkais déls (reΩisors Regnårs Vaivars)
g Jaunais Rîgas teåtris
XX.gadsimts.Pojezd – prizrak.Vision Express. (autors un
reΩisors Alvis Hermanis)
F. Dostojevska Idiots (reΩisors Viesturs Kairißs)
J.V. Gétes Verters (reΩisors Péteris Krilovs)
A. Pußkina Pî˚a dåma (reΩisors Alvis Hermanis)
g Rîgas Krievu dråmas teåtris
A. de Misé Ar mîlestîbu nejoko (reΩisore Je¬ena ˆeveΩina /
Krievija)
Neatkarîgais teåtris Müris / Liepåja
J. Rezå ART (reΩisors Lauris Gundars)
Liepåjas Dråmas teåtris
G. Flobéra Bovarî kundze (reΩisors Imants Jaunzems)
g Studijteåtris Skatuve
J. Rambas Pirmais céliens (Oresta SilabrieΩa müzika, Anßa
Rütentåla reΩija, asociåcijas Ceturtais proΩektors projekts)
O. Muhinas Taña, Taña (reΩisore Zane Kreicberga)

IDEJA:
g 1998. gadå Latvijå tika izstrådåts Eiropas padomes
ekspertu un Latvijas Kultüras ministrijas ziñojums
“Kultürpolitika Latvijå”, kurå tika analizéta arî teåtra attîstîbas
politika un ieteikti Latvijas kultürvidei veiksmîgåkie teåtru
attîstîbas mode¬i. Tomér skaidri kritériji vél joprojåm nav for-
muléti. Tådé¬ Jaunais Rîgas teåtris sadarbîbå ar Latvijas
Jaunå teåtra institütu un producéßanas centru Intercult
(Zviedrija) uzñémås iniciatîvu organizét starptautisku semi-
nåru ar Eiropas ekspertu piedalîßanos, kas bütu veltîts
Baltijas teåtru attîstîbas politikai. 

M‰RI:
• pievérst Latvijas kultürpolitikas veidotåju uzmanîbu teåtru
finanséßanas, menedΩmenta un attîstîbas problémåm,
• lai veiktu ilgtermiña straté©isko plånoßanu, produktîvåk
ieguldîtu naudu un tehniskos un måkslinieciskos resursus,
panåkt skaidru un precîzu valsts teåtru subsidéßanas principu
un kritériju izstrådi, 
• veicinåt tådu Latvijas teåtru kultürpolitikas izstrådi, kas
vienlaikus bütu gan atbilstoßa vietéjiem apståk¬iem, gan
saskanétu ar Eiropas savienîbas ekspertu ieteikumiem, bütu
funkcionåla un mobila,
• radît dialogu starp kultürpolitikas veidotåjiem un teåtra
prakti˚iem par daΩådåm aktualitåtém (neatkarîgu grupu un
struktüru attîstîbas tendences Baltijas valstîs, starptautiskå
sadarbîba, informåcija, ienåkumi, subsîdiju avoti, darbs ar
mér˚auditoriju), 
• lai iepazîtos ar kaimiñvalstu kultürpolitikas nostådném,

ÅRZEMJU IZRÅDES

g Igaunija
T. Lindgréna Çüskas ce¬ß – Igaunijas Dråmas teåtris, reΩisors
Prîts Pedajass
M. Måterlinka Peleass un Melizande – Studio Theatrum,
reΩisors Lembits Petersons
g Lietuva
H. Ibsena Heda Gablere – Kauñas Dråmas teåtris, reΩisors
Gintars Varns
M. Ravenhilla Shopping & Fucking – O.Korßunova teåtris,
reΩisors Oskars Korßunovs
Kokakola / Carefree – teåtris Gliukai, reΩisors Bens Íarka
g Lielbritånija
D. Tomasa Pilséta, kas sajuka pråtå – Volcano teåtris
g Somija
Raudas – Theater Venus / Universum Prodaction
g Krievija
H. Pintera Sargs – Teatr na Òiteinom, reΩisors Jurijs Butusovs
Bißkopji – radoßå apvienîba Mu¬˚u ku©is, Maskavas Debiju
centrs, reΩisors Nikolajs Roßçins
g Ma˚edonija
T. Dervißi Ve¬u pårnåkßana – Albåñu Dråmas / Tautîbu teåtris,
reΩisors Vladimirs Milçins
g Çehija
Pißkanderdula (apakßvirsraksts Jozefs!!!) – Archa teåtris,
izrådes veidotåji Vera Riçarova, Frantißeks Vîteks

teåtru situåciju, finansiålo un juridisko statusu, seminårå lîdz
ar Latvijas kultürpolitikas veidotåjiem – Kultüras ministriju,
Nacionålo kultüras padomi, deputåtiem, teåtru direktoriem –
uzaicinåt pårståvjus no Igaunijas un Lietuvas.

NORISE:
g I da¬a veltîta situåcijas raksturojumam un salîdzinåjumam
trijås Baltijas valstîs (Kultüras ministriju pårståvju ziñojumi,
sabiedrisko fondu viedok¬i, teåtru vadîtåju pieredze finansiålo
jautåjumu risinåßanå, îpaßu uzmanîbu veltot valsts subsidéto
un neatkarîgo teåtru atß˚irîgajiem mode¬iem, kopsakarîbåm,
problémåm);
• Mér˚is – dot konkrétu, bet maksimåli plaßu un objektîvu
ieskatu vietéjå kultüras situåcijå. Lai sniegtu efektîvus ieros-
inåjumus kultürpolitikas izstrådé, eksperti uzklausa daΩådus
viedok¬us, diskuté ar teåtru vadîtåjiem par teåtru radoßajåm
problémåm un perspektîvåm saistîbå ar finanßu piesaisti.
g II da¬a – ekspertu viedok¬i un ieteikumi, kas ilustréti ar
konkrétiem piemériem;
• Mér˚is – sekmét produktîvu teåtra attîstîbas koncepciju
izstrådi.
Dalîbnieki: Latvijas, Lietuvas, Igaunijas KM pårståvji, teåtru
direktori, menedΩeri, Homo Novus viesi, teåtra kriti˚i, masu
mediju pårståvji, interesenti.
g Eksperti:
Kriss Torçs – producéßanas centra Intercult direktors / Zviedrija
Marko Martinelli – Teatro delle Albe måkslinieciskais vadîtåjs
/ Ravenna (Itålija)
Barbara Smedsa – dramatur©e, reΩisore / Zviedrija

4

Seminårs

THE BALTIC THEATRE POLICY REVIEW



Se
m

in
år

s 
 T

HE
 B

AL
TI

C 
TH

EA
TR

E 
PO

LI
CY

 R
EV

IE
W

LATVIJA
Seminåru atklåja LR kultüras ministre Karina Pétersone, klåt-
esoßos îsi iepazîstinot ar valsts finanséjumu kultürai (1 % no
valsts kopéjå budΩeta, 4 % no nacionålå kopprodukta) un
pauΩot pårliecîbu, ka daudzas lietas kultüras jomå var sakår-
tot bez tülîtéjas finanséjuma palielinåßanas: likumdoßanas,
kultürpolitikas pilnveidoßana.
K. Pétersone. Nozîmîgs bija lémums 1998. gadå 13. janvårî
izveidot Kultürkapitåla fondu (KKF), kas ir valsts dibinåta un
finanséta a©entüra, kura strådå, pamatojoties uz septiñåm
ekspertu padomém un vienu lielo padomi. Paßlaik fonds gadå
sañem 2,5 miljonus latu (vairåk nekå 5 milj. ASV dolåru).
Kopéjais Latvijas valsts kultüras budΩets ir apméram 18 milj.
latu gadå. Agråk ministrija pårsvarå finanséja kultüras institü-
cijas, muzejus, bibliotékas, profesionålos valsts teåtrus,
müzikas un måkslas skolas. Lîdzsvars starp kultüras institu-
cionålås da¬as uzturéßanu un radoßo procesu tika izjaukts.
Saeimas lémums par KKF dibinåßanu tika radîts ar mér˚i
palîdzét radoßajam procesam. KKF naudu pieß˚ir péc konkur-
sa principa. Katru gadu tiek organizéti çetri konkursi, kuros
tiek iesniegti un izvértéti projekti septiñås padomés. Padomés
piedalås eksperti, ko dele©é nozares asociåcijas, kå arî divi
Kultüras ministrijas pårståvji. Ministrija pårrauga finanséjumu
un atskaitås valdîbai. Parasti finanséjumu sañem aptuveni
katrs piektais no iesniegtajiem projektiem. 
Par nodok¬iem. Mums ir atvieglojumi ienåkuma nodoklim, ja
uzñémums ziedo kultüras atbalstam. Esam izstrådåjußi jaunu
likumu, kas palielinås ziedotåju skaitu un arî precîzåk definés
tiesîbas, pienåkumus un atbildîbu ziedotåjiem un tiem, kas
sañem ziedojumus. Büs iespéjami arî tießi ziedojumi, ne tikai
ar fondu starpniecîbu. Probléma ir tå, ka Latvijas likum-
doßanå vél nav definéts måkslinieka statuss. Íî jautåjuma ris-
inåßana ir ministrijas tuvåkajos plånos. Més mé©inåm Latvijai
pielågot Skandinåvijas valstîs eksistéjoßo modeli. Jådefiné
jautåjumi: kas ir paßnodarbinåta persona, jautåjumi par
sociålåm garantijåm, par juridisko statusu, par profesijas
definîciju. 
Eduards Liniñß. Pievérsîßos nacionålajai programmai
Kultüra. 1998. – 1999. gadå esmu bijis ßîs programmas teå-
tra sada¬as darba grupas vadîtåjs. Raksturojot teåtra un valsts
finansiålås attiecîbas, jåakcenté divi aspekti. Pirmkårt, valsts
dotétie teåtri galvenokårt ir valsts institücijas, kam jåpak¬aujas
samérå striktai valsts budΩeta plånoßanas gaitai. Otrkårt,
budΩets tiek apstiprinåts paståvîga finansiålå spiediena un
deficîta apståk¬os. 1998. gadå nozîmîga bija Kultürkapitåla
fonda nodibinåßana. Pirmo reizi neatkarîgie un valsts teåtri
tiek uzskatîti par lîdzvértîgiem konkurentiem finanséjuma
sañemßanai.
Nacionålajå programmå Kultüra tiek formulétas pamatproblé-
mas, kas kavé normålu teåtra nozares attîstîbu. Pirmkårt,
bütu jånosaka skaidri kritériji, péc kuriem valsts finanséjums
tiek pieß˚irts teåtra måkslai. Otrkårt, attiecîbas starp valsti un
teåtriem ir beztermiña, tåpéc tås var ß˚ist müΩîgas, tomér
jåatceras, ka tås var beigties lîdz ar finanßu gada noslégumu.
Treßkårt, ir strikta robeΩa valsts finanséjuma sañemßanai
starp valstisko un nevalstisko sektoru. Neatkarîgam teåtrim 
ir praktiski neiespéjami sañemt regulåru valsts atbalstu. Tå ir 
arî psiholo©iska barjera: agråkajos gados dibinåtie valsts
teåtri nesen izveidotos neatkarîgos teåtrus neuztver nopietni.
Viens no pirmajiem so¬iem bütu konsultatîvas teåtra padomes
izveidoßana.

Íobrîd Latvijå darbojas viens municipålais teåtris, septiñi val-
sts teåtri un apméram 10 – 12 neatkarîgie teåtri. Lielåkais
skatîtåju skaits ir valsts un paßvaldîbas teåtriem. Ieñémumi
par bi¬etém veido apméram 35 % no teåtra budΩeta. 65 %
finansé valsts un sponsori. Pieméram, Dailes teåtrî valsts
dotåcija ir 25 – 27 %, re©ionålajos teåtros ßis procents ir
augståks – 60 %; Nacionålajai operai valsts dotåcija ir 56 %,
kas ir viszemåkais rådîtåjs Eiropå. Íådi finanséjuma sadales
kritériji ir izveidojußies vésturiski, valdîba mé©ina atbalstît
valsts dibinåtos teåtrus, lai tie varétu izdzîvot. Tå ir
izdzîvoßanas politika.
• Vai es saprotu pareizi, ka Latvijå nepaståv profesionåla kon-
sultatîva padome, un dotåcijas pieß˚ir Kultüras ministrijå péc
politiskiem kritérijiem?
• DiemΩél jums ir gandrîz taisnîba.
• Kå ir ar starptautisko sadarbîbu?
• Kultüras ministrija pårsvarå atbild par teåtru aktivitåtém
årzemés, par viesizrådém un lielåkoties arî par piedalîßanos
starptautiskos pasåkumos årzemés. Savukårt, ßo festivålu
(Homo Novus – sast.) rîko neatkarîga organizåcija – Latvijas
Jaunå teåtra institüts. Nacionålajå kultüras programmå tiek
runåts par mér˚programmåm, kas varétu attîstît lîdzdalîbu
daΩådos starptautiskos pasåkumos. Més pagaidåm orienté-
jamies uz Baltijas jüras re©ionu. Runåjot par starptautisku
apmaiñu, parasti iniciatîvu izråda teåtri. Reizém ßo procesu
veicina Kultüras ministrija, bet ne vienmér ministrija to arî 
finansé. 
• Vai Kultüras ministrija pieß˚ir îpaßu finanséjumu starp-
tautiskai apmaiñai?
• Né, tåda noteikti nav.
Eduards Liniñß. Mana uzståßanås büs veltîta nevis vésturei,
bet gan tam modelim, kuru cenßas izveidot nacionålå prog-
ramma “Kultüra”. Es 1998./99. gadå biju ßîs programmas
teåtra darba grupas vadîtåjs. Izvértéjot teåtra un valsts attiecî-
bas attiecîbå uz finanséßanu, mums jåñem vérå divi bütiski,
vispåréjo situåciju raksturojoßi faktori. Pirmkårt, valsts subsi-
détie teåtri galvenokårt ir valsts iestådes, un tåm jåievéro tie
paßi budΩeta plånoßanas noteikumi kå citåm valsts iestådém.
Otrkårt, budΩeta pieß˚îrumi tiek plånoti un izdarîti nepårtrauk-
tas finansiålas spriedzes un finansiåla deficîta apståk¬os. Òoti
bütisks notikums bija Kultürkapitåla fonda nodibinåßana
1998. gadå. Tad pirmo reizi neatkarîgie teåtri un valsts dibinå-
tie teåtri varéja uz vienlîdzîgiem noteikumiem pretendét uz ßî
fonda pieß˚irto finanséjumu. Ío situåciju arî dokumentéja na-
cionålås programmas “Kultüra” teåtra darba grupa, un, såkot
darbu, més formuléjåm trîs galvenås problémas, kas ir bütis-
kas normålas teåtra vides iedibinåßanai Latvijå. Pirmkårt, més
uzskatåm, kå jåbüt definétiem skaidriem kritérijiem, saskañå
ar kuriem tiek pieß˚irtas valsts subsîdijas. Otrkårt, attiecîbas
starp valsti un teåtriem finanséjuma jomå ir it kå bezgalîgas,
nav noteiktu termiñu, taçu, no otras puses, tås tikpat labi var
beigties nåkamajå finansu gadå. Treßkårt, paståv milzîga at-
ß˚irîba starp finanséjumu, ko sañem valsts dibinåtie teåtri un
neatkarîgie teåtri. Neatkarîgajiem teåtriem ir praktiski neiespé-
jami sañemt regulåru valsts finanséjumu. Paståv arî psiholo-
©iska barjera – agråk dibinåtie valsts teåtri nesen radußos
neatkarîgos teåtrus neuzskata par nopietniem konkurentiem.
Kå pirmais solis bütu jådibina konsultatîva teåtra padome,
kura darbotos eksperti un kuras galvenais uzdevums bütu
izvértét, vai teåtrim pienåkas valsts subsîdijas. Dotåciju
pieß˚irßanas process ir jåpadara daudz skaidråks.
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Igaunijas KM ©enerålsekretåra ziñojums, lasa Igaunijas
Dramatur©ijas a©entüras vadîtåja Kulli Holstinga.
Igaunijas valdîba atbalsta deviñus valsts teåtrus, kå arî privå-
tos un municipålos teåtrus. Amatierteåtru aktivitåtes koordiné
Igaunijas Amatierteåtru apvienîba un starptautiskås
amatierteåtru apvienîbas ßtåbs, kas atrodas Tallinå un darbo-
jas kopß 1998. gada. 
Paßlaik Igaunijå gadå vidéji ir 800 000 teåtra apmeklétåju,
bi¬eßu cena ir 1 % no vidéjås algas. Igaunijas Dramatur©ijas
a©entüru atbalsta valdîba. Finanséjumu sañem jauniestudéju-
mi, îpaßi veicinåti tiek ori©inålliteratüras iestudéjumi un vie-
sizrådes, pieß˚irot apméram 1 % no to kopéjå finanséjuma.
Ministrijas uzdevums ir analizét un pårraudzît teåtru sistému
valstî. 
Tehniskie attîstîbas plåni teåtriem bijußi ßådi: no 1997. lîdz
1999. gadam rekonstruéta Igaunijas Valsts teåtra éka, operas
celtniecîba tiks pabeigta ßå gada beigås, ar Tallinas pilsétas
lîdzek¬iem rit Tallinas teåtra ékas celtniecîba. Valsts finanséju-
ma pamatå ir teåtru likums. Saskañå ar ßo likumu teåtriem ir
tiesîbas sañemt finanséjumu no bi¬eßu pårdoßanas, finansiåli
izdevîgåm ekonomiskajåm aktivitåtém (bufetes, kafejnîcas),
lîdzek¬us no fondiem un labdarîbas organizåcijåm, daΩådus
ziedojumus, atbalstu no paßvaldîbu un valsts budΩeta.
Lîdzek¬u sadalîjumu nosaka KM. Vietéjo budΩetu nosaka paß-
valdîbas. Paßvaldîbu un privåtie teåtri sañem atbalstu no val-
sts atkarîbå no ieguldîjuma nacionålajå kultürå. KM budΩetå ir
noteikta summa visiem teåtriem. Lîdzek¬i tiek sadalîti, pama-
tojoties uz teåtru sasniegumiem iepriekßéjos gados, kå arî
saskañå ar daΩådu ministriju ziñojumiem. Teåtri finanséjumu
sañem budΩeta gada såkumå, tajå paredzéti lîdzek¬i vie-
sizrådém, viesreΩisoriem, viesaktieriem, kas var palîdzét ies-
tudét îpaßi augstvértîgas izrådes. Èpaßi mér˚finanséjumi tiek
pieß˚irti atseviß˚iem institüciju projektiem. 
Tallinas Pilsétas teåtris nesen mainîja savu îpaßnieku: tagad
pilséta lielå mérå sedz ßå teåtra izdevumus, tostarp arî celt-
niecîbas darbus. Íåds atbalsts ir ¬oti apsveicams. Tallinas pil-
séta to var at¬auties, taçu mazåkåm pilsétåm vél ir grüti finan-
siåli atbalstît re©ionålos teåtrus. Cerésim, ka nåkotné vietéjås
paßvaldîbas k¬üs aktîvåkas savu teåtru atbalstîßanå. Valsts
finansétie teåtri un Tallinas Pilsétas teåtris sañem finanséju-
mu atkarîbå no skatîtåju skaita. Pieß˚îrumi uz vienu skatîtåju
ir nemainîgi, kaut arî teåtris un tå aktivitåtes ir mainîjußås.
Finansiålais atbalsts péc skatîtåju skaita teåtriem at¬auj uzvest
arî klasikas darbus un ori©inåldramatur©iju. Nav institücijas,
kas aizståv neatkarîgo teåtru intereses, tomér, neskatoties uz
to, vairåki neatkarîgie teåtri sañem valsts finanséjumu.
Péteris Jallakass. Savulaik es piedalîjos darba grupå, kas
izstrådåja teåtra likumu. Tagad tas ir pieñemts, bet ß˚iet, ka
ßis likums ir mu¬˚îgs. Tur teikts, ka Igaunijå teåtri var pieprasît
valsts lîdzek¬us. Tå ir filosofiska probléma, jo, kad såkåm
definét, kas îsti ir teåtris, nonåcåm lîdz stadijai, ka likumå
teåtris ir definéts kå vieta, kur regulåri tiek izrådîti teåtra ies-
tudéjumi. Vienîgais izméråmais lielums ir skatîtåju skaits. Més
visi labi zinåm, ka tas ir riskants vértéjuma kritérijs. Iznåk, ka
valsts teåtrî nopérk skatîtåjus. Tallinas skatîtåjs valstij makså
vislétåk. Eksperimentålå teåtra skatîtåjs valstij makså vairåk
nekå komédijas teåtra skatîtåjs. Teåtri pret ßo likumu
neprotesté. No kopéjå budΩeta pieß˚irtås naudas daudzums
procentuåli ir tåds pats kå agråk. Nav ekspertu komisijas, kas
noteiktu, cik katrå teåtrî jåizmakså skatîtåjam. Igaunijå tåpat kå
Latvijå nav konsultatîvas padomes, kas pieñemtu lémumus.
Ir pagrüti veidot budΩetu, vadoties péc iepriekßéjå gada
rådîtåjiem. Arî elektroener©ijas uzñémumi liek maksåt gada
såkumå, péc tam pårbaudot, cik esam iztéréjußi. Lîdz ßim
lémumus pieñéma viens cilvéks – ministrs. 
Neatkarîgais teåtris Von Krahl, kurå paßlaik strådåju, darbojas
jau septiñus gadus. Valsts atbalstu sañemam otro gadu. Tas
gan, salîdzinot ar valsts teåtriem, ir mazs, bet ceru, ka tas
pieaugs. 

LIETUVA
Ramutis Rimeikis (Lietuvas Kultüras ministrija):
Lietuvas valdîbai viena no galvenajåm prioritåtes kultüras
jomå ir atbalstît teåtra måkslu, sniedzot papildus lîdzek¬us
tiem, kas tiek nopelnîti, pårdodot bi¬etes. 
Faktiem par ienåkumiem un izdevumiem Lietuvas valsts
teåtros:
1998.gadå Lietuvå tika sniegtas pavisam 2267 izrådes, kuras
apmekléja 594 tükst. skatîtåju. Kopéjais ienåkums pagåjußajå
gadå bija 7 677 100 Lt jeb mazliet mazåk par 2 milj. USD.
Kopéjais valsts atbalsts valsts teåtriem 1998.g. bija 3 760
000 Liti jeb jeb mazliet mazåk nekå 1 milj. USD. 
Valsts teåtru budΩets varétu tikt sadalîts trîs kategorijås – val-
sts dotåcijas (79%), bi¬eßu ieñémumi (15%) un ziedojumi un
daΩådi blakus ienåkumi (6%). 
Lîdzås valsts dotétåm teåtra grupåm paståv teåtri, ko atbalsta
pilsétu paßvaldîbas. Vidéji katra pilséta, kurå ir teåtris téré
645 000 Lt jeb 150 000 USD. Lietuvå ir 9 neatkarîgi teåtri,
kas sañem nelielu valsts finanséjuma atseviß˚iem iestudéju-
miem. Neatkarîgås teåtra grupas, kå E. Nekroßus un O.
Korßunova teåtri, ir visaktîvåkås un radoßåkås Lietuvå, ßobrîd
to iestudéjumi piesaista vairåk skatîtåju un profesionå¬u, kå
arî ir piedalîjußies daudzos starptautiskos festivålos un bieΩi
ieguvußas godalgas, nekå iedibinåtås valsts teåtru kompåni-
jas.. Visslavenåkie teåtra reΩisori paßlaik ir Eimunts Nekroßus,
Rimas Tuminas, Oskaras Korßunovas un Jons Vaitkus. 
Grütîbåm, ar ko ßobrîd saskaras Lietuvas teåtri. Skatuves
måksliniekiem müsu valstî ir tåds pats nodarbinåtîbas statuss
kå jebkuram citam valsts nodarbinåtajam. Paßlaik més
strådåjam pie tå, lai izmainîtu nodarbinåtîbas likumu tådå
veidå, ka skatuves måkslinieki varétu tikt algoti uz atseviß˚u
lîgumu pamata, atkarîbå no tå, cik ilgi attiecîgå izråde tiek
izrådîta. Müsu politiskå rüpe – augstais profesionålo teåtru
lîmenis, sociålie atbalsti aktieriem – veteråniem, pensionétiem
aktieriem, jauno reΩisoru izglîtîba un müsu teåtru tehnisko
iespéju modernizåciija. Visumå teåtris Lietuvå atrodas
krustcelés. Visi saprot, ka reforma ir neizbégama, bet, kå to
îstenot, neizdarot bojåjumus teåtra infrastruktürå, un vél
svarîgåk – tå dvéselé? Tas ir jautåjums ne tikai valdîbai, bet
arî ßodienas teåtra pasules vadîtåjiem müsu valstî. 
• Vai paståv padome, padomdevéju vai lémumu pieñéméju
padome, ko més varétu saukt par nacionålo måkslu padomi
vai neatkarîgu padomi tådå nozîmé, ka tå nepieder Kultüras
ministrijai?
• Valsts teåtri sañem atbalstu no valsts bez jebkådiem
neatkarîgiem ekspertiem. Neatkarîgie teåtri sañem atbalstu
péc neatkarîgu ekspertu lémuma. Viñi iesniedz lügumus péc
atbalsta un tie tiek izskatîti.
• Vai ir privåti teåtri Lietuvå, kas strådå tikai kå komercteåtri
un kas nesañem no valsts nekådas dotåcijas, pieméram,
muzikålie teåtri, kabaré, privåtas iniciatîvas?
Audronis Òuga (Lietuvas Kino un informåcijas centra vadî-
tåjs): Komerciåli vislielåkos panåkumus güst jau minétie
Nekroßus, Korßunova, Tumina teåtri. Vai var uzskatît, ka tås ir
komerciålas izrådes? Tås ir måkslinieciski augstvértîgas
izrådes, bet tås arî visvairåk pelna, jo tåm ir visvairåk audi-
torijas. Interesants kuriozs ir tas, ka gandrîz visi vadoßie
reΩisori nestrådå valsts teåtros, tiem ir neatkarîgas teåtra gru-
pas – Nekroßus, Korßunovas, Vaitkus. Tuminas vadîja kådu
laiku Nacionålo teåtri, tagad viñß ir aizgåjis no tå un strådå
neatkarîgå teåtrî. Tas paråda, ka tå saucamå pårejas periodå
desmit gadu laikå ievérojamåkie måkslinieki ir aizgåjußi no
valsts teåtriem, vél jo vairåk lielais vairums valsts teåtru ir tås
vietas, kur savus iestudéjumus råda neatkarîgie teåtri.
Tådéjådi més zaudéjam repertuåra teåtrus. Valsts grib
saglablåt repertuåra teåtri, bet realitåte ir tåda, ka repertuåra
teåtris pazüd vispår. Arî ir Nacionålais teåtris ir jumts, zem
kura Lietuvas reΩisoru labåkie iestudéjumi var tikt rådîti,
neatkarîgas grupas un reΩisori, kå Nekroßus, Korßunovas,
Vaitkus savus iestudéjumus råda Nacionålajå teåtrî.
• Vai tie tiek kopproducéti ar Nacionålo teåtri?
• Né, Nacionålo teåtri viñi izmanto tikai kå vietu un makså îri.
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un tå pati aktieru trupa?
• Né.
• Tad kådå veidå viñi piesaista aktierus?
• Nekroßus izvélas un uzaicina aktierus, un viñi nåk. Lielåkå
da¬a, kas strådå ar minétajiem reΩisoriem, ir Nacionålå teåtra
aktieri. Nekroßus un Korßunovs, pieméram, piesaista teåtra
aktierus un braukå pa pasauli, lîdz ar to aktieri tajå laikå
nestrådå savos teåtros, un tå ir liela probléma.
• Bet viñiem algu makså teåtris?
• Viñiem makså tåpéc, ka teåtris grib viñus paturét pie sevis.
Íî ir måkslinieka individuålå statusa probléma. Nekroßus un
Korßunovs saka – nåciet, es jums maksåßu, jüs varésiet
strådåt manos iestudéjumos. Tad iznåk tå, ka formåli aktieris
ir pierakstîts teåtrî, bet izrådés nestrådå.
• Òoti interesanti, ka jüs såkat runåt no teåtra grupas redzes
punkta, nevis no teåtru kå ékas, institücijas viedok¬a. Íorît
més runåjåm par teåtri tikai kå éku. Jautåjums – vai, runåjot
par teåtri, jüs domåjat izpildmåkslu kopumå vai tikai teåtri,
nerunåjot ßeit par cirku, deju teåtriem u.tml.?
• Lietuvå més runåjam vairåk par teåtra grupåm, tåpéc ka
tajås ir ¬oti spécîgas personîbas. Tå faktiski ir müsu teåtra
tradîcija – reΩisoru un aktieru personîbas, nevis teåtris.
Attiecîbå uz jautåjumu par izpildîtåjmåkslåm, ßeit kultüras
ministrijas pårståvis runåja tikai par dramatisko teåtri.
• Man ß˚iet, tå ir bütiskåkå atß˚irîba starp Igauniju, Latviju un
Lietuvu: man ir tåda sajüta, ka izejot uz ielas un pavaicåjot
pirmajam pretimnåcéjam: “Kas ir teåtris?”, tad viñß uzreiz pa-
skaidrotu, ka tå ir éka, kurå kaut kas notiek. Ja jüs to
pavaicåsiet Lietuvå, tad varbüt jums såks ståstît par to kå par
måkslas veidu.
Karina Pétersone. Man ß˚iet, ka jautåjums adeséts mums
visiem trim. Més esam izgåjußi cauri vairåkiem etapiem. Ja
més runåjam par Nacionålo teåtri, tad reizém tå ir kompånija
un reizém tå ir tießåm éka, kas ir saistîta ar nacionålo atmodu
un ar müsu izpratni par to, kas ir müsu nacionålå valsts. Bet
kå ministrei man ir jåsaka, ka paßreiz notiek jauna attîstîba
kultürpolitikas jomå, kur mums ir pilséta, kurai pieder éka, un
valsts ir atbildîga par juridisko personu, vai tå bütu
municipåla valsts apmaksåta juridiskå vienîba kå Nacionålais
teåtris, Liepåjas re©ionålais teåtris un vairåki citi gadîjumi.
Més esam konstatéjußi, ka nepaståv nekåda konflikta, gluΩi
pretéji, mums ir ßîs partnerattiecîbas, kuras més gribétu
paplaßinåt arî ar citiem teåtriem. Runåjot par izpildmåkslu vai
dramatisko måkslu, tå kå mums ir atseviß˚as padomes
Kultürkapitålå – müzika un dejas u.tml. Més esam mé©inåjußi
to izß˚irot arî budΩetå, tagad mums ir atseviß˚as sekcijas
operai un dramatiskajam teåtrim. Un més esam konstatéjußi,
ka tas labåk darbojas. Un vél es gribétu piebilst jautåjumå par
teåtra padomi – mums nav teåtra padomes, bet, ja més runå-
jam par tådu konsultatîvu padomi, tad mums ir Nacionålå
kultüras padome, kas ir konsultatîva institücija ministrijai. Un
teåtru jomå mums ir direktoru padome – visi teåtru direktori
kopîgi ßajå padomé strådå, un, ja ministrija grib konsultéties
ar teåtriem par nåkamå gada finanséjumu, likumdoßanas
jautåjumiem, sasauc Nacionålo padomi, un visi kopå vai nu
pieñem ministra lémumu, vai atsakås no tå, un tad més
izstrådåjam citu piedåvåjumu.

DISKUSIJA
Baiba Rubess. Tagad ir izskanéjußi trîs daΩådi viedok¬i par to,
kå notiek finanséßana, par politikas izstrådåßanu, kåda ir
attieksmi pret teåtri kopumå katrå valstî. Auditorijå ir vairåki
cilvéki, kuri vada teåtrus un kuriem varétu büt, ko teikt par
savu pierdzi un to, kå teåtra joma var attîstîties nåkotné. Kåds
ir jüsu teåtra uzdevums, kåda ir repertuåra izvéles politika, cik
bieΩi mainås un cik ilgi tiek rådîtas izrådes, kas ir jüsu
skatîtåji, kå jüs tos attîstat izstrådåjat, vai vispår ir iespéjams
identificét, kas ir jüsu skatîtåji? Finansiålå struktüra, îpaßums,
pårvalde, vadîba – tas ir ¬oti grüts un neatrisinåts jautåjums.
Nodarbinåtîba – daΩi teåtri nodarbina maz, citos ir relatîvi
daudz darbinieku. Kådi ir kritériji, kurus jüs izmantojat?

Visbeidzot jüsu viedoklis par valdîbas lomu, kådai vajadzétu
büt finanséßanas sistémai nåkotné?
Audronis Òuga. Kåda ir teåtra loma ßodienas sabiedrîbå?
Lietuvå ir såkusies diskusija par ßo tému. Kå tika minéts,
mums ir spécîgu reΩisoru personîbu teåtri, kas ir atkarîgi no
teåtra radoßås iniciatîvas un reizém tam nav daudz kopîga ar
apkårtéjo sabiedrîbu. ReΩisors rada savu izrådi, kå,
piemåram, Nekroßus, un viñß nav påråk daudz atkarîgs no tå,
kas ir ap viñu, viñß var veidot izrådi Itålijå, jebkurå citå vietå.
Un ir pamatoti sacît, ka, ja Lietuvå jüs jautåtu: kas ir tåtris? –
pirmkårt, més uzreiz nosauktu vairåku cilvéku vårdus, kas
rada teåtri. Un citas lietas, pieméram, ékas vai izrådes, tas
nav teåtris müsu izpratné un arî runåjot no filozofiskå
viedok¬a. Un tåpéc teåtra pamatuzdevums ir raudzîties real-
itåté. Viens no piemériem ir sadarbîba ar Korßunovu izrådé
Shopping & Fucking, kas redzama ßeit festivålå. Més –
Lietuvas Kino un Informåcijas centrs mé©inåm strådåt ar n-
eatkarîgajåm grupåm, lai izvirzîtu reålas sabiedrîbas problé-
mas, nevis vienkårßi rådîtu lugas. Man ß˚iet, ka arî teåtru
finanséßanas politikå ir jåatzîst realitåte, ir jåidentificé un pil-
nîgi skaidri jåpasaka, pieméram, mums ir neatkarîgi teåtri un
ir valsts teåtri, tad ko més kå valsts, kas finansé teåtrus,
vélamies, lai tajos teåtros dara. Vai més gribam, lai visi ir pil-
nîgi apmaksåti valsts repertuåra teåtri, kas ir pilnîgi neiespé-
jami müsdienu situåcijå. Vai arî més gribam, ka ir viens vai
divi pilnîgi finanséti valsts teåtri, kurus més sauktu par
nacionålajiem teåtriem, un daΩi no teåtriem, pieméram, puse
vai 1/3 ir finanséti no valdîbas budΩeta un påréjås –
neatkarîgås grupas, kas varétu büt rî savådåk strukturéti nekå
nacionålie teåtri. To båze bütu projekti, idejas, savs darbîbas
veids. Ja jüs atbalstîtu ideju, ka nacionålie teåtri ir jåveido kå
izråΩu iestudéßanas centri, tad atbildîba par repertuåru jåat-
ståj paßu teåtru ziñå. Vienam nacionålam repertuåra teåtrim ir
jåizdzîvo, bet tas ir ne tik daudz atkarîgs no finanséßanas, kå
no personîbas, kas ir teåtri vada. Teåtru direktori kå mene-
dΩeri ir viena no lielåkajåm problémåm müsu teåtros, jo
mums nav menedΩeru, nav menedΩmenta iemañu. Pieméram,
Lietuvas Nacionålå teåtra direktors ir komponists, Krievu Drå-
mas teåtra direktors ir aktieris, viena teåtra direktors ir kom-
ponists. Tie nav menedΩeri, viñi strådå kå måkslinieki, viñi
nåk uz teåtri ar savåm idejåm, bet viñiem nav nekådu pras-
mju, kå tås realizét müsdienu apståk¬os. 
Alvis Hermanis (Jaunå Rîgas teåtra direktors). Labdien, mani
sauc Alvis Hermanis, es esmu reΩisors un aktieris, taçu, apståk¬u
spiests, es jau trîs gadus esmu arî JRT direktors. No ßî pienåku-
ma es gribétu atbrîvoties pie pirmås iespéjas. Taisnîba ir müsu
lietuvießu kolé©im, kurß sacîja, ka teåtra menedΩeris ir jauna pro-
fesija. JRT ir valsts repertuåra teåtris. Tas nozîmé – 7 - 8 jaun-
iestudéjumi gadå, izrådes gandrîz katru vakaru, paståvîga trupa.
Teåtris ir salîdzinoßi mazs – apméram 15 aktieri un darbinieki.
Kopéjais darbinieku skaits ir 50. Müsu teåtra îpatnîba ir tå, ka
més kases ieñémumiem esam atvéléjußi otrß˚irîgu lomu, bet vai-
råk uzmanîbas pievérßam iestudéjumu måkslinieciskajai kvalitå-
tei. Íî ir apzinåta izvéle, un tå arî nosaka müsu skatîtåju. Risinå-
jums ir bijis vienkårßs – tie teåtri, kuriem ir lielåks ieñémums no
bi¬etém, ir arî pelnîjußi lielåkas valsts dotåcijas. Es zinu, ka Eiropå
nav tådas valsts, kurå bütu izdomåts, ka teåtra dotåciju lielums
jånosaka atkarîbå no komerciåliem panåkumiem. Es labpråt dzir-
détu müsu viesu viedokli: vai valstij vajadzétu atbalstît komerciå-
los teåtrus?
Måris Jaunozols (Latvijas Nacionålå teåtra direktors). Es varu
runåt tikai par müsu teåtra finanséjuma struktüru, lîdz 25%
(pédéjo piecu gadu laikå ßis skaitlis nav mainîjies) no müsu
teåtra budΩeta veido valsts dotåcijas. Tåtad 75% mums ir
jånopelna paßiem. Mums ir 170 darbinieku, tåtad vidéjais valsts
dotåcijas lielums uz vienu darbinieku ir 7 Ls. Mums 70 Ls.
algåm ir jånopelna paßiem, turklåt arî jånopelna nauda nodok¬u
maksåjumiem, jåsedz ékas uzturéßanas izdevumi, turklåt arî
jånopelna lîdzek¬i jauniestudéjumiem. Tåtad mums ir jåpelna
daudz. Sezonå mums ir apméram 160 000 apmeklétåju. Valsts
dod 57 000 Ls, més nopelnam vairåk nekå 230 00 Ls.
• Kåda ir valsts loma un ko jüs sagaidåt no ßîs padomes?

7



Se
m

in
år

s 
BA

LT
IC

TH
EA

TR
E

PO
LI

CY
RE

VI
EW • Valsts lomu ir grüti definét. Pédéjo desmit gadu laikå mums

ir izdevies radît mehånismu budΩeta lîdzek¬u un valsts dotåci-
ju pieß˚irßanai. Un es ceru, ka, veltot ßai problémai vairåk
uzmanîbas, situåcija uzlabosies.
Baiba Rubess: Un tagad més pievérsîsimies Latvijas vecåka-
jam teåtrim – Krievu Dråmas teåtrim, kura viss repertuårs ir
krievu valodå. Te jåatceras Latvijas nacionålais saståvs. Krie-
vu Dråmas teåtris dibinåts sen – pirms 115 gadiem.
Eduards Cehovals (Krievu Dråmas teåtra direktors). Tik tie-
ßåm müsu teåtris ir vecåkais Latvijå, tas ir 116 gadus vecs. To dibi-
nåja Stañislavska students, turpinåja ˆemiroviça-Dançenko krievu
teåtra tradîciju. Més kopjam ßo tradîciju un uzturam krievu teåtra
skolu årpus Krievijas. Mums nav analoga – ßis ir vienîgais profesio-
nåla krievu teåtra piemérs, kas tik ilgu laiku paståvéjis årpus Krievi-
jas – Latvijå. Lietuvas Krievu Dråmas teåtris ir daudz jaunåks.
Es gribétu paust savu personisko viedokli par teåtra finanséßanu,
ja runåjam par izmaksu proporcijåm. Teåtra budΩetu veido divas
lietas, es tagad runåju par valsts repertuåra teåtri, kas darbojas
pats savå ékå. Vispirms ir valsts dotåcijas, péc tam – ieñémumi.
Es uzskatu, ka valstij vajadzétu segt sekojoßås izmaksås – ékas
uzturéßanu, tehniskå aprîkojuma modernizéßana, algas, péc no-
teiktiem kritérijiem, kå arî nodok¬u maksåjumus, ko paredz valsts
likumdoßana. Jaunas ékas, jauns repertuårs, tas ir jautåjums par
formu un arî ir dalåms divås da¬ås. Vispirms ir valsts pasütî-
jums, kuru valsts apmakså pilnîbå. Teåtris uzñemas to izpildît.
Otrkårt – iestudéjumu veidoßana ar sponsoru lîdzek¬iem.
• Müsu situåcija lîdz pat 50% no visa budΩeta tiek téréts algåm.
• Ko jüs gaidåt no padomes sestdien?
• Neko
Baiba Rubess. Liels paldies, Cehovala kungs, es jums varu
garantét, ka to arî sañemsiet. 
Audronis Òuga. Es uzskatu, ka diskusija – nauda vai måksla –
ko minéja Alvis, ir måkslîga. Tas ir varbüt vairåk provokatîvs
apgalvojums. Ja jüs sakåt – es gribu taisît måkslu, bet nebüt
atbildîgs, kåds büs ieñémums un kå to pieñems, – tad tas ir
teåtra gals. Lietuvå tie, kas tiek uzskatîti par måksliniekiem te-
åtrî, Nekroßus, Korßunovs, domå abéjådi, viñi domå, kå izdzî-
vot savå teåtrî. Ja jüs nedomåjat par iestudéjuma ekonomisko
situåciju, tad tas ir gals repertuåra teåtrim. Otra probléma –
Lietuvå, pieméram, daudzi apgalvo, ka valdîbas uzdevums ir
dot daudz naudas un viss. Manupråt, tas ir viens no viedok-
¬iem Austrumeiropå, ka nav vajadzîgas strukturålas izmaiñas,
bet vajag daudz naudas un visas problémas tiks atrisinåtas.
Es domåju, ka ßåds viedoklis nav pareizs.
Kristofs Bladéns Estorné (Onda ©enerålsekretårs / Francija) :
Paßå såkumå mums jårunå, kas ir måkslinieciskais projekts?
Tas nenozîmé, ka més nedomåjam, kas notiek ar ßo projektu
no ekonomiskå viedok¬a. Pat ja jautåjums par kvantitåti ir
svarîgs, kur paliek jautåjums par kvalitåti? Kur mums ir jådo-
das måkslinieciskå jomå? Es neko neesmu dzirdéjis par måk-
slinieciskiem projektiem.
Alvis Hermanis. Nevajag tik nopietni uztvert manis iepriekß sacî-
to. Més naudu liekam otrajå vietå, nevis astoñpadsmitajå vai as-
toñdesmitajå. Dabiski, ka més esam atkarîgi no saviem ieñému-
miem. Bet, skatoties iestudéjumu, més varam pamanît, kåda ir
reΩisora vai direktora pirmå motivåcija iestudét ßo izrådi. Jums
Lietuvå ir paveicies, ka jums nav attîstîti komerciålie teåtri.
• Vai valstij vajadzétu saistît teåtru dotåcijas ar skatîtåju skaitu?
• Valdîbai ir jåvérté teåtri tikai péc nekomerciålajiem ies-
tudéjumiem.
Bañuta Rubess. Esmu strådåjusi galvenokårt Toronto, Kanådå,
kur ir vairåk nekå 100 teåtru, bet tie nesaistås ar teåtra ékåm.
Mums nav 100 teåtra éku. Esmu reΩisore un rakstniece, esmu
strådåjusi Toronto måkslas padomé kå teåtra komitejas priekß-
sédétåja. Manupråt, interesantåkais ßodien bija Audroña apgal-
vojums par mér˚iem. Es piekrîtu tam, ko teica Alvis. Mani mul-
sina jédziens “komerciåls teåtris”, man tas asociéjas ar tådu
müziklu kå Cats, kur vienîgais mér˚is ir iegüt naudu un måksla
ir vienaldzîga. Ir starpîba, vai jüs vadåt éku ar 800 vietåm un
mé©inåt maksåt 35 aktieriem un domåjat, ka jåbüt tådåm izrå-
dém sezonå, kuras ienes naudu. Es varu noalgot eksperimen-
tålu reΩisoru mazajai zålei. Taçu jåatgrieΩas pie jautåjuma, kam

nauda ir domåta. Més ¬oti daudz runåjåm par ékåm, bet nevis
par to, ka bütu jåatbalsta jauna måksla, jauns teåtris Latvijå. Vai
arî bütu jåatbalsta visi teåtri Latvijå? Nav pietiekoßu argumentu,
kåpéc jådod nauda, izñemot ékas un algas. Manupråt, diskusija
k¬ütu interesanta, ja més runåtu vairåk par måkslas mér˚i.
Måris Jaunozols. Manupråt teåtris ir diezgan traka måksla, tas at-
ß˚iras no glezniecîbas, literatüras, müzikas, jo tajås måkslinieks
var iemantot slavu arî péc nåves. Teåtri veido divas ¬oti svarîgas
saståvda¬as – aktieris un skatîtåjs, kurß ir gatavs maksåt par to,
ko redz uz skatuves. Mani ¬oti biedé tas, ko minéja kultüras minis-
tre, ka teåtri tikßot vértéti kvalitatîvi. Es nezinu, péc kådiem kritéri-
jiem iespéjams veikt ßådu teåtru kvalitatîvu izvértéßanu. Ja valdîba
nolemj nodroßinåt valstî tikai minimålu teåtru skaitu ar minimålu
darbinieku skaitu… Teåtrî ir apméram 30 profesijas. Pieméram,
gaismotåjam nav iespéjams atrast darbu årpus teåtra, tåtad ßim
cilvékam ir jåsañem normåla alga. Es nekådå gadîjumå nepiekrîtu
teåtru kvalitatîvai izvértéßanai, jo ßis vértéjums büs ¬oti subjektîvs.
Tå vietå mums ir jåpieß˚ir finanséjums cilvékiem, kurus algo kon-
kréts teåtris, un tad direktoram ir jåuzñemas atbildîba par lîdzek¬u
nelietderîgu izmantoßanu.
Anna EiΩvertiña ( Neatkarîgå teåtra “Skatuve” direktore):
Tiktål més esam runåjußi tikai par profesionåliem valsts teåtriem,
un tagad es uzdrîkstéßos izteikties kå neatkarîga teåtra dibinåtåja
un direktora. 2001. gadå man büs jau desmit gadu pieredze,
strådåjot ßajå jomå. No mana redzes viedok¬a visas ßîs runas par
naudu ß˚iet ¬oti sareΩ©îtas. Es pilnîbå piekrîtu Cehovala kungam
un Péterim Jallakasam, jo es arî neko daudz no sestdienas tikßa-
nås negaidu. Es domåju, ka mums trükst paßa svarîgåkå. Ja
valsts, ko ßajå gadîjumå pårståv Kultüras Ministrija, neuzskata
par vajadzîgu pieß˚irt zinåmus naudas lîdzek¬us katra ßîs valsts
pilsoña måkslinieciskai izglîtîbai, pieméram, teåtra apmekléßanai,
mums vajadzétu apré˚inåt, cik daudz naudas valsts téré katram
skatîtåjam. Tad probléma k¬ütu skaidråka. Padomju laikå més ru-
nåjåm par ideolo©iskiem mér˚iem, mums bija cenzüra. Man
ß˚iet, ka topoßås demokråtijas apståk¬os mums arî ir jådomå par
idejåm. Nesen ir parådîjies termins – latvießu teåtra melnstråd-
nieks. Es uzskatu sevi par vienu no ßiem melnstrådniekiem.
Katru gadu es uzñemu privåtu teåtra studiju, es nemaksåju no-
dok¬us, es kråpju valsti, bet es domåju, ka es taçu vismaz valstij
dodu labi sagatavotu teåtra skatîtåju, 10 –15 cilvékus, kas ir iz-
glîtoti teåtra måkslå. Kaut arî mans teåtris ir ©eogråfiski ¬oti neiz-
devîgå vietå, es nesañemu nekådu atbalstu. Divdesmit sava mü-
Ωa gadus es esmu veltîjusi Latvijas teåtra nåkotnei, un es esmu
nogurusi, visur mekléjot un ubagojot palîdzîbu. Ir taçu skaidrs,
ka valdîbai bütu priekßstats par teåtra måkslas mér˚iem valstî,
tad bütu arî skaidrs rîcîbas plåns. Tåpéc es domåju, ka galvenais
uzdevums birokråtiskajiem darboñiem (piedodiet man ßo apzî-
méjumu) ir atrisinåt ßo problému. Un tad viss nokårtosies, es
neesmu zaudéjusi gluΩi visas cerîbas.
Kriss Torçs. Es nerezuméßu to, kas ßodien tika teikts. Tas bija
¬oti informatîvi. Esmu lüdzis kolé©iem no Eiropas valstîm nemé-
©inåt sniegt kaut kådus risinåjumus, jo risinåjumu nav. Situåci-
jas Francijå, Itålijå, Våcijå, Zviedrijå ¬oti atß˚iras, tås definé vieté-
jås re©ionålås vajadzîbas. Més varbüt varam sniegt daΩus pie-
mérus par veiksmîgiem risinåjumiem, kas veicinåjußi attîstîbu,
un varbüt ßîs idejas noder jüsu diskusijås tad, kad jüs mé©inåtu
tålåk attîstît straté©iju savås valstîs. Uzaicinåtie kolé©i ir cilvéki
ar pieredzi, kam nav bijusi normåla, parasta karjera, bet kas mé-
©inåjußi îpaßas lietas, piedalîjußies daΩådos hibrîdos, izñému-
mos, jaunås lietås, un tas varétu büt interesanti. Centrålais jau-
tåjums, kam es pievérsîßos sestdien, ir estétiskå kultüras daΩå-
dîba vienas valsts ietvaros. Ne etniskå vai vecumposmu ziñå,
bet tîri estétiskå ziñå. Ja jums ir tikai nacionålie teåtri un jums
nav neatkarîgo teåtru, tå ir katastrofa, jo jums péc daΩiem ga-
diem nebüs arî nacionålå teåtra, ja jums nav tådas siltumnîcas,
kur tiek radîtas jaunas idejas. Ir nepiecießama kultüras daΩådîba
un ir daΩådas metodes. Tas nav grüti, tas nav jautåjums par
subjektîvu kvalitåtes vértéjumu, viss ir subjektîvi. Tåpat arî izglî-
tîbå – cik naudas pieß˚irt skolai? Jüs skatåties uz skolas kval-
itåti un uz studentiem, kas no tås nåk. Tas vienmér ir subjektîvi.
Mums nav jåbaidås no subjektivitåtes måkslå, tießi måkslå vis-
mazåk vajag baidîties no subjektivitåtes.
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I da¬as REZUM‰JUMS
Kristofs Bladéns Estorné (ONDA ©enerålsekretårs /
Francija):
1) Vairums seminåra dalîbnieku runåja par teåtri kå éku, kå
institüciju, kas atrodas ékå. Jautåjums par ékas uzturéßanu ir
smaga probléma. Turklåt teåtris pårsvarå tika raksturots kå
¬oti îpaßa joma. Citi izpildîtåjmåkslas veidi – müzika, deja –
tika skatîti atseviß˚i. 
2) Teåtru finanséjums lielåkoties tika saistîts ar valsts finan-
séjumu. DaΩkårt tika pieminéts municipålais finanséjums, bet
nebija neviena pieméra par kombinétåm finanséjuma
iespéjåm. 
3) Jautåjums par statütiem jeb jautåjums par organizåcijas
statusu, par to, kå tiek organizéts teåtris daΩådos lîmeños.
Runåjåm par neatkarîgiem, alternatîviem teåtriem un valsts
teåtriem. Kå tiek risinåts måkslinieka statusa jautåjums ßajås
organizåcijås? 
4) Jautåjums par laiku, par lîgumu termiñiem u.tml. 
5) Més vienlaikus runåjam par atß˚irîgiem jédzieniem, kas
attiecas uz trim lîmeñiem – likumdoßanas, måksliniecisko un
ekonomisko –, kå arî par måkslinieciski un ekonomiski
atß˚irîgiem lielumiem – neatkarîgiem un valsts teåtriem. Vél
varétu izdalît sabiedrisko un privåto, komerciålo un nekomer-
ciålo teåtri. 
Marko Martinelli (Ravennas teåtra reΩisors / Itålija):
• Latvijas un Igaunijas pårståvji pårsvarå runåja par struk-
türåm, bet lietuvießi lielåkoties akcentéja måkslinieciskås
vértîbas un indivîdus. Kådas ir attiecîbas starp måksliniekiem
un struktüråm, ko rada valsts? Vai institücijas pietiekami lielå
mérå ñem vérå individuålos talantus? 
K.B.Estorné:
• Ir jautåjums, kå izveidot profesionålu neatkarîgu komisiju
kultüras pårziñai, kas varétu risinåt jautåjumus par subsîdiju
pieß˚irßanu. Svarîgi ir par spîti triju Baltijas valstu ierobeΩota-
jiem ekonomiskajiem resursiem uzturét un saglabåt daudz-
veidîbu kultürå. Kå atrast paståvîgu, strukturétu valsts finan-
séjumu neatkarîgiem projektiem? Kå veicinåt nepårtrauktu
teåtra atjaunoßanos? Vairåkkårt tika atkårtots jautåjums par
struktüras (profesionålas padomes) nepiecießamîbu, kas
izpildîtu starpnieka lomu valsts kultürpolitikå starp Kultüras
ministriju, kas izstrådå kultüras politiku, un måksliniekiem,
måkslinieciskajåm institücijåm.
Var runåt par attiecîbåm starp lielpilsétåm un re©ioniem, kas
gan nav tik labi nodroßinåti finansiåli, bet varétu organizét sa-
vas måkslinieciskås struktüras. Kå organizét kopîgus fondus
starp daΩådu lîmeñu organizåcijåm, pieméram, valsti un re-
©ionu? Priekßplånå tik un tå nonåk jautåjums par måkslinie-
ciskajiem projektiem – kå tie tiek definéti, kådi ir to mér˚i.
Manupråt, pårveidojot organizåciju par påråk formålu struk-
türu, rezultåti var büt slikti. Francijå man bieΩi nåkas saskar-
ties ar, manupråt, ¬oti bütisku jautåjumu: kå savienot birokrå-
tisku organizåciju – producéßanas un distribücijas centru – ar
brîvu, gandrîz vai pagrîdes kultüru. Kå organizét türes un ce-
¬ojumus, lai bütu péc iespéjas mazåk problému. 
• Kå Francijå tiek organizéts Nacionålås dramatur©ijas centrs?
• Íî organizåcija tika radîta, lai trupas un kompånijas izveido-
tos ne tikai Parîzé, bet arî mazåkås pilsétås. Francijå ir aptu-
veni 45 nacionålie dramatiskie centri, lîdzîga struktüra pédé-
jos 20 gadus paståv arî deju måkslas jomå. Atß˚irîba starp
teåtra un horeogråfijas centriem ir tåda, ka pédéjiem nav savu
telpu. Teåtris, ß˚iet, ir privile©étåkå no izpildîtåjmåkslåm.
Francijå ir attîstîta decentralizåcija, valsts teritorijå ir apmé-
ram 20 horeogråfijas centru. DaΩådås pilsétås tiek dibinåtas

måkslinieciskås grupas. Nacionålajiem dramatiskajiem cen-
triem ir tå saucamais kombinétais finanséjums ar daΩådåm
proporcijåm, ieskaitot vietéjo paßvaldîbu finanséjumu.
Alvis Hermanis:
• Es gribétu pievérst Rietumu viesu uzmanîbu tam, ka Baltijas
valstîs profesionålais teåtris praktiski strådå tikai valsts reper-
tuåra teåtru ékås. Visi laba lîmeña profesionå¬i strådå valsts
repertuåra teåtros. Mums jédziens “neatkarîgs teåtris” nozî-
mé, ka tas ir slikts teåtris, jo, ja ir kåds jauns labs måksli-
nieks, tad to uzreiz angaΩé profesionålais teåtris. Vai Francijå
nav valsts repertuåra teåtru, ja jüs uzdodat jautåjumu, kas ir
repertuåra teåtris?
• Es vélos noskaidrot ßo jédzienu, jo més tå dévéjam tradicio-
nålu klasisko teåtri pretstatå müsdienu teåtrim, kas nodarbo-
jas ar jauniem autoriem un reΩisoriem. Es domåju – repertuå-
ra teåtris péc darbîbas struktüras.
K.B.Estorné:
Sistéma Francijå un Latvijå ir atß˚irîga. Protams, nav nepie-
cießamîbas péc ßåda “neatkarîgå” teåtra. Tomér més zinåm,
ka Baltijas valstîs ir måkslinieki, kas ßobrîd ir izvéles priekßå
– strådåt valsts struktürås vai årpus tåm. O.Korßunovs ir
lielisks piemérs. Es zinu vairåkus reΩisorus, kas labpråt strå-
dåtu årpus ßîm struktüråm. Müsdienås tas nozîmé otrß˚irîgu
teåtri, jo trükst resursu. Ja Francijå kåds izvélas strådåt årpus
nacionålas vai repertuåra teåtra struktüras, viñß var tam at-
rast lîdzek¬us. Protams, ja vien viñß strådå labi.
Nele Hertlinga (Hebbel teåtra un festivåla Der Welt direk-
tore / Våcija):
– Manupråt, te ir pårpratums. Nav runa par nacionålu vai ne-
nacionålu teåtri. Repertuåra teåtris nozîmé, ka ir éka, trupa,
kas saistîta ar ßo éku, katru vakaru tiek rådîta cita izråde, ir
budΩets, kas attiecas uz ßo éku un trupu. Repertuåra teåtrî
vienå struktürå ir apvienots måkslinieciskais un tehniskais
personåls, kas strådå vienå ékå uz lîguma pamata – reizém
gadiem, reizém visu müΩu. Íî vienîba var büt ¬oti pozitîva, jo
tå dod droßîbas izjütu radoßam darbam. Baltijå, tåpat kå Våci-
jå, profesionålåkos teåtra cilvékus joprojåm piesaista reper-
tuåra teåtris, jo tas dod pårliecîbu un droßîbas izjütu. Runåjot
par repertuåra teåtri, finanséjums un teåtra struktüra nav gal-
venais jautåjums. Kad våcu måkslinieki braukå turnejås pa
Franciju, tiek atzinîgi vértéts to måkslinieciskais spéks un
iedarbîgums. Tas ir repertuåra teåtra principu nopelns – pas-
tåvîgs darbs ar ar vienotu ansambli, kas rada îpaßu sadarbîbu
ar aktieriem, scenogråfiem u. c. Tå ir måkslinieciska vienîba,
kas Francijå padara våcu teåtra viesizrådes par bütiskiem kul-
türas dzîves notikumiem. Våcijå tas ir normåls teåtra paståvé-
ßanas veids. Lai iegütu labus rezultåtus, reΩisors ar vieniem
un tiem paßiem aktieriem strådå vismaz piecus gadus. 
Kriss Torçs:
• Spilgtu pretéju pieméru més redzam Holandé, kur praktiski
nav ansamb¬u, kas turétos kopå ilgåku laiku. Tur ir teåtru
ékas, ko atbalsta valdîba, kas uzaicina måksliniekus uz kon-
krétiem projektiem vai viesizrådém. Lielåkoties darbojas pro-
ducéßanas centri, nevis saliedéti ansamb¬i. Manupråt, ßîs
sistémas nav jåpretstata. GluΩi otrådi – mazås valstîs (Zvied-
rijå, Baltijas valstîs) repertuåra teåtra kombinéßana ar citåm
struktüråm bütu visdinamiskåkå, jo nodroßina estétisko
daΩådîbu. Ceru, ka més nonåksim pie ßî secinåjuma.
Marko Martinelli:
– 80. gadu såkumå es nodibinåju savu teåtra trupu ar
nosaukumu Teatre dell Albe, “albe” nozîmé “uzlecoßa saule”.
Tå ir radikåli neatkarîga grupa. Man un maniem kolé©iem bija
iespéja strådåt lielå itåließu institücijå, tomér més izvéléjåmies
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W strådåt mazå, neatkarîgå grupå, jo mums nepatîk, kå teåtris

tiek iestudéts lielås institücijås. Ravennå ir liels operas teåtris,
pilsétas valdîba pievérsa uzmanîbu tam un desmit gadus
ignoréja müsu darbu. Taçu mazå grupiña pakåpeniski k¬uva
slavena Itålijå. Kådu dienu pilsétas paßvaldîba man piedåvåja
pårñemt divus vésturiskos teåtrus pilsétå, strådåt tajos par
reΩisoru. Es biju pårsteigts un ¬oti pagodinåts. Més pieñémåm
ßo izaicinåjumu ar noteikumu, ka saglabåsim savu neatkarîgo
reΩijas veidu. Ravennas teåtris dzima kå saikne starp radikålu
grupu un pilsétas paßvaldîbu, starp neatkarîgo un sabiedrisko
sektoru. Tå ir tåda apré˚ina laulîba, kur més prasåm pilsétai
atbalstît müsu radikalitåti, pilséta mums pieprasa strådåt pil-
sétas labå, daΩådåm mér˚auditorijåm. Kopå veiksmîgi darbo-
jamies jau astoñus gadus. Un nebeidzam sev jautåt, kå mums
ir izdevies saglabåt savu garu un tai paßå laikå strådåt pilsé-
tas labå. 
N.Hertlinga:
Våcijå ir ¬oti spécîga repertuåra teåtru tradîcija. Ir daudz
veidu, kå strukturét finanséjumu – valsts, re©ionålie, pilsétas
teåtri, taçu principi paliek tie paßi. Tas ir teåtris, kam ir éka,
tas ir veselums un visi, kas tur strådå, pieder ßai ékai,
iek¬aujas ßai struktürå. Tas bieΩi vien ir visai smagnéjs iestå-
dîjums. Pirms desmit gadiem més, tåpat kå jüs, mé©inåjåm
radît kaut ko atß˚irîgu, izmantojot pilsétas subsîdiju sistému.
Mums piedåvåja skaistu, daudzus gadus nelietotu éku sliktå
ståvoklî. 1987. gadå to pårbüvéja un 1988. gadå, kad Berlîne
bija viena no Eiropas kultüras galvaspilsétåm, mums piedå-
våja ßo skaisto teåtra éku izmantot programmai, kas tika
izstrådåta Eiropas kultüras galvaspilsétas kontekstå.
Programmas ideja bija Berlînei parådît Eiropu, balstoties uz
Eiropas müsdienu måkslas darbiem. Tas lielå mérå izdevås.
1988. gada beigås més piedåvåjåm pilsétai turpinåt ßådu
starptautisku sadarbîbu. 
Gribu vélreiz uzsvért, ka jautåjums nav par to, kas finansé
repertuåra teåtrus. Jåpieñem lémums par to, kas veido pro-
grammu. Våcijå un Baltijas valstîs ir ¬oti müsdienîgi reper-
tuåra teåtri. Més nolémåm piedåvåt pilsétai kaut ko pilnîgi
atß˚irîgu, jo Berlîné bija daudz labu repertuåra teåtru, bet
tajos pietrüka starptautiskas teåtra darbîbas. Tas ir repertuåra
sistémas galvenais trükums. Repertuåra teåtrim tiek pieß˚irti
lîdzek¬i, galvenokårt, lai finansétu ßo struktüru – darbiniekus
un éku (80 – 90 % no finanséjuma paredzéti struktüras uztu-
réßanai). Protams, ja pilséta tik daudz makså par kådu struk-
türu, tad tå nevar at¬auties, pieméram, aizsütît aktierus nedé-
¬as bezalgas atva¬inåjumå, lai uzñemtu årzemju viestrupu,
kam jåmakså papildus nauda, kuras pilsétai tås sistémas
ietvaros nav. Tåpéc daudzus gadus Våcija bija praktiski iz-
slégta no starptautiskås teåtra aprites. Mé©inåjåm organizét
tåda tipa teåtra menedΩmentu, kurå bütu maz darbinieku.
Mums bija apméram 14 cilvéku, nebija paståvîga ansamb¬a,
dramaturga un tehniskå personåla. Nolémåm izstrådåt paßi
savu programmu, uzaicinot måksliniekus no visas pasaules
un ar konkrétiem projektiem strådåjot vai nu viñu valstî, vai
müsu teåtrî. Katram projektam tiek veidotas producéßanas
vienîbas. Finanséjums ir tåds pats kå citiem Våcijas teåtriem.
Såkumå budΩets bija ¬oti mazs, jo neviens politi˚is nesaprata
ßo sistému – to, ka més producéjam savus projektus nevis ar
saviem, bet ar pieaicinåtiem måksliniekiem. Galvenais ir tas,
ka müsu teåtris producé projektus péc savas izvéles, izman-
tojot våcu finanséjuma sistému. 
Tagad mums ir ikgadéjais budΩets, ar kuru més varam rîko-
ties péc saviem ieskatiem, saglabåjot zinåmu måksliniecisko
integritåti. Våcijå reti notiek kopproducéßana, jo tai nav iespé-
ju. Més véléjamies sameklét partnerus pasaulé ar lîdzîgåm
idejåm, lai veidotu kopraΩojumus. Més daudz ce¬ojam, daudz
naudas iztéréjam komandéjumos. Rezultåtå ir izdevies radît
kaut ko tådu, ko var saukt par Eiropas vai pat pasaules méro-
ga repertuåra teåtri. Íådi iespéjams realizét sareΩ©îtus måk-
slinieciskos projektus, kas nav pa spékam vienai atseviß˚ai
struktürai – repertuåra teåtrim. Müsu pieeja ¬auj demonstrét
projektus vairåkås vietås, kopumå piecdesmit un vairåk reiΩu.
Tas gan ir diezgan sareΩ©îti – mums ir ap 200 izråΩu gadå,

kas ietver 18 – 19 projektus, tai skaitå arî vienreizéjos. Més
veidojam lielus projektus ar ¬oti mazu budΩetu, jo izdevumi
tiek dalîti ar partneriem. Probléma ir pårliecinåt politi˚us, jo
viñiem ir grüti sekot müsu mainîgajai sistémai. Ir jåbüt dro-
ßiem par savåm måkslinieciskajåm idejåm – jåzina, kas tu esi
un kur tu esi, tikai tad tu spéj aizståvét savas idejas. Ja pazîst
sevi un savu auditoriju, ir viegli darboties starptautiskå jomå.
Tas ietver sevî måkslinieka darba popularizéßanu, nevis sava
projekta reklaméßanu kådå mazå pilsétå tikai tåpéc, ka par to
ir samaksåts. Viesizrådém ir jåatbilst auditorijas gaumei un
jåiek¬aujas pilsétas kontekstå. Lai veidotos ilgtermiña partner-
attiecîbas, jåbüt savstarpéjai uzticîbai. Måkslinieka darbam ir
jåatrod labåkais veids, kå to iestudét, un labåkie partneri, kas
palîdzés to realizét. Més strådåjam savai pilsétai un savai val-
stij, bet viesizrådes palîdz iepazîstinåt pasauli ar müsu pilsé-
tas teåtra kultüru. 
A.Hermanis:
• Tå kå esmu viens no ßîs tikßanås iniciatoriem, paredzu pilnî-
gu fiasko, izgåßanos ßai idejai, jo mums nav nekå kopîga.
Més esam normåli valsts repertuåra teåtri. Viss, par ko jüs
runåjat, tie ir kaut kådi îpaßi projekti. 
N.Hertlinga:
• Pirms desmit gadiem nekå tamlîdzîga nebija, bija jåveic
smags darbs, lai pårliecinåtu pilsétu iedot mums nelielu fi-
nanséjumu mé©inåjumiem. Nåcås izmantot visu savu pårlieci-
nåßanas spéku, lai repertuåru teåtru sistému izmainîtu no iek-
ßienes. Més gribéjåm paståstît jums par iespéjåm.
A.Hermanis:
• Rîga laikam ir vienîgå pilséta Eiropå, kas vispår nepiedalås
teåtru subsidéßanå. Vai jus varat ieteikt, kå més varam likt
viñiem saprast, ka tas ir jådara? Jus taçu piekritîsit, ka tå nav
normåla situåcija – pilséta nepiedalås teåtru finanséßanå.
N.Hertlinga: Nav starpîbas, vai valsts, vai pilséta, probléma ir
pårliecinåt politi˚us, lai viñi subsidé tåda teåtra ideju, kas ne-
atrodas viñu paßu rokås un kontrolé. Més to varéjåm izdarît
ar lobéßanas palîdzîbu. Jüs nevarat iedomåties, cik ilgi es gå-
ju uz parlamentu, lai ielauztos politiskajås institucijås un mé-
©inåtu ieinteresét ekonomiski ietekmîgus cilvékus, kas tålåk
varéja ietekmét ministru, lai tas darîtu kaut ko Berlînes labå.
Lobéßana ir ßausmîgs darbs, un péc kåda laika pårñem rie-
bums pret sevi. 
Berlîné paståv neatkarîgs teåtris, bet probléma ir tå pati, ko
jüs jau minéjåt, – to aprij sistéma. Berlîné apméram astoñus
gadus paståv îpaßs budΩets neatkarîgajiem teåtriem, ik pa
trim gadiem tiek ievéléta neatkarîga komisija, kas pårskata un
izvérté neatkarîgo teåtru darbîbu. Tas ir grüti, jo Berlîné ir
apméram 300 ßådu teåtru. Tomér vairåku gadu laikå ir izvei-
dojusies zinåma uzticéßanås starp politiskajåm institücijåm,
måksliniekiem un ßo komisiju. Rezultåtå radusies adekvåta
saikne starp politiku un teåtri. Tas notika, cilvékiem apvieno-
joties grupås, kas gribéja kaut ko izmainît sistémå. Més esam
iegåjußi politikå un daråm to joprojåm. Més esam organizéju-
ßi piespiedu tikßanås un publiskas debates, esam izmantojußi
visu savu pieredzi, lai ietekmétu industriålo varu. 
Kriss Torçs:
• Es nedomåju, ka esam påråk tålu viens no otra. Íeit aprak-
stîtie projekti nav parasti müsu sistémå, tie ir årkårtéji gadîju-
mi. Situåcija Baltijas valstîs paßlaik ir pavisam jauna. Jums ir
vecå repertuåra sistéma, jums ir vecå valsts finanséßanas sis-
téma, kurå nepiedalås municipalitåtes, jums nav neatkarîgo
teåtru tradîcijas. Labi ir tas, ka jums ßeit nav tuksnesis, jums
ir sagatavota augsne, kurå var kaut ko kultivét. Jums ir lieliski
aktieri un reΩisori, kas mani sajüsmina ikreiz, kad es te iero-
dos. Nav vienmér jårada neatkarîgas struktüras, bet visu laiku
jåmeklé jauni risinåjumi, jo teåtri nevar tikt radîti, kå tas tika
darîts iepriekß, tie vienmér jårada no jauna. Es nedomåju, ka
ßîs tikßanås ideja ir cietusi sakåvi, ja més nevaram dot tülî-
téjus risinåjumus. Més varam tikai skatîties uz lîdzßinéjo eks-
perimentu pieredzi.
g Finanséßana vienmér bijusi valsts un re©ionålå finanséju-
ma kombinéßana. Re©ionålås insititücijas nosedz 49 % no
kopîgå finanséjuma. Valsts subsîdijas pieß˚ir: nacionålåm
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Winstitücijåm – 27 % (3 nacionålie teåtri, ¬oti dårgi),

neatkarîgåm teåtra trupåm – 20 % (tas ir salîdzinoßi augsts
rådîtåjs), neatkarîgåm deju trupåm – 4 %. 
Zviedrijå 1992. gadå bija ekonomiskå lejupslîde, apmeklétåju
skaits teåtros jütami samazinåjås. Lîdz tam struktüra ne tikai
nodroßinåja ar darbu, bet arî ar ßî darba pircéjiem. Kad nauda
beidzås, radås finansiålas grütîbas, trüka pirktspéjas. Oficiålå
finanséßanas sistéma cieta bankrotu. Samazinåjås valsts bu-
dΩets veselîbai, sociålajai nodroßinåßanai, sportam u. c. Valstî
tika ieviesta tirgus ekonomika. Paßreizéjå situåcijå mums par
kultüru, par teåtriem ir jåcînås. 
Oficiålå kultüras politika ßodien nozîmé atbalstît kultüru, kas
nespéj izdzîvot ßajos atklåtajos tirgus apståk¬os. Tåda ir pa-
matformula. Aizvien uzsvars tiek likts uz bérnu un jaunatnes
atbalstu kultürå. Cits bütisks akcents – imigråcija. Salîdzinot
ar påréjåm Skandinåvijas valstîm, Zviedrijå vienmér bijis
augsts imigråcijas lîmenis, un Zviedrija ir centusies péc
iespéjas vairåk integrét viñus valstî. Tas radîjis daudz pårpra-
tumu. Íodienas kultürpolitika ir orientéta uz projektiem. Tå ir
jauna parådîba. Institüciju subsîdijas tiek samazinåtas, tå
vietå ir jåiztur konkurence, jårealizé kåds konkréts projekts. Ir
probléma – ko darît ar veco struktüru, kå pieméroties jauna-
jåm prasîbåm. Måkslas iespéjas izdzîvot ir nelielas.
Neatkarîgo grupu gadîjumå projektu organizéßana ir salîdzi-
noßi viegla. Galvenie atslégas vårdi: novértéßana – jåkonkre-
tizé mér˚i, jåzina, kas jüs esat, jådefiné, kas ir kvalitåte. Jüs
esat spiesti îstenot ßos mér˚us, büt novatoriski. Radoßo
mér˚u realizåcijai ir vajadzîgi skatîtåji. Otrs atslégas vårds:
sadarbîba ar apkårtéjo pasauli – a©entiem, institücijåm,
muzejiem, skolåm. Tas paråda jaunas iespéjas un nosaka citu
atslégas vårdu, definéjot, kas ir teåtris – pétniecîba. Definét
måkslu kå sociolo©iskus resursus, ekonomisku un
organizatorisku pétniecîbu. Zviedrijas kultürpolitika ir par to,
lai atbalstîtu teåtri un måkslu kå tådu, demokråtiskumu, vårda
brîvîbu, mieru. Ir biznesa struktüras, kas meklé teåtros rado-
ßus projektus, îstenojot kådu noteiktu ideju. Tas nav vienmér
tas pats, ko teåtra darbinieks grib redzét savå teåtrî. Més
esam noteikußi sev citus, iespéjams, patétiskus mér˚us: pa-
tiesîba, skaistums, kopîbas izjüta, ekståze, apziña, nojausma,
atzîßana. Més neiestudéjam izrådes, lai veicinåtu demokråtiju,
lai uzturétu mazåk privile©étås grupas. Tå nav patieså måk-
slinieciskå motivåcija. Ir jåveic zinåms darbs, lai to paskaidro-
tu. Måksla Zviedrijå netiek uzskatîta par neatkarîgu vértîbu.
Måkslinieciskås kvalitåtes neapßaubåmi ir kritérijs, bet ir ¬oti
grüti to noteikt un uzturét. 
Kriss Torçs:
• Larss G.Linstroms ir Stokholmas Pilsétas teåtra producents.
Íajå teåtrî viñß strådå pie îpaßa projekta. Íî institucionålå
struktüra cenßas sevi atjaunot un, no otras puses, ¬oti baidås
no ßîs atjaunotnes. Teåtra aizkulisés ir mé©inåjumi piesaistît
citus skatîtåjus, îpaßi jaunos.
Larss Linstroms. Stokholmas Pilsétas teåtris ir ¬oti liels.
Katru gadu tas nodarbina trîssimt cilvéku. 25000 lîdz 50000
skatîtåju katru gadu pérk bi¬etes. Ir vairåkas skatuves, trîs –
pilnîgi autonomas, viena – teåtra iekßiené. Mums nav måk-
slinieciskå vadîtåja, bet ir måkslinieciskå padome. Backstage
projekts turpinås çetrus gadus. Mums vairåkkårt ir nåcies
pårtraukt un atkal atsåkt darbîbu tießi ekonomisku iemeslu
dé¬. Backstage skaidri definéja izmaksas, bet nauda bija
vajadzîga Lielajam teåtrim, mums nåcås gaidît. Pirmajå gadå
iestudéjåm septiñas izrådes jaunajiem skatîtåjiem. Gribéjåm
uzvest jaunas, müsdienîgas dråmas, pieñemt darbå jaunus
reΩisorus un kostîmmåksliniekus, piesaistît jaunus skatîtåjus.
Tå bija pilnîga izgåßanås. Skatîtåji nenåca, prese nerakstîja
par mums, més nesañémåm pilnîgi nekådu atzinîbu.
Nåkamajå sezonå iestudéjåm vél divas lugas, tad nåcås pår-
traukt ßos iestudéjumus, jo sistéma nedarbojås. Tajå laikå pie
müsu projektiem strådåja dramaturgs, es un profesionåls
mårketinga speciålists. Dramaturgs aizgåja, mårketinga
speciålists aizgåja, més pieñémåm darbå jaunu mårketinga
speciålistu, teåtrî valdîja uzskats, ka projekts Backstage ne-

strådås, ka tas ir jåslédz. Es gåju pie måkslinieciskå direktora
un teicu, ka mums ir paßiem sava måkslinieciskå padome.
Viñß piekrita. Més såkåm lasît lugas, iepazinåmies ar kådu
puisi, kurß bija strådåjis TV. Viñß bija jaunås paaudzes elks.
Aprunåjåm ar vél daΩiem jaunießiem no TV, jautåjåm, ko viñi
gribétu redzét uz skatuves? Viñi teica: més gribam runåt par
dzîvi, par nåvi, par mîlestîbu. Es piekritu. Més uzrakstîjåm
lugu. Mé©inåjumi notika ßaurå lokå – reΩisors un divi aktieri.
Divi no tiem, kas rakstîja lugu, paßi piedalîjås. Izrådei bija fan-
tastiski panåkumi. Par mums rakstîja visas Zviedrijas avîzes,
tika publicétas lielas, kråsainas ansamb¬a fotogråfijas – bija
viss, uz ko varéjåm cerét. Viss piepildîjås. Tå més turpinåjåm,
mums bija paßiem savs grafiskais dizains, mér˚auditorija –
jaunießi. Més devåmies uz båriem, restoråniem, izvietojåm tur
informåciju. Més atvéråm ßo teåtri kå sociålu telpu. Mums
bija liels foajé ar nelielu skatuvi, kur varéjåm rîkot viesîbas.
Sadarbojåmies ar ierakstu studijåm un jaunießu Ωurnåliem.
Tagad més varam veikt barterdarîjumus, ielikt avîzé milzîgu
reklåmu, viñi savukårt var par brîvu izstådîties müsu foajé. 
Jaunießi gan nav pieradußi iet uz teåtriem, bet paßlaik mums
klåjas ¬oti labi. No 1997. gada lîdz 1998. gadam més esam
palielinåjußi kases ienåkumus par 199 %. IzråΩu skaits ir
palielinåjies par 53 %, skatîtåju skaits – par 250 %. 
Kriss Torçs:
Backstage ir ¬oti interesants projekts Zviedrijas skatuves
måkslå. Tie ir nemitîgi mekléjumi, mé©inot atrast struktüru
konkrétai mér˚auditorijai. Viñiem ir savs måkslinieciskais
mér˚is. Pilsétas teåtris vairs nevaréja ignorét ßo projektu, tas
pat pieß˚îra finanséjumu nåkamajiem diviem gadiem. Projekts
patiesîbå at¬åva izdzîvot paßam Pilsétas teåtrim. Tas pieråda,
ka nopietns darbs un skaidri mér˚i palîdz sasniegt skatîtåju
auditoriju un atjaunot to. Auditorija ir ¬oti bütiska. Més varam
izlikties, ka måkslai ir îpaßa funkcija, bet tam nebüs nozîmes,
ja publika nenåks to skatîties. 
Vél viena lieta, kas raksturîga Zviedrijai – ¬oti spécîgå komer-
ciålo teåtru kultüra. Mums ir jåkonkuré ar to. Subsidétie teåtri
neiestudé müziklus, bet mums ir daudz teåtru, kas ar to
nodarbojas, tas ir komerciåls bizness ar lielu auditoriju, taçu
viñi nesañem dotåcijas.
Klausoties Baltijas kolé©os, aktualizéjås jautåjums, ko darît ar
ékåm, kas uzceltas kå struktüras un ir jåuztur. Ja måksla k¬üst
par vietu, nevis par aktivitåti, més nonåkam briesmås. Mums
ir jåatrod aktivitåtes, darbîbas, kam vajadzîgas telpas. Tas, ko
izdarîjußi Backstage, ir spécîga motivåcija, lai éka bütu kultü-
ras satikßanås vieta. Paståv jautåjums par Jaunå Rîgas teåtra
éku: tå ir tikai darba vieta, mé©inåjumu vieta, vai vieta, kur
cilvéki var satikties. Kå més varam izmainît ßîs ékas funkciju? 
Audronis Òuga:
• Kad runåjam par teåtru struktüru müsu valstîs, vérojamas di-
vas galéjîbas – vecmodîgie, valsts finansétie repertuåra teåtri
un fleksiblas neatkarîgas grupas, kas vienmér ir konfliktå, un
ßis konflikts turpinås jau vairåkus gadus. Íai diskusijå es
dzirdéju piemérus, kå ßis konflikts varétu tikt risinåts struk-
turålå veidå, turklåt no måkslinieciskå viedok¬a. Més Baltijas
valstîs domåjam, ka måksliniekam ir jåiek¬aujas esoßajå struk-
turå, jüs turpretî uzsvéråt, ka struktürai ir jåbüt radîtai måksli-
nieka vajadzîbåm. Tagad visi måkslinieki ieplüst valsts teåtros,
jo viñiem nav izvéles. Valsts it kå a©ité måkslinieku: ej uz to
teåtri, tad es tev doßu naudu. Alvis Hermanis, kurß savå måk-
slinieciskajå domåßanå un metodés nav valsts teåtra reΩisors,
tomér strådå valsts teåtrî, tåpat O.Korßunovs. Viñam tagad ir
savs teåtris, bet varbüt péc påris gadiem viñß vadîs Nacionålo
teåtri. Paßlaik viña dai¬rades veidam ir vajadzîga struktüra.
Gribu uzsvért, ka mums ir jådomå par måkslinieciskajåm
prasîbåm, un tikai tad jåskatås, kå var radît struktüru. Òoti
svarîgi, lai bütu lobiji, lai més strådåtu ar politi˚iem. Més
sakåm: valsts nedod mums naudu, bet tas ir tikpat kå, ja més
tirgü kliegtu: neviens nepérk manu produktu! Ir kaut kas jådara,
lai dabütu ßo naudu, jåspéj to izdarît. Taçu tas nav jådara måk-
sliniekiem. Lietuvas teåtros måkslinieki paßi meklé naudu, bet
tas ir mu¬˚îgi, jo mums nav pietiekami spéjîga teåtru vadîba.
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K.Torçs:
• Struktüra, kas büs centréta vienîgi ap måkslinieku, drîz vien
atradîsies relatîvå izolåcijå. Íim hibrîdam jåbalstås uz diviem
cilvéku tipiem, kuriem ir ¬oti daΩådas vajadzîbas un kas atzîst
cits cita intereses. Måkslinieks nevar teikt: es gribu strådåt,
lieciet mani mierå! Viñam ir jåuzñemas atbildîba, ko prasa
valsts un sabiedrîbas nauda, ko viñß sañem.
Brigita Stroda (Latvijas Nacionålås operas menedΩere):
• Íî diskusija ir ¬oti veiksmîga. Par spîti tam, ka politikas
veidotåji no Latvijas kultüras ministrijas ir piedalîjußies ßai
diskusijå, viñi rît nepamodîsies ar ma©isku apskaidrîbu un
nesåks strådåt citådi. Tas nozîmé, ka ir jåstrådå pie ßî uzdevu-
ma. Latvijas teåtra sabiedrîbai paßlaik ir daudz alternatîvu,

Diskusija, kas aizsåkås 1999. gada oktobrî Rîgå, 2000. gada
jünijå notiks Vi¬ñå un 2000. gada rudenî Rîgå, turpinot ana-
lizét un apspriest Baltijas valstu teåtru politikas problémas un
nåkotnes virzîbu.
Sadarbîbas partneru loks 2000. gadå paplaßinås – seminårus
rîkos Latvijas Jaunå teåtra institüts, Lietuvas Teåtra un kino
informåcijas un izglîtîbas centrs (Theatre and Cinema
Information and Education Center of Lithuania), Lietuvas Deju
informåcijas centrs (Lithuanian Dance Information Center)
sadarbîbå ar Intercult (Zviedrija).
Baltic Theatre Policy Review II: Vi¬ña, jünijs. Seminårå un dis-
kusijås tiks apskatîti jauni organizatoriskie mode¬i teåtra jomå: at-
vértå skatuve, producéßanas centrs, projektu organizåcija un citi.
Katru modeli prezentés pårståvis no Austrum-  un Rietumeiro-
pas. Klåtesoßos iepazîstinås ar Lietuvas neatkarîgo teåtru statis-
tiku un problemåtiku: gan ar nozîmîgåko neatkarîgo struktüru
darbîbu, gan ar valsts teåtru pieredzi, sadarbojoties ar neatkarî-

nav jåizvélas starp baltu un melnu, més varam izvéléties starp
divdesmit alternatîvåm vai radît divdesmit pirmo, kas büs
jaunåka un radikålåka par to, ko paßlaik dara Lietuvå.
Barbara Smedsa (dramatur©e, kas strådå teåtrî):
• Zviedrijas spécîgå kultürpolitika tika izveidota tießi pirms 25
gadiem. Toreiz uzsvars tika likts uz to, lai tå sasniegtu visus
re©ionus valstî, lai tas bütu pretspéks komerciålismam, lai
kultüra bütu pieejama bérnu un citu mazåk privile©étu
iedzîvotåju grupåm. Ar ßo nolüku valstî tika izveidoti
apméram 15 re©ionåli teåtri. DaΩi tika radîti kå konstrukcija,
citos gadîjumos tika apvienotas jau esoßas neatkarîgas
måkslinieciskas institücijas.

gajiem teåtriem. Diskusijas rosinås apspriest pieredzes iespéja-
mo transformåciju Baltijas valstîs. Mér˚auditorija: pårståvji no
Baltijas valstu kultüras ministrijåm, teåtriem un masu medijiem. 
Baltic Theatre Policy Review III: Rîga, rudens. Konferencé
un diskusijås prezentés pétîjumu par Baltijas teåtru straté©iju,
akcentéjot atß˚irîbas starp kultürpolitikas nostådném, reålo
ainu teåtra jomå katrå valstî un valsts pieß˚irto finanséjumu.
Tiks analizéti mode¬i, kas veicina daudzveidîgu teåtra attîstîbu
(piem., Kultürkapitåla fondu darbîba Igaunijå un Latvijå,
Måkslas padomes (Arts Council) pieredze). Diskusijå pie-
dalîsies arî Baltijas valstu kultüras ministriju darbinieki, årval-
stu eksperti, masu mediju un teåtru pårståvji.
Viens no konferences mér˚iem ir parådît teåtra dzîves nepie-
cießamo daudzveidîbu – bez valsts finanséjuma eksistéjoßos
starptautiskos festivålus, informåcijas centrus, neatkarîgos
teåtrus, izglîtîbas programmas, modernås dejas nozari – un
aktualizét ßîs daudzveidîbas trükumu kultürpolitikas virzîbå.
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BALTIC THEATRE POLICY REVIEW 2000

VADA: 
Kriss Torçs – producéßanas centra Intercult måkslinieciskais
vadîtåjs / Zviedrija
PIEDALÅS:
Vladimirs Milçins – Albåñu dråmas / Tautîbu teåtra reΩisors /
Ma˚edonija, Skopje
Marko Martinelli – Ravennas teåtra reΩisors / Itålija
Mamadoe Sene – improvizators / Zviedrija, Stokholma
Refets Abazi – aktieris / Ma˚edonija, Skopje 

Kriss Torçs: Ir ¬oti svarîgi atrast atß˚irîbu starp globalizåcijas
koncepciju un starpkulturålisma koncepciju. Tas nav viens un
tas pats. Starpkulturåla tikßanås ir redzét sevi atspogu¬otu ot-
rå personå. Nav iespéjams runåt un komunikét ar kådu, ja tu
pats negribi mainîties. 
Vladimirs Milçins ir izrådes Ve¬u pårnåkßana reΩisors. Gribu pa-
lügt, lai viñß paståsta par Albåñu dråmas teåtri, kåda ir ßî teåtra
situåcija, ñemot vérå, ka tas ir minoritåtes teåtris. Ma˚edonijå
dzîvo apméram 2 miljoni iedzîvotåju, tå ir tikpat liela cik Latvija,
abu tautu vésture ir nedaudz lîdzîga, tås kådu laiku atradußås
okupåcijå. Ma˚edonija tikai nesen pasludinåjusi neatkarîbu, tajå
ir 20 – 25 % etnisko albåñu minoritåßu: rumåñi, turki. 
Kriss Torçs: Kas tevi interesé, strådåjot kopå ar etniskas mi-
noritåtes trupu? Kåda ir ßî teåtra vésture? 
Vladimirs Milçins: Nåkamgad ßis teåtris svinés savu piec-
padsmito jubileju. To dibinåja valdîba – komunistiskå partija,

kad Ma˚edonija bija Dienvidslåvijas saståvå. Teåtrim ir divas
paståvîgas trupas – turku un albåñu. Tås izmanto éku, kurå
atrodas vislieliskåkå skatuve Ma˚edonijå, kas ir ¬oti labi sa-
glabåta. Ma˚edonijas galvaspilsétå Skopjé ir çetri profesionåli
teåtri: Tautîbu teåtris, Dråmas teåtris, Jaunatnes un bérnu
teåtris. Íim teåtrim ir svarîga loma Ma˚edonijas kultürå.
1976. gadå mani kå viesreΩisoru kultüras apmaiñas program-
mas ietvaros nosütîja strådåt Bratislavas teåtrî un iestudét
ma˚edonießu lugu. Es runåju çehu valodå, kas ir lîdzîga slo-
våku valodai, tå bija iespéja saprasties. Tas notika slavenås
Helsinku konferences laikå. Politiskais reΩîms aizliedza man
strådåt, turklåt tas notika otrajå ©enerålmé©inåjumå. Acîmre-
dzot biju izmantojis påråk spécîgas metaforas saistîbå ar si-
tuåciju Çehijå. Par mani tika rakstîti îpaßi protokoli. Ar “perso-
na non grata” zîmogu pasé tiku aizsütîts uz Ma˚edoniju. At-
griezos måjås. Es véléjos büt reΩisors, bet nezinåju, kå to pa-
nåkt. Albåñu dråmas / Tautîbu teåtra galvenais menedΩeris
uzaicinåja veidot sadarbîbu vienas izrådes ietvaros. Teicu, ka
labpråt pabeigtu iesåkto darbu, atradu aktierus, kas arî juta,
ka neiederas ßai sabiedrîbå. Més atbalstîjåm un bagåtinåjåm
viens otru. Par spîti tam, ka mana vecmåmiña no måtes pu-
ses ¬oti labi zinåja albåñu valodu, es albåniski nezinåju ne vår-
da, tå bija pavisam cita pasaule. Es såku måcîties valodu un
atklåju ce¬us abpuséjai zinåßanu apmaiñai. Més izveidojåm lu-
gu, kam bija ¬oti labas atsauksmes. Tå bija kå atbilde reΩijai
Slovåkijå. Vélåk es devos uz albåñu teåtriem Krißtinå un Tirå-

Diskusija par starpkulturålo sadarbîbu

KAS ES ESMU?
kafejnîca Íarls 26.10.1999.
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?nå, un ßis darbs k¬uva par svarîgu manas dzîves saståvda¬u.
BieΩi mani apvainoja par kultüras idiomas proponéßanu, ka
mums ir jåbüt kultüras janiçåriem. Kultüras janiçåri ir cilvéki,
kas ir tilti starp nåciju atß˚irîbåm. 
K.Torçs: Runåjot par Balkånu pédéjo 10 gadu vésturi un et-
niskajiem konfliktiem ßajå re©ionå, vai impulss tavam starp-
kulturålam darbam ir politisks vai radoßs? 
V.Milçins: Personiskå un måkslinieciskå izpausme ir radoßa
nepiecießamîba. Es gribu izzinåt pats sevi saistîbå ar påré-
jiem, bet ir viens lîmenis, kas nav atkarîgs no manis – politis-
kais lîmenis. Tas ir spécîgåks. Es jütu nepiecießamîbu teikt:
né, es nepiekrîtu un nevélos dzîvot ßådå sabiedrîbå. Es dzîvo-
ju laikå, kad ir nepiecießams pievienot ßådu politisku lîmeni
papildus personîgajam, måkslinieciskajam lîmenim. 
K.Torçs: Marko Martinelli ir Ravennas teåtra trupas vadîtåjs
Itålijas dienvidos. Itålijå ir liela atß˚irîba starp zieme¬iem un
dienvidiem. Sicîließiem ir maz kå kopîga ar milånießiem. Sicî-
ließu valoda ir diezgan atß˚irîga, salîdzinot ar itåließiem, kas
dzîvo zieme¬os. Ravennas teåtris ir 12 gadus vecs pilsétas
teåtris. Marko ir strådåjis ar daΩådu izcelsmju un tautîbu
aktieriem un müzi˚iem.
Kas bija pirmais impulss atvért teåtri aktieriem un müzi˚iem, kas
nebija itåließi? Kåpéc jüs véléjåties sadarboties ar Senegålu?
Marko Martinelli: Es dzîvoju Itålijas zieme¬os, kas bagåts re-
©ions naudas ziñå, bet citås sférås ¬oti nabadzîgs. 80. gadu vi-
dü satiku vairåkus Åfrikas imigrantus. Mana trupa noléma, ka
ßî büs iespéja k¬üt bagåtåkiem pretéji bagåtîbas nozîmei naudas
izteiksmé, jo ßie jaunie imigranti ir dzîvojußi saskañå ar dabu,
prot sarunåties ar augiem un dzîvniekiem. Mamadü ir Åfrikas
måkslinieks, kurß pametis savu zemi, jo måksla kå ideja ßai ze-
mé nevar paståvét. Spéja apvienot dziedåtprasmi, aktiermeista-
rîbu un deju, kas iedzimusi paßå cilvéka ˚ermenî, nav påråk
bieΩi sastopama Eiropas teåtrî. Mamadü palîdz mums atceré-
ties pagåtni, grie˚us, delartisko komédiju, Íekspîru, lielås tradî-
cijas. Viñß ir dabas ©énijs, un tå ir bagåtîba – it kå spogulî re-
dzét paßiem sevi, saprast, cik patiesîbå esam lîdzîgi, ticét, ka
esam viens un tas pats, lai atklåtu, cik patiesîbå esam daΩådi.
Tas ir patiess prieks. Müsdienu cilvéks sabiedrîbas priekßå ir
viens. Tås ir dzîves beigas, tås ir erotikas beigas, jo, kad runåju
par erotiku, es domåju teåtra noslépumu, seno grie˚u teåtra
dievu Dionîsu, kas bija ˚ermeña kustîbas dievs. 
K.Torçs: Vai måcåt arî citu nacionalitåßu aktierus k¬üt par sa-
viem aktieriem? 
M.Martinelli: Vai es savus aktierus gribu måcît par Eiropas
aktieriem? Né. Viñi måca mani, kådam ir jåbüt Eiropas aktierim.
K.Torçs: Un kas ir Eiropa?
M.Martinelli: Eiropa ir tas, kas rodas, kas top. Tas nav fan-
toms, bet dzîvs organisms, kas sajauc müsu asinis ar sveßåm.
Sajaukums, metiss – tå ir Eiropa. Vai jüs esat ar to saskå-
rußies, vai spéjat pieñemt to dåvanu, ko jums dod cita kultüra?
Es esmu vampîrs. Man ir nepiecießamîba péc citu asinîm. Asi-
nîm ßî jédziena plaßåkajå nozîmé, protams. Jebkurai nåcijai –
latvießiem, amerikåñiem, senegåließiem, itåließiem – ir Dionîsa
gars. Mamadü dziedåßana ir årkårtîgi spécîga, spécîgåka nekå
zviedru folkdziedåtåjiem. Kad es strådåju ar senegåließu, dien-
viditåließu vai zieme¬itåließu aktieriem, vélos, lai katrs no
viñiem meklétu atß˚irîgo savå starpå. Es negribu meklét har-
moniju, bet atrast ja ne gluΩi konfliktus, tad îssavienojumus.
Dionîss ir elektrisks Dievs, kas mums dod ener©iju.
Skatîtåjiem ßî ener©ija ir jåuztver un jåatdod atpaka¬. Patiess
teåtris rodas, ståjoties reålos dzimumsakaros ar auditoriju. 
Péteris Krilovs (Homo Novus direktors, reΩisors): Dîvaini, ka
més esam sajaukußi ßo jautåjumu ar teåtra måkslu, jo jüsu
darbs ir sava veida dzîvoßana årpus realitåtes. 
K.Torçs: Savå veidå tå ir taisnîba, tomér pasaules realitåte
nav starpkulturåla, starpkulturåli ir spéki, kas to vada. Realitå-
te ir labi strukturéta. 
M.Martinelli: Varbüt jårunå par starpkulturålo realitåti kultür-
politikå, kas arî ir cießi saistîta ar teåtri, jo multikulturålå si-
tuåcijå viss ir kopå. Kultüras politika ir kaut kas, kas nåk no
augßas. Sabiedrîbai bütu jåstrådå kopå, kamér måksliniecis-
kais impulss, stimuls strådåt ßajå sférå ir pozitîva ziñkåre. 

P.Krilovs: Var rasties bîstama situåcija, kad politika såk spélét
teåtri un mé©ina uzzîmét télos reålo pasauli. Tå spéléjas ar
valstîm, ar nåcijåm, ar attiecîbåm starp tåm, izmantojot to pa-
ßu valodu, ko més izmantojam teåtrî: radoßas personîbas, ak-
tierus, emocionålo spiedienu uz auditoriju. Tas ir svarîgåkais
attiecîbå uz mazåm valstîm nacionalitåtes jautåjumå Eiropå. 
K.Torçs: Péc kåda laika k¬üst grüti aizståvét savus stimulus un ir
grüti nepiekrist kaut kåda veida manipulåcijåm. Nepiekrist tam,
ko dod politika. Es ¬oti bieΩi esmu sev uzdevis ßo jautåjumu, vai
es vél joprojåm sekoju savam såkotnéjam stimulam, savai gau-
mei, vai es tuvojos robeΩai, kur es såku to pårdot. Nav nekådas
garantijas un atbildes, jo tas ir müΩîgs jautåjums. Íî ir problé-
ma, ko nevar atrisinåt. Es vienmér esmu ceréjis, ka sajutîßu, ka
jåapståjas, pirms to paspés pateikt citi. Nevajag aizmirst, ka citi
ce¬i kaut kådå veidå protams iestumj sava veida tirgü.
Man ir bijusi imigranta dzîve, esmu dzimis itåließu ©imené.
Mans vectévs iemåcîjås ang¬u valodu un atteicås runåt itåliski.
Viñß véléjås k¬üt par amerikåni. Mans tévs un viña dvîñu brålis
seßu gadu vecumå atteicås runåt itåliski. Es uzaugu itåließu ko-
münå, kur uz ielas un veikalos runåja itåliski, manam vectévam
aizliedza braukt pie mums ciemos, jo viñß ar mani runåja itålis-
ki, toties vecåki to nevéléjås. Kad biju pieaudzis, devos uz Itåli-
ju un påris gadus nodzîvoju tur, taçu péc diviem gadiem sajutu,
ka tas man ir påråk viegli. Visi, ko es satiku, izskatîjås påråk lî-
dzîgi man. Viñi runåja tåpat kå es. Tad es atgriezos Zviedrijå un
ieraudzîju, cik skaisti büt citådam. Íî sajüta mani måkslinieciski
uzbudinåja. Man ir vairåkas identitåtes. Man ir nacionålå identi-
tåte: esmu dzîvojis Zviedrijå 22 gadus, Zviedrija ir mana nacio-
nålå identitåte. Es nespéju iedomåties sevi kå amerikåni, taçu,
ja jautå par manu kultüru, tad esmu amerikånis. Manas bérnî-
bas atmiñas saistås ar Ameriku, ar amerikåñu futbolu, beisbo-
lu, hamburgeriem. Ja es jautåtu, kas ir mana etniskå identitåte,
tad man jåsaka, ka tå ir Itålija. Mana ådas un matu kråsa, izjü-
tas, édieni – tas saistîts ar Itåliju. Man ir arî profesionålå identi-
tåte, un tå ir vissvarîgåkå. Gan înå, gan Venecuélå, ja es sa-
tieku kådu teåtra cilvéku, més tülît varam sarunåties vienå valo-
då. Taçu, ja es satieku zviedru zemnieku, pat, ñemot vérå to, ka
dzîvoju Stokholmå, man viñam nav ko teikt. Mums nav par ko
runåt. Tå ir mana profesionålå identitåte. Man ir seksuålå iden-
titåte kå vîrietim, kas arî ir ¬oti svarîgi. Es uzskatu, ka etniskå un
kulturålå identitåte ir cießi saistîtas, måksla spéj apvienot cilvé-
kus ar daΩådåm identitåtém. 
Refets Abazi: DiemΩél es dzîvoju pasaulé, kur cilvéki ir jutußi
politisku spiedienu pat tådå veidå, ka etniskajiem ma˚edonie-
ßiem ir jåbüt pareizticîgajiem, tåpat, kå albåñiem jåbüt musul-
mañiem. Ja viñi nav musulmañi, tad viñi vairs nav albåñi. Ci-
vilizåcijas nomalés nav iespéjams izdarît izvéli, tiek izdarîts
spiediens. Tas müs provocé, liekot atteikties no katra personî-
gås izvéles – identitåtes. Més vai nu atsakåmies no tås pavi-
sam, vai arî publiski atsakåmies tikt reducétiem un, piemé-
ram, paziñojam, ka esam patagonießi. Tå ir viena no iespé-
jåm, kå atteikties no identitåtes apspießanas. 
Anna EiΩvertiña (reΩisore, studijteåtra Skatuve direktore): Vé-
los izteikt atzinîbu un prieku par to, ka ßovakar Latvijas Na-
cionålajå operå redzéjåm albåñu izrådi Ve¬u pårnåkßana. Fes-
tivåla programma ir virzîta, lai més dibinåtu jaunus kontaktus
un abpuséji bagåtinåtos. Izrådé ievéroju skaistu identitåtes
lietu, man iekrita sirdî teikums: “ja man ir valoda un kapa vie-
ta, tad tå ir mana identitåte”. Íî atziña lielå mérå sasaucas ar
latvießu nacionålajåm problémåm. Es ßobrîd nerunåßu par iz-
rådes måksliniecisko pusi, jo tå ir atseviß˚a un pietiekami ga-
ra saruna. Katram ir sava gaume. Izråde vai nu ir dzîva, vai
nav. Man ß˚iet, ka ßî izråde ir dzîva. Es nerunåju par vecåkiem
vai müsdienîgåkiem izrådes måkslinieciskajiem izteiksmes lî-
dzek¬iem, bet galvenokårt par satura bütîbu. Teåtrî ßai ziñå ir
tik daudz iespéju. Dievs dod aptvert un izmantot kaut da¬u no
tå, ko més jütam, pilnveidot sevi.
K.Torçs: Íî ir patiesi dzîva izråde. Dzîvi redz citus dzîvus
cilvékus no gluΩi citas pasaules da¬as, kuri teåtra izrådé skata
problémas, kas viñus skar dzi¬i personiski. Tas ir vienreizéjs
notikums. Albåñu aktieri uzdod jautåjumu. Íî luga ir viens
liels jautåjums: kas es esmu?
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festivålu direktorus, jautåjot:
Vai starptautisku festivålu rîkotåjiem ir nepiecießama sava for-
måla vai neformåla asociåcija, kopîgas pozîcijas nos-
tiprinåßana, lai pierådîtu un parådîtu, cik efektîgi festivåli var
nest Latvijas télu pasaulé un eksponét Latvijas måkslu starp-
tautiskå lîmenî? Vai mums nepiecießams såkt dialogu valsts
lîmenî un aizståvét savu pozîciju? Kådå veidå to vislabåk
darît? Vai ir iespéjamas savstarpéjas konsultåcijas, sadarbîba,
informåcijas apmaiña un koordinåcija? Vai nepiecießams
kopîgs informatîvs izdevums?
Festivåli Latvijå spoΩi demonstré modeli, kå ßodienas
apståk¬os kultüras organizåcija var efektîgi darboties – piesais-
tot sponsoru atbalstu, attîstot savu mér˚auditoriju, veidojot
veiksmîgu menedΩmenta modeli.
Íobrîd Latvijå notiekoßie festivåli valsts kultürpolitikas lîmenî
visbieΩåk tiek ignoréti vai pielîdzinåti privåtiem pasåkumiem.
LR Kultüras ministrijai nav tålredzîgas kultürpolitikas
straté©ijas ßajå jomå, tå ir stihiska, haotiska un intuitîva.
Festivåli, savstarpéji sadarbojoties, varétu veicinåt attieksmes
maiñu kultürpolitikas lîmenî, veidot dialogu un sadarbîbas
modeli ar valsti.
Festivålu direktoru saruna Homo Novus laikå, kur‚ piedalîjås
arî viesi no citu valstu festivåliem, turpinåja diskusiju par to,
vai ir nepiecießams veidot Latvijas festivålu direktoru
apvienîbu, kopéju platformu ar mér˚i saskañot savu darbîbu,
apvienoties, lai papildus piesaistîtu skatîtåjus un türistus un
veidotu kopéju marketinga straté©iju, bet pats galvenais, lai
veidotu kopéju noståju un modeli festivålu nepicießamîbas
pamatoßanai valsts kultürpolitikas lîmenî. 
Juris Visockis atzina, ka kultüras informåcija un notikumu
koordinétîba ir nopietns trükums Latvijå, tießi ßî iemesla dé¬
viñß neprata atbildét uz jautåjumu, cik un kådi festivåli darbo-
jas Rîgå. Tika izteikti vairåki piedåvåjumi koordinét festivålu
darbîbu – gan no Festivålu fonda direktores Sarmas
Freibergas, gan no sabiedriskås organizåcijas “Latvijas projek-
ts” pårståvja Vi¬ña Ru¬¬a puses. Péteri Krilovu vairåkkårt
izskanéjusî doma par festivålu koordinåcijas centra veidoßanas
nepiecießamîbu gan priecé, gan biedé – lai arî tas uzråda ßîs
problémas aktualitåti, tas arî var novest pie konjunktüras un
uzmanîbas novérßanas no pamatproblémas. 
Sarunå tika diskutéts par to, kas ir starptautisks profesionåls
festivåls – vai tå lîmeni nosaka dalîbnieku vai organizatoru
profesionålisms? Kå atrast starptautiski saprotamus kritérijus,
kas ¬autu noteikt, kas ir labs festivåls. Tå kå gandrîz visi fes-
tivåli Latvijå ir no valsts neatkarîgas struktüras, tad ßåda
reitinga tabulas izveidoßana varétu palîdzét pierådît finan-
sétåjiem un valstij, kåpéc festivåli ir jåatbalsta: vai festivåla
kvalitåti nosaka prasmîga organizåcija, aktuåla ideja vai måk-
slinieciskå kvalitåte. 
Diskusijas dalîbniekiem bija daΩådas domas, atbildot uz
jautåjumiem, kas ir festivåls, kåpéc ßådi notikumi ir jårîko un
kå var noteikt, kas ir labs festivåls. Un tomér ßie viedok¬i
neizslédz viens otru, bet gan papildina.
KAS IR FESTIVÅLS? 
• Festivåls ir pilsétas un skatîtåju svétki.
• Festivåls ir måkslinieku tikßanås vieta, domu apmaiñas
iespéja.
• Festivåls ir pieredzes papildinåßana.
• Festivåls ir iespéja mainît realitåti.
• Festivåls ir alternatîva.
• Festivåls ir risks. 
• Festivåls ir izglîtîbas iespéja. 
• Festivåls ir prieks.
FESTIVÅLS? KÅP‰C?
1) Labs festivåls izmaina pilsétas ainavu un cilvékus. Tiek vei-
dota saikne starp viesiem un pilsétas iedzîvotåjiem.
2) Festivåls veido alternatîvu tradicionålajai måkslai, institüci-
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PIEDALÅS:
g Péteris Krilovs, Starptautiskå Jaunå teåtra festivåla Homo
Novus direktors / Latvija – festivålu direktoru tikßanås iniciators
g Baiba Tjarve, Latvijas Jaunå teåtra institüta direktore / Latvija
– pårståv festivålu Homo Novus
g Juris Visockis, Rîgas domes Kultüras, måkslas un reli©ijas
lietu komitejas priekßsédétåjs / Latvija – Festivåli Latvijå
interesé no diviem aspektiem: pirmkårt, kå kultürtürisma
saståvda¬a, kas ir viena no Rîgas domes prioritåtém, otrkårt,
Rîgas domé veidojas ideja rîkot ikgadéju Rîgas pilsétas fes-
tivålu sadarbîbå ar jau esoßajiem festivåliem.
g Sarma Freiberga, Festivålu fonda direktore / Latvija
pårståv organizåciju, kas pirms gada dibinåta ar mér˚i gan
rîkot festivålus, gan nåkotné apvienot nevalstiskos festivålus
Latvijå. Festivålu fonds ir publicéjis bukletu latvießu un ang¬u
valodås, kur‚ apkopota informåcija par daΩådu Ωanru fes-
tivåliem Latvijå.
g Boriss Avramecs, Senås Müzikas festivåla direktors / Early
Music Festival / Latvija – pårståv neatkarîgu organizåciju, kas
veido ikgadéju senås müzikas festivålu – koncertus baznîcås,
pilîs daΩådås Latvijas pilsétås, izrådes, lekcijas un meistar-
darbnîcas.
g Lita Beiris, Starptautiskais Baltijas baleta festivåls / Latvija
– pårståv festivålu, kas paståv piecus gadus. Festivåla mér˚is
ir bagåtinåt dejas un baleta nozari Latvijå, parådît daΩådus
stilus un pieejas no klasikas lîdz avangardam.
g Brigita Strode / Latvija – pårståv Latvijas Nacionålo operu
un Rîgas Operas festivålu, kas koncentrétå periodå vasarå
paråda operas izrådes Latvijas un årzemju skatîtåjiem.
g Vilnis Rullis, televîzijas kultüras ziñu Ωurnålists, / Latvija –
pårståv sabiedrisku organizåciju Latvijas projekts, ko pirms
diviem gadiem izveidoja masu mediju pårståvji ar mér˚i
strådåt pie Latvijas téla veidoßanas Latvijå un årzemés. Viens
no organizåcijas mér˚iem ir bijis arî koordinét festivålu dar-
bîbu.
g Hanna Hurciga / Hannah Hurtzig / Våcija – savulaik ir
organizéjusi divus lielus starptautiskus festivålus Våcijå –
Theater der Welt, kas notiek katru otro gadu citå Våcijas pil-
sétå, un Bonner Biennale, kas izråda Eiropas müsdienu dra-
matur©ijas iestudéjumus; ßobrîd vairåk nodarbojas ar festivålu
kritiku un analîzi.
g Jukka Hutti / Jukka Hytti / Somija, pårståv Baltic Circle
projektu, kura kulminåcija – festivåls notiek 2000. gada janvårî
Helsinkos; festivålå piedalås nelieli teåtri no valstîm, kas atro-
das ap Baltijas jüru.
g Hari Toivonen / Harri Toivonen / Somija – festivåla
Helsinki 2000 tehniskais direktors
g Ivana Vujiça / Ivana Vujic / Dienvidslåvija, teåtra reΩisore
no Belgradas, arî apjomîga divu méneßu gara festivåla måk-
slinieciskå vadîtåja; festivåla programmå ir iek¬autas vizuålås
måkslas, teåtris, deja, müzika.
g Lajoßs Sandors / Lajos Sandor / Ungårija – Budapeßtas
festivåla Boom pårståvis 
g Inna Sterligova, Festivålu centra Baltijas nams direktore/
Baltic House Festival Centre director / Krievija – pårståv fes-
tivålu, kas såka darboties pirms 10 gadiem péc Padomju
Savienîbas sabrukuma ar mér˚i turpinåt uzturét kontaktus
starp Baltijas valstîm, programmå iek¬aujot labåkås izrådes no
Baltijas teåtriem; ßobrîd festivåla ideja un programma tiek
paplaßinåta. 
g Audronis Òuga / Audronis Liuga / Lietuva, Lietuvas Teåtra
un kino informåcijas centra vadîtåjs, kå arî rîko festivålu “New
Drama Action” – sava veida akciju, kas veicina müsdienu dra-
matur©ijas iestudéjumu raßanos Lietuvå.

Starptautiskais Jaunå teåtra festivåls “Homo Novus” 1999.
gada jünijå pirmo reizi saaicinåja kopå Latvijas starptautisko
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jåm, piedåvå daΩådîbu. Festivåli var ietekmét måkslas attîstîbu,
atvért to jaunåm ietekmém un iespéjåm.
3) Festivåls palîdz måksliniekiem un skatîtåjiem k¬üt atvértå-
kiem pret cita veida måkslu un kultüru. Festivåls var k¬üt par
domu apmaiñas veidu starp måksliniekiem un auditoriju.
4) Festivåls piedåvå izglîtîbas papildinåßanas iespéju.
Hanna Hurciga: Rietumeiropå îpaßi daudz festivålu parådîjås
60. gados, attîstîjås 70. gados un sasniedza savu apogeju 80.
gados. Tie notika vasarås, kad valsts teåtriem bija brîvdienas,
pamatå tie tika rîkoti, lai aizpildîtu tukßumu. Mér˚is galvenkårt
bija parådît, cik daΩåds var büt teåtris. Tikai pamazåm 20 gadu
laikå tie k¬uva par nopietnu alternatîvu valsts un pilsétas teåt-
riem. Bet festivåliem Austrumeiropå, kas pamatå aizsåkås 90.
gados, jau no paßa såkuma bija daudz bütiskåka politiskå
nozîme – festivåli pierådîja, ka ir vél kådi citi veidi, kå atbalstît
måkslieniekus, kå ietekmét måkslas attîstîbu. Tåpéc labam fes-
tivålam ir jåbüt ¬oti skaidram un noteiktam mér˚im. Jåsaprot,
kåpéc festivåls tiek rîkots katrå konkrétajå valstî, un veidot fes-
tivålu, balstoties uz ßo pamatproblému. Viena festivåla mér˚is
ir veicinåt müsdienu dramatur©ijas attîstîbu, cita festivåla mér-
˚is – iesaistît svétku norisés visu pilsétu. Festivåls noteikti nav
tikai izråΩu vai koncertu rådîßana skatîtåjiem. Kvalitåti var no-
vértét atbilstoßi izvirzîtajiem mér˚iem.

Sarunå, ko vadîja Måkslinieku savienîbas viceprezidente Ruta
Çaupova, piedalîjås Latvijas nevalstisko organizåciju pårståvji,
Nevalstisko organizåciju centra pårståvis un årzemju viesi. 
Sarunå tika uzdoti jautåjumi, vairåk ieskicéjot problémas, kam
nåkotné jåpievérß uzmanîba, mazåk – sniedzot gatavas atbil-
des un skaidrus risinåjumus:
• Kådi likumi vai citi normatîvi akti nosaka nevalstisko orga-
nizåciju darbîbu Latvijå? Vai ir îpaßa likumdoßana, kas skar
nevalstisko sektoru kultüras jomå?
• Kådi ir finanßu avoti, kas pieejami nevalstiskåm organizåci-
jåm? Cik efektîvi valsts ir iesaistîjusies nevalstisko kultüras
organizåciju atbalstîßanå? Vai valsts lîmenî ir mehånisms,
veids, kå finansét nevalstiskas organizåcijas (pieméram, Lie-
tuvå ir fonds, kur valsts finanséjumu konkursa kårtîbå var sa-
ñemt visu nozaru nevalstiskås organizåcijas)?
• Kådå veidå profesionålås organizåcijas vai citas nevalstiskås
organizåcijas var sañemt tießas dotåcijas no valsts budΩeta
savu funkciju un programmu realizéßanai?
• Kåda ir sadarbîba starp nevalstiskåm organizåcijåm un valsts
institücijåm, risinot dialogu par kultüras jautåjumiem? Vai agråk
izveidotås sabiedriskås organizåcijas – nozares asociåcijas

VADA:
Bañuta Rubess – reΩisore / Kanåda – Latvija
PIEDALÅS:
Franciska Cimare – dramatur©e / Latvija
Pols Deiviss – Volcano trupa / Lielbritånija
Audronis Òuga – Kino un teåtra informåcijas centra vadîtåjs /
Lietuva, Vi¬ña
Måra Zålîte – dramatur©e / Latvija
Bañuta Rubess: Lai gan mani vecåki ir latvießi un mana
dzimtå valoda ir latvießu, lielåko müΩa da¬u esmu strådåjusi
Kanådå, ang¬u valodå. Esmu bijusi gan aktrise, gan reΩisore,

UN VALSTS? 
Boriss Avramecs: Valsts kultürpolitikas lîmenî atzîts, ka fes-
tivåli ir k¬uvußi par neatñemamu Latvijas kultüras dzîves
saståvda¬u, bet nekåds finanséjums pieß˚irts netiek, katru
gadu, noslédzot vienu festivålu, més nezinåm, kas fiansiåli ar
festivålu notiks nåkamajå gadå. Lîdz ar to ir grüti sastådît pro-
grammu, jo visi ievérojamie måkslinieki plåno savu laiku divus
– trîs gadus uz priekßu.
Lita Beiris: Íobrîd müsu festivåla uzdevums ir veidot tik pår-
liecinoßu programmu, lai valsts institücijas pieß˚irtu finanséju-
mu. Tå kå müsu festivåls ir profesionåls, tad ir neiespéjami to
rîkot, tikai balstoties uz sponsoru atbalstu. Latvijas festivåliem
vajadzétu apvienoties, lai apliecinåtu un pårliecinåtu valdîbu,
ka müsu festivåli ir nepiecießami, ka tiem ir sava vieta kultürå
un ka tiem ir savs skatîtåjs.
Hanna Hurciga: Festivålu direktoru uzdevums ir veidot pro-
grammu, atrast lîdzek¬us un organizét festivålu. Jums ir arî
jådomå par valsts kultürpolitiku, par statistiku, par to, kå
pierådît, ka festivåliem ir nozîme un tie ir jåatbalsta. Tas ir
jådara kultürpolitikas veidotåjiem pilsétas domé un Kultüras
ministrijå. Bet izskatås, ka jums ne tikai ir jåorganizé festivåli,
bet arî jåizglîto savi politi˚i.

(piem. måkslinieku, komponistu savienîbas) – joprojåm efektîvi
veic savas funkcijas, darbojas kå lobijorganizåcijas, iesakot li-
kumdoßanas izmaiñas, cînoties par valsts finanséjuma nepiecie-
ßamîbu måkslai, piedåvåjot kritérijus demokråtiskai finanséjuma
sadalei nozaré? Kådå statuså darbojas un kåda loma ir jauniz-
veidotåm nevalstiskåm organizåcijåm, kas bieΩi vien aktîvi
darbojas arvien vairåk dominéjoßajå projektu sistémå?
• Vai profesionålås måkslinieku organizåcijas iek¬autas tajå
paßå kategorijå kå citas nevalstiskås organizåcijas vai arî tåm
ir îpaßs juridiskais statuss?
• Kådå situåcijå atrodas tådas organizåcijas, kas veido ekspe-
rimentålus un alternatîvus projektus?
• Kådas ir attiecîbas starp organizåcijåm / fondiem, kas pie-
ß˚ir finanséjumu un kas piesaista finanséjumu? 
• Kådi ir nozîmîgåkie ß˚érß¬i, t.s., treßå sektora attîstîbai?
• Kå Latvijå ir organizéta projektu finanséjuma sistéma?
• Cik lielå mérå ir attîstîtas mecenåtisma tradîcijas? Vai valsts
sekmé mecenåtismu un sponsoru iesaistîßanu kultüras pro-
jektu finanséßanå?
• Kå nevalstiskås organizåcijas var ietekmét valsts institücijas,
likumdoßanas veidoßanu?

gan dramatur©e, esmu piedalîjusies izråΩu iestudéßanas pro-
ceså. Tådå veidå tapußas 12 izrådes. Kanåda ir vieta, ko kolo-
nizéjußas divas lielas valstis. Politiski tå ir Anglijas kolonija,
kultüras ziñå tå ir bijusi un vél joprojåm ir Amerikas kolonija.
Pirms 30 gadiem Kanådas radoßie cilvéki paziñoja, ka vélas
radît jaunu kanådießu måkslu. Kå zinåms, Íekspîrs nav kanå-
dietis, tåpéc cilvéki noléma radît ko lîdzîgu, tikai – autentisku.
Gribétos apgalvot, ka pagaidåm vél nav gandrîz neviena miru-
ßa kanådießu dramaturga. Tas dod lielu brîvîbu un iedvesmu,
kas trükst lielai da¬ai citu rakstnieku. 
• Jautåjums sarunas dalîbniekiem: Kas, jüsupråt, ir luga? 
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Diskusija 

PAR NEVALSTISKU ORGANIZÅCIJU LOMU KULTËRÅ
Restoråns Parlaments, 29.10.1999.

Diskusija 

KAS IR JAUNÅ DRÅMA?
Kafejnîca Íarls, 30.10.1999.
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jo tikpat grüti ßodien modernajå sabiedrîbå ir definét, kas ir
romåns, kas ir dzeja. Es domåju, ka spektrs, kurå ßodien var
runåt par dramatur©iju, ir plaßs, bet més katrs apzinåti vai ne-
apzinåti rakståm tießi to, kas izriet no mums paßiem. Ietekmé
gan pasaules izjüta, gan tradîcijas, gan cilvéka intravertums
vai ekstravertums, orientéßanås uz sociålåm lietåm, visbeid-
zot ticîba vai neticîba tam, ka måkslas veidi kalpo cilvéka bü-
tîbas, dzîves jégas atklåsmei. Es ceru, ka esmu padarîjusi
dramatur©ijas jédzienu pietiekoßi neskaidru. 
Audronis Òuga: Ir pilnîgi nevajadzîgi un neiespéjami mé©inåt
definét, kas ir dramatur©ija. Viena lieta, ko més varétu måcî-
ties no amerikåñiem, ir pragmåtisms – viss, kas notiek, tas
arî notiek. Drîzåk jautåjums ir, kas ir laba luga un kas ir slikta
luga, un kåpéc? Més varétu runåt arî par to, kåpéc konkrétå
vietå un konkrétå laikå top tießi tåda dramatur©ija. Kåpéc,
teiksim, Latvijå ßobrîd ir teåtris, kåds tas ir, kåpéc Lietuvå ßo-
brîd tiek iestudéta luga Shopping & Fucking, kas ir atzinîgi
novértéta Lielbritånijå. Bez Shopping & Fucking ßajå sezonå
esmu producéjis vél divas lietuvießu lugas.
Bañuta: Vai tås ir klasiskas lugas?
Audronis: Né, drîzåk jaunas. Es pårståvu Teåtra un kino infor-
måcijas centru Lietuvå. Pirmo reizi apméram 10 gadu laikå
més sarîkojåm Lietuvas jaunås dramatur©ijas konkursu. Més
véléjåmies saprast, kas ir jaunå Lietuvas dråma, kas ir tie, kas
raksta. Pirms tam paståvéja viedoklis, ka Lietuvå nevienas jau-
nas lugas nav. Tika iesniegtas apméram 100 lugas. Tådai valstij
kå Lietuva tas ir årkårtîgi liels skaits. Noskaidrojåm trîs labåkås
lugas, un nolémåm mé©inåt tås producét. Viena bija patießåm
izcila. Ir doma, ka to varétu tulkot un iestudét arî Latvijå.
Bañuta: Kådi bija kritériji, izvéloties trîs lugas no simta?
Audronis: Ûürijå bija divi dramaturgi, viens reΩisors un vairåki
teåtra kriti˚i. Grüti pateikt, kas îsti ir laba luga, jo man kå pro-
ducentam varétu büt viens viedoklis, savukårt reΩisoriem
gluΩi cits. Tå var büt tikai un vienîgi sajüta, un, ja ßî sajüta
ir kopéja visiem, tad acîmredzot kaut kas labs var attîstî-
ties. Man liekas normåla arî radoßa sadarbîba starp reΩisoru
un dramaturgu, lugu rakstot mé©inåjumu laikå. Lietuvå auglî-
ga sadarbîba paståv starp Sigitu Paru¬ski un Oskaru Korßuno-
vu. Acîmredzot attîstîsies lîdzîga sadarbîba arî citu dramatur-
gu un reΩisoru starpå.
• Jautåjums no zåles: Es redzéju izrådi P.S. Lieta. O.K., un
man radås iespaids, ka dramaturgs Paru¬skis ir iestudéjis
reΩisoru Korßunovu. Es pieturos pie tå, ka telpu izrådé rada
dramaturgs un reΩisors ßîs telpas ietvaros strådå. Tas ir piee-
jas jautåjums, var büt gan tå, gan tå.
Bañuta: Es atzîßos, ka pazîstu dramaturgus, kas ir gatavi no-
galinåt reΩisoru, ja tiks izmainîta kaut viena rindiña. Man ir
demokråtiska attieksme. Jautåjums, kas ir luga, tika uzdots ar
tådu domu, ka tas varétu interesét auditoriju. Man ir aler©ija
pret ßo sarunas tému. Viens no iemesliem varétu büt tas, ka
man nepatîk lugas. Un, ja es kå reΩisors ñemu gatavu lugu,
tad pirmå doma ir to pårtaisît. Tai paßå laikå es tomér palieku
uzticîga autoraam. Vél viens iemesls, kåpéc man nepatîk ßis
jautåjums, protams, ir tradicionålisms – priekßstati par
noteiktiem standartiem: ka lugai ir jåbüt såkumam, vidum,
beigåm, un skatîtåjiem jåbüt spéjîgiem izsekot tai lîdzi. Esmu
piedalîjusies tådos iestudéjumos, kur gandrîz nemaz nav tek-
sta, kas balstîti uz müziku, kuros tiek izmantoti slaidi, kino uz
skatuves, tomér tas ir teåtris, tå nav ne deja, ne pantomîma.
Un péc tam cilvéki ir teikußi: jå, man patika jüsu luga. Luga ir
dialogs ar skatîtåju. Un ßis dialogs var notikt tükstoß veidos.
• Es gribétu uzdot jautåjumu Franciskai, kå dramatur©isks
darbs var nonåkt lîdz skatuvei? Un kådi ir ß˚érß¬i?
Franciska Cimare: ReΩisors atnåk pie dramaturga un lüdz, lai
viñß uzraksta lugu. Otrs veids – luga jau ir, un reΩisors to izla-
sa. Tas ir samérå ilgs process. 
Audronis: Par dramatur©ijas a©entüråm. A©entüra aiznes lu-
gu uz teåtri, bet normåls teåtris diez vai riskés ñemt jauna
autora pirmo lugu, jo tå var izgåzties. ReΩisors var atnåkt un
teikt: nu, labi, pieñemsim, es varétu iestudét ßo lugu, bet par
kådiem lîdzek¬iem? Lugas nonåk a©entürås, un tur tås arî pa-

liek. Acîmredzot ir nepiecießamas cita veida aktivitåtes. Més
såkåm piedalîties lugu radîßanå. Såkumå ieguldåm nedaudz
lîdzek¬u, darbs såkas, tad més rådåm darba skici, konstaté-
jam, vai kaut kas var attîstîties tålåk un vai kåds nevélas to fi-
nansét. Íådå veidå izdevås ieinteresét dramaturgus, reΩisorus
un aktierus. Ja process såkas, tad varbüt ir iespéja ieinteresét
arî teåtri, kas beigås iegulda naudu un pabeidz ßo darbu. Un,
ja gadîjumå konkrétais dramatur©iskais darbs izgåΩas, tad tå
ir laba måcîba gan reΩisoram, gan dramaturgam. Katrå ziñå
dramaturgam ir jådzîvo teåtrî un jåzina tå noteikumi, nevis
tikai jåséΩ pie galda. Íî pieeja abåm pusém dod iespéju sa-
darboties.
Bañuta: Íåda sistéma ir izplatîta arî Kanådå. Kanådå tas ir
pierasts process: luga tiek publiski lasîta, pårrakstîta, péc tam
notiek darbs ar aktieriem, péc tam, iespéjams, luga atkal tiek
pårrakstîta, atkal darbs ar aktieriem, jo teåtris, pañemot jeb-
kuru lugu, darbu pie tås uzskata par savu investîciju un sa-
redz nepiecießamîbu to noslîpét lîdz galam.
Volcano: Lielbritånijå darbojas ¬oti burΩuåziska sistéma. Dra-
maturgam ir savi a©enti, kas viñu pårståv visås dzîves sférås.
Viñi bieΩi médz kopîgi spélét kriketu un nekad nepårrunå dra-
matur©ijas jautåjumus. Lai uzvestu lugu uz skatuves, varétu
büt trîs pieejas: piedzimt tådå valstî, kur strådå ßådi a©enti; ja
tas nav izdevies, tad jåmé©ina satikt kådu cilvéku, kurß varbüt
ßo lugu izlasîs, kuram tå iepatiksies un kurß to tålåk atdos
teåtrim. Treßå iespéja: grüti pateikt, ja dramaturga dzîves laikå
visas viña lugas ir pilnîgas izgåßanås…
• No zåles: A©entüru sistéma patiesîbå ir izcila. Iespéjams, ir
arî ne påråk veiksmîgas, bet tås dara lielu darbu, zina visu par
teåtriem, pårvalda situåciju.
Volcano: A©enti ir tikai tirgus saståvda¬a, bet tie nav obligåti
nepiecießami.
M.Zålîte: Neviens a©ents nevienu manu lugu nav piedåvåjis
teåtriem. Latvijå nav iespéjams uzturét a©entüras. Müsu jaunå
dramatur©ijas a©entüra ir tikko dzimusi… Ja mums, tåpat kå
lietuvießiem, pékßñi rastos viena jauna absolüti ©eniåla luga,
vai to bütu rakstîjis skolnieks, vai pensionårs no Balviem, tas
tülît taptu zinåms. Es nezinu, kas tas ir – a©ents, nekad ar tå-
du neesmu tikusies. Neskatoties uz to, visas lugas, kas turk-
låt ir sarakstîtas dzejå, teåtros ir pieñemtas un uzvestas.
Ingmårs Çaklais: Latvijas Dramatur©ijas a©entüras direktors:
A©entüra, novértéjot situåciju, kåda ßobrîd Latvijå paståv, ir
sapratusi, ka tå neko a©entét vél nav spéjîga. Latvijå tießåm
visi viens otru pazîst, kas ir labi un slikti vienlaikus: ir lietas,
ko tåpéc ir vieglåk pamanît un ir lietas, ko tießi tåpéc nepa-
mana. Kå rîkojas autors? Laimîgi iedod savam reΩisoram lu-
gu. Bet otrs piemérs ir Måra. Viña ir atradusi formu, kå ar re-
Ωisoriem sarunåties, tåpéc Mårai ßîs problémas nav. Es uz-
skatu, ka tå ir tå tolerance, kas jåiemåcås – reΩisoram sarunå-
ties ar autoru un autoram ar reΩisoru. Runåjot par problé-
måm, – Latvijå nepaståv sistéma, kas palîdzétu ori©inåldra-
matur©ijai nonåkt uz skatuves. Var runåt gan par autortiesî-
båm, gan par citåm jomåm, jo nav jåmeklé, kur nopirkt labu
lugu, ir jåmeklé, kam to pårdot, un tad tu büsi dramaturgs.
Audronis: At¬außos nepiekrist tam, ko teicåt, ka visi viens ot-
ru pazîst, tas ir sava veida stereotips, kurß ierobeΩo reålu
jaunradi. Ir noslégts loks, kurå reti parådås jauni cilvéki. To-
mér Eiropas prakse råda, ka jauniem dramaturgiem paßas la-
båkås ir tießi pirmås lugas. Íie jaunie autori var parådîties no
pavisam cita slåña, kas nav saistîts ar teåtri, un lîdz ar to pa-
zust nepamanîti. ReΩisoram vajadzétu büt tådam, kurß var
iedroßinåt vai iedvesmot dramaturgu, jo måksliniekam, lai
viñß strådåtu, ir vajadzîga atsaucîba. Situåcijai vajadzétu büt
tådai, lai dramaturgu iedvesmotu doma, ka tas, ko viñß raks-
ta, vienkårßi nepaliks viña rakståmgaldå, ka paståv iespéja ßai
lugai nok¬üt uz skatuves. 
Bañuta: Es labi pårzinu situåciju Latvijå un esmu saskårusies
ar vairåkiem stereotipiem. Pirmais stereotips – ka visi viens
otru pazîst. Otrais – Rîga ir påråk maza, lai tajå vispår kaut
kas notiktu. Un treßais ir uzskats, ka latvießu dramatur©ija ir
slikta. Neatkarîgi no tå, cik a©entürå bütu ori©inåldarbu – kaut
vai 900 – tie tik un tå visi büs slikti, izñemot tos, kuru autori
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jau mirußi. Nedaudz par pieredzi Kanådå. Arî tur situåcija bija
lîdzîga – visi kanådießu dramaturgi automåtiski tika uzskatîti
par sliktiem. Bez ßaubåm liela da¬a no viñiem patießåm rakstî-
ja slikti, taçu kaut kådå veidå vajadzéja rast risinåjumu. Parå-
dîjås cilvéks, kurß fanåtiski aizståvéja domu, ka jebkas, kas
tiek uzrakstîts, ir jåiestudé. DiemΩél Kanådå nav a©entüru sis-
témas, taçu, ja a©entüra strådå tikai ar gataviem darbiem, pa-
beigtu lugu, nerodas labs teåtris. Tas rodas tådu cilvéku vidü,
kas izprot teåtri un ir tajå iekßå.
Måra: DiemΩél Latvijå pat man, kurai ir tießåm ¬oti labas attie-
cîbas ar teåtriem, nekad nav bijusi tå laime kopå ar teatrå¬iem
strådåt pie manas lugas. Es bütu laimîga, ja kåds ñemtu ma-
nu tekstu un teiktu: ßinî vietå kaut kas nav îsti izdevies. Man
nekad neviens nav palîdzéjis neviena teikuma uzrakstîßanå. Es
neesmu no teåtra ßådu palîdzîbu sañémusi, lai gan ¬oti vélé-
tos. Labåkais piemérs manå pieredzé ir bijis, kad teåtris teica:
més gribam, lai tu mums uzraksti lugu apméram par to un to.
• Kåds no zåles: Kåda ir probléma, kåpéc ßis mehånisms ne-
darbojas?
Måra: Esmu ievérojusi, ka ßai festivålå, arî ßajå diskusijå pie-
dalås maz lielo teåtra reΩisoru. Man ir tåda sajüta, ka, varbüt
izñemot daΩus tießåm ¬oti radoßus, jaunus teåtra kolektîvus,

VADA: 
Hanna Hurciga – teåtra kriti˚e, festivålu direktore / Våcija
PIEDALÅS REÛISORI:
Regnårs Vaivars / neatkarîgs reΩisors / Latvija
Bens Íarka / teåtris Gliukai / Lietuva
Nikolajs Roßçins / radoßå apvienîba Mu¬˚u ku©is / Krievija
Viesturs Kairißs / Jaunais Rîgas teåtris / Latvija

Hanna Hurciga: Íovakar daudz problému. Es såku ßo rîtu
pulksten desmitos diskutéjot, péc tam noskatîjos çetras teåtra
izrådes, tagad atkal ir saruna par teåtri. Nåkamå probléma ir
tå, ka pie galda séΩ tikai reΩisori, kuriem diemΩél nepatîk
runåt par darbu un vél mazåk patîk runåt citam ar citu:
Viesturs Kairißs un Regnårs Vaivars no Latvijas, Nikolajs
Roßçins no Maskavas. Íajå kréslå jåséΩ lietuvießu reΩisoram
Benam Íarkam. Iespéjams, ka viñß atnåks vélåk. Såkumå
reΩisori tiks stådîti priekßå, un es mé©inåßu uzdot viñiem
daΩus jautåjumus. Katrs runås aptuveni desmit minütes, tad
büs vispårîgi jautåjumi, kas varétu büt interesanti visiem. Péc
tam – jüsu jautåjumi. 
Såksim ar Regnåru (Vaivaru – sast.), jo viñam mugurå vis-
skaiståkais mételis. Regnårs ir aktieris un reΩisors, måcîjies
pie Pétera Krilova. Daudzi ßodien noteikti redzéja Vecåko
délu, kas mani ¬oti pårsteidza, jo pirms diviem gadiem bija
redzétas divas gluΩi citåda stila izrådes. Ja paskatåmies uz
izvélétajiem autoriem – viñß iestudéjis Û. Ûené, L. Kerolu, O.
Vaildu. Tas, ko es redzéju, bija popmåksla. Slidojoßas sievi-
etes, apgleznotas ar brîniß˚îgiem ziediem, multimediåls ßovs.
Bija skaistumkaralienes, aktieri uz skatuves uzvedås kå popz-
vaigznes. Kad sastapos ar viña skatuves darbiem, nodomåju:
“Tas büs viens no tiem, kurß mé©inås uznest popmåkslu uz
skatuves”. Íodienas iestudéjums bija pilnîgi citåds. Tå bija
izråde, kurå galvenais bija attiecîbas starp aktieriem rüpîgi
izstrådåtå ståstå. 
• Pirmais jautåjums: Vai tås ir meΩonîgå perioda beigas vai
“sliktå zéna” gals? Drîkst arî atteikties atbildét uz jautåjumu.
Regnårs Vaivars: Né, kåpéc?! Es gan negribu runåt tik daudz
par beigåm vai såkumu, jo patiesîbå nekad nekas nav ticis
darîts tåpéc, ka tas bütu kaut kåds periods, vai tåpéc, ka
esmu tåds zéns vai citåds. Es varu vienîgi minét savas

kopumå Latvijas lielie teåtri ir samérå stîvi un neprot atrast
kontaktu ar autoriem.
Volcano: Tas skan ßausmîgi, ka luga tiek pasütîta. Tå ir necie-
ßama elle dramaturgiem un aktieriem. Kurß domås par skatî-
tåju?
Bañuta: Pirmo reizi, kad pati biju reΩisore, man tas patika,
més kopå ar aktieriem pårrakstîjåm lugu. 
Måra: Man ir jåpiekrît, ka ßådå veidå måksla nevar tapt, jo
pirmais nosacîjums ir tas, ka måkslu nevar radît no tå, ko
skatîtåjs gaida. Måkslu var radît tießi no tå, ko skatîtåjs negai-
da. No otras puses, bütu ¬oti interesanti noskaidrot cilvéku
stereotipus, ko viñi grib un vélas redzét teåtrî, un tad parådît
kaut ko tådu, ko negaida. Es lielå mérå piekrîtu, ka lielu måk-
slas darbu nav iespéjams pasütît. Man ir bijußi divi pasütîju-
mi, ko es drîzåk vélétos nosaukt par uzaicinåjumu uz sadar-
bîbu.Vienå gadîjumå tas bija Dailes teåtris, kas man piedåvåja
komponistu un ¬åva man pilnîgi brîvu filosofisku un tema-
tisku, bet ne Ωanrisku izvéli. Tie bija MeΩa gulbji. Otrs bija uz-
aicinåjums uz sadarbîbu ar Liepåjas teåtri ar rokoperu
Kaupén, mans mî¬ais!. Ir zinåmas priekßrocîbas tad, ja tu zini,
kam raksti. Citiem vårdiem, tas stimulé, palîdz, rosina iztéli,
bet esmu saglabåjusi radoßo neatkarîbu.

nåkotnes ieceres, kuras plånots realizét nåkamås sezonas
beigås. Pirmå no tåm ir Nezinîtis uz Méness. Tas ir ieceréts
Dailes teåtrî uz lielås skatuves*. Es daudz nerunåßu par ßo
izrådi, gribu minét tikai to, ka scenogråfs büs Andris
Freibergs. Esmu ieceréjis pieaicinåt multimediålu måkslinieku
Maiku Hencu no Hamburgas. Gaismotåja büs Sandra
Markrofta – meitene no Toronto.
H.Hurciga: Tåtad tå büs bérnu izråde. 
R.Vaivars: Jå!
H.Hurciga: Ir pårsteidzoßi, ka jaunie reΩisori Latvijå divu gadu
laikå veikußi tik daudz siΩetiski atß˚irîgu projektu daΩådos
Ωanros. Våcijas jaunie reΩisori to spétu varbüt desmit gados. 
R.Vaivars: Jå, ir bijusi multimediju izråde, ßovi, klasiskas
izrådes, büs arî bérnu izråde. Tå ka daΩådîbas pietiek. 
H.Hurciga: Kåpéc bérnu luga?
R.Vaivars: Patiesîbå ir noticis tåpat kå vienmér. Es vienkårßi
gribu to taisît, tas arî viss. Tießi tåpat bija ar Vecåko délu. Tas,
ka izråde tapusi tagad un tas, ka tå ir tåda, kåda tå ir, faktiski
ir sakritîba. Tas nav nekåds periods. Es jau sen domåju par
ßo izrådi, patiesîbå man tå bija dzi¬i sirdî. Ja runåjam, kåpéc
bérnu izråde, – man vienkårßi patîk, es gribu to darît. Turklåt,
pirms ieståjos Kultüras akadémijå, esmu nedaudz darbojies
ar lellém teåtrî Kabata. Es jütu, kå tießi ßobrîd pietrükst Latvi-
jas bérniem. Tas patießåm ir aktuåls teåtris. Domåju, ka bérni
ir pelnîjußi, lai viñiem råda kvalitatîvas izrådes. Tåds ir vienî-
gais iemesls.
H.Hurciga: Par autoriem. Var atrast sakarîbu starp Û.Ûené,
O.Vaildu un L.Kerolu, ja més atceramies, Kerols bija pedofils.
Bet ir arî pavisam atß˚irîga izvéle, pieméram, Gorans Stefa-
novskis. Kå pie tevis atnåk teksts? Vai tu par to runå ar drau-
giem, varbüt tev ir kåds pazîstams dramaturgs, kurß speciåli
lasa darbus un tev iesaka? Kå autori atnåk pie tevis? Kå tu iz-
vélies?
R.Vaivars: Tå kå es nevaru lepoties ar paradumu lasît daudz
lugu un literatüras, tad mans izvéles lauks nav tik plaßs, kå
gribétos. Tå vairåk ir mirk¬a sakritîba. Ir lietas, par kuråm es
gribu runåt, un es pieméroju tam tekstu. Tåpéc zîmîgi ir tas,
ka gan Baltås laulîbas, gan Salomi es nolému iestudét tad, kad
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S es nebiju ßîs lugas lasîjis. Attiecîbå uz Baltajåm laulîbåm – biju
dzirdéjis Silvijas Radzobes komentåru par igauñu iestudéju-
mu, par Salomi man vienkårßi pateica, ka tas ir kaut kas labs.
H.Hurciga: Vai materiåla atlase notiek, analizéjot, kå pietrükst
Latvijas teåtrî? Teiksim, nav multimediåla projekta, tåtad tåds
ir jåtaisa. Nav bérnu lugas, jo bérnu teåtris ir gandrîz miris,
tad jåtaisa tas. Vai te nav telpas bérnu teåtrim? Es zinu, ka
Latvijå ir uzskats, ka bérnu teåtri reΩisét ir vieglåk nekå ßovu?
Vai tu analizé sabiedrîbu, redzi to, ka nepiecießama bérnu
izråde, un tad to veido? 
R.Vaivars: Né, tas tå nenotiek. Varbüt es nedaudz pårcentos,
runåjot par Nezinîti uz Méness un bérnu teåtri. Tas man deva
spéku noticét tam, ka es patießåm gribu taisît bérnu izrådi, jo
patiesîbå ir ¬oti daudz literårå materiåla, kas man patîk, bet
tas vél nenozîmé, ka es visus cenßos iestudét. Tas tießåm ir
saistîts ar to, ko es tai brîdî vélos darît. 
H.Hurciga: Pédéjais jautåjums. Kåds be¬©u reΩisors ir teicis,
ka visi reΩisori ir g¬évu¬i, kuri izturas kå Napoleoni. Vai tu
varétu definét, kas ir reΩisors? 
R.Vaivars: Es absolüti piekrîtu. Jüs redzat, ßis mételîtis… Un
viss påréjais… Kas tad tas ir?
Bens Íarka
H.Hurciga: Bens Íarka ir no Lietuvas, no Klaipédas. Joks ir
tåds, ka broßüriñå par festivålu ir rakstîts, ka reΩisors ir
dzimis 1987. gadå, beidzis måcîties augstskolå 1987. un arî
savu teåtri izveidojis 1987. gadå. Tåtad jüsu priekßå ir ¬oti
jauns cilvéks. 
Viñß vada neatkarîgu teåtra grupu Lietuvå. Es jautåju viñam,
kur viñß strådå, un atbilde bija – 5 metru istabiñå. Tåtad tas ir
arî virtuves teåtris. Viñß uzskata, ka publikai jånåk pie aktiera,
nevis aktierim pie publikas. Izrådes notiek visdaΩådåkajås
vietås, kur vien tas iespéjams. Parasti – ¬oti tuvu skatîtåjiem.
Reiz bija izråde 700 skatîtåjiem, tad tika radîts 5 metru
paaugstinåjums, skatîtåjiem bija jåskatås uz augßu. Izrådé, ko
redzéju ßai festivålå, bija viltus transvestîts, viltus melnå-
dainais, daudz îstas uguns un üdens, un tå bija improvizåcija
aktieru starpå. To varétu salîdzinåt ar fluksusa (fluxes)
kustîbu, kas bija Eiropå pirms daΩiem gadiem. Teåtris ir påre-
ja citå pråta dimensijå. Un, ja mé©inåtu paskaidrot, kas tas ir,
tas bütu nomadu, çigånu, ebreju stila teåtris. Klejotåju cilßu
teåtris. Tad mans pirmais jautåjums bütu – vai viñß patießåm
izmanto teåtri kå patiesîbas izpétes lîdzekli? Tas ir bütisks
jautåjums.
B.Íarka: Es domåju, ka tå nav taisnîba. Més rådåm vienalga
kam, rådåm to, kå lietas rüpéjas par kådu. Més neveidojam
bérnu izrådes. Bérni vienkårßi nåk. Nåk daΩådi cilvéku tipi:
konservatîvi cilvéki, vecåki cilvéki, citådi cilvéki. Nav svarîgi,
kådi. Varbüt bérni saprot labåk. 
H.Hurciga: Es sajutu, ka tavas izrådes pamatå ir aktieru
improvizåcija – eksperimentåls process ko tu vadi?
B.Íarka: Es domåju, ka tur nav improvizåcijas. Pamatdoma ir
tåda, ka improvizåcija nav improvizåcija. Nekas nav jåim-
provizé. Nav nejaußu lietu, nav nejaußîbu.
H.Hurciga: Es mé©inu saprast. Vai tådå gadîjumå tavu teåtri
var nosaukt par k¬üdu teåtri?
B.Íarka: Ko més varam pateikt par nonsensu? Vai tå ir k¬üda,
vai nav? D. Harmss ir teicis: “Mani interesé tikai nonsenss”.
Es varu pateikt vélreiz to paßu.
H.Hurciga: Mé©inåßu uzdot ¬oti vienkårßu jautåjumu: kå tu esi
izdzîvojis? Cik gadus jau tå? Piecpadsmit gadus tu veido ßåda
tipa teåtri, un esi izdzîvojis tådå mazå pilsétå kå Klaipéda.
B.Íarka: Tas nav “tåds teåtra tips”. Tas ir vienkårßi intere-
sants process, kas notiek ar mani. Jüs redzéjåt tikai divas iz-
rådes, tas nav tas pats, ko més darîjåm agråk. 
H.Hurciga: Un ar ko jüs nodarbojåties agråk?
B.Íarka: Ar to paßu, bet teåtris eksisté tikai vienu, divas
stundas. Izråde ir beigusies, un teåtra vairs nav. Un kas tad ir
teåtris? Tikai tas mirklis, kurå kaut kas notiek.
H.Hurciga: Es nepiekrîtu, jo, lai izråde notiktu, ir jåsatiek cil-
véki, ir jårunå par to. Jums ir jåbüt telpai, naudai, idejåm, jå-
atrod teksts vai neteksts. Ir daudz darba vél pirms tåm divåm
stundåm, kad notiek izråde.

B.Íarka: Ja kåds teåtris nomirst, telpas vai naudas trükuma
dé¬, tad tå tam jåbüt. Tå tådam teåtrim arî vajag. Tas ir tåpat
kå mîlestîbå. Ja nebüs sievietes, ko mîlét, nebüs arî mîlestî-
bas. Samuraji mîléja tås sievietes, kuras paßas nezinåja, ka
tiek mîlétas. 
H.Hurciga: Esmu nedaudz pårsteigta, bet, cik saprotu, tavs
teåtris ir kaut kas, kas notiek tikai tagad – tajå laikå, kad tas
notiek. Tå ir?
B.Íarka: Jå, protams. Tas var vairåk neatkårtoties, dîvaini,
bet tomér atkårtojas. 
H.Hurciga: Vai tev ir definîcija, kas ir reΩisors? Varbüt pasaki,
ko tu darîtu, ja nebütu reΩisors?
B.Íarka: Es varétu büt zaglis. Es domåju, ka labi zag¬i ir tie,
par  kuriem neviens nezina, viñus nevar no˚ert. 
H.Hurciga: Pieñemts.
Nikolajs Roßçins
H.Hurciga: Tagad es gribétu vérsties pie Nikolaja Roßçina
kunga. Íodien redzéju jüsu izrådi, un jåsaka, ka biju ¬oti
pårsteigta. Péc tam runåju ar Debiju centra direktoru, kurß
paståstîja, ka ßis ir jüsu pirmais iestudéjums. Skatoties izrådi,
es redzéju cilvéku grupu, kura attîstîjusi noteiktu stilu un
strådåjusi pie tå ¬oti, ¬oti ilgi. 
N.Roßçins: Jå, més ilgi strådåjåm.
H.Hurciga: Jüs pabeidzåt akadémiju, un visa aktieru grupa
kopå kådu laiku strådåja Maskavas Jaunatnes teåtrî.
N.Roßçins: Jå, gadu més nostrådåjåm tur, péc tam visi kopå
aizgåjåm.
H.Hurciga: Jüs aizgåjåt, lai dibinåtu savu trupu. Vai ßis ir pir-
mais jüsu darbs sadarbîbå ar Debiju centru?
N.Roßçins: Jå.
H.Hurciga: Kå jüs strådåjat ar savu trupu? Pagaidåm més
neko daudz par jums nezinåm.
N.Roßçins: Ío darbu aizsåkåm treßajå kurså, kad vél kopå
måcîjåmies institütå. Tad nebija neviena reΩisora – aktieri paßi
saceréja etîdes. Pédéjå, ceturtå kursa laikå iesåkto novedåm
lîdz rezultåtam. Darba metode? Radoßå kolektîvisma metode. 
H.Hurciga: Tomér jüs skaitåties ßîs izrådes reΩisors.
N.Roßçins: Vienå darba posmå es såku visu apkopot, virzît
uz vienotu veselumu.
H.Hurciga: Arî izrådé jüs spéléjåt “sliktå puißa” lomu – to,
kurß piespieΩ citus kaut ko darît. 
N.Roßçins: Man likås, visiem tas patika…
H.Hurciga: Katalogå rakstîts, ka izråde tapusi Bosha un
Brége¬a gleznu iespaidå. 
N.Roßçins: Patiesîbå gleznas parådîjås daudz vélåk nekå
izrådes stils. Tå atmosféra, kuru gribéjåm radît, asociéjås un
iezîméjås kå Brége¬a un Bosha gleznu pasaule.
H.Hurciga: Vai paståv iespéjas arî turpmåk attîstît ßo darba
stilu ar tiem paßiem cilvékiem, jo tas ir grupas, kolektîva
radîts rezultåts. 
N.Roßçins: Més turpinåm strådåt.
H.Hurciga: Bütu interesanti dzirdét, kå cilvéki ßajå zemé var
izdzîvot, kå var iegüt finanséjumu. Vai tå ir Kultüras ministri-
jas palîdzîba, kådi fondi, sponsori? 
N.Roßçins: Müsu grupa paßlaik atrodas un mé©ina Debijas
centrå. Viss ar ßo jautåjumu saistîtais ir ¬oti, pat påråk
sareΩ©îts.
H.Hurciga: Tomér jüs vélaties tå turpinåt? Nevis strådåt kådå
teåtrî vai büt tikai aktieris vai reΩisors pavisam citos
apståk¬os? 
N.Roßçins: Tur taçu ir tießi tås paßas problémas! Pie tam vél
tur ir neinteresanti.
H.Hurciga: Tå ir Rietumeiropas tendence – reΩisori,
pieméram, Pîters Bruks vai Jans Fabro, ne mazåk kå desmit
gadus ir strådåjußi ar vienu komandu – ar tiem paßiem
aktieriem, scenogråfiem, müzi˚iem, gaismotåjiem. Viñi
pakåpeniski ir attîstîjußi savu specifisko stilu, kuru ßodien
redzam izkoptu lîdz pilnîbai. Vai ar jums arî tå varétu notikt?
N.Roßçins: Ja radoßa grupa ilgu laiku strådå vienå un tajå
paßå saståvå, saskarsmes un attiecîbu lîmenis k¬üst dzi¬åks
un cießåks. Tad saruna notiek nevis profesionålå valodå, bet
citå, daudz smalkåkå lîmenî.
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H.Hurciga: Jå, tie ir pavisam pretéji, atß˚irîgi ce¬i, talants. Büt
reΩisoram, kurß strådå daΩådos teåtros, daΩådos stilos un ar
daΩådu materiålu, vai reΩisoram, kurß attîsta sev vien rak-
sturîgu stilu, turklåt kopå ar savu komandu. 
N.Roßçins: Kamér mums ir interesanti vienam ar otru, tikmér
més esam kopå. Ja apniksim cits citam, tad izß˚irsimies. 
H.Hurciga: Jüsu domas, jüsu definîcija – kas ir reΩisors? 
N.Roßçins: Pirmkårt, reΩisoram jåbüt radoßam lîderim, kurß
spéj iedvesmot. Ir skumji, ja tå ir tikai profesija. 
Viesturs Kairißs
H.Hurciga: Vél viens Latvijas Kultüras akadémijas absolvents,
kurß måcîjies pie pasniedzéja Pétera Krilova. Taçu pirmå inte-
rese acîmredzot bija kino, un tikai péc tam teåtra reΩija. Tad
notika strauja attîstîba. Péc akadémijas beigßanas radås
Nepanesamå teåtra artelis, kuru nodibinåja trîs ¬oti atß˚irîgi
cilvéki, kas varbüt cits citam pat îpaßi nepatika un kuriem bija
pagrüti strådåt kopå. Tagad Gatis Ímits ir aizbraucis uz
ˆurjorku. DΩ.DΩ. DΩilindΩers joprojåm nodarbojas ar reΩiju.
Bet grupa – trîs cilvéku vienîba, kas kopå darbojås un mekléja
kopîgu naudu projektiem, – izjuka apméram péc gada.
Viesturs Kairißs pirms diviem gadiem iestudéja E.Sabato Tu-
neli, kur uz skatuves bija tikai pieci aktieri. Íovakar Jevgeñijå
Oñeginå uz skatuves bija 70 cilvéku. Våcijå nekas tåds nebütu
iespéjams. Jauns reΩisors, kurß iestudéjis piecas izrådes, ne-
kad nesañemtu piedåvåjumu operå iestudét Jevgeñiju Oñegi-
nu. Viesturs vél ir iestudéjis kådu visiem labi zinåmu Rüdolfa
Blaumaña lugu, kura ir tåds kå tautas bestsellers. Nav iespé-
jams salîdzinåt. Varbüt var salîdzinåt ar Faustu Våcijå. Tå ir
luga, kas ir iestudéta neskaitåmas reizes, un tå jåskatås vis-
maz reizi gadå. Un jautåjums: kåpéc tu, ellé, izvéléjies ies-
tudét tik tradicionålu lugu. Kåpéc tu to iestudéji pilnîgi
atß˚irîgi no visiem påréjiem? 
V.Kairißs: Es to neiestudéju ellé, bet Jaunajå Rîgas teåtrî. Tas
bija sen, un man ir grüti atceréties, kad tas ienåca pråtå. Es îpa-
ßi par to nedomåju. Vienreiz izdomåju un… Vélåk tas attîstîjås,
man nebija domas graut tradîcijas. Svarîgåk ir paßam aizrauties.
Tas bija apméram tåpat, kå es parasti strådåju. Lielas atß˚irîbas
nebija.
H.Hurciga: Tåtad tu tikai pievienoji tükstoßkårt iestudétai izrå-
dei vél vienu versiju? Tas nav ticami!
V.Kairißs: Tas patießåm tå ir. Tas ir neticami. Tas varétu büt
neticami.
H.Hurciga: Kas mainîjies kopß darba pie kamerizrådes un pirma-
jåm idejåm? Kas notika, ka tu attîstîjies tik strauji, ka tu ßobrîd
vari strådåt jebkurå teåtrî, arî operå. Kåpéc notika tåds léciens?
V.Kairißs: Mainîjies nav nekas. Arî trupa palikusi tå pati, es
vienkårßi sekoju aktieriem uz Jauno Rîgas teåtri. Principå es
dzîvé apzinåti neko neesmu mainîjis. Arî opera ir tepat, diez-
gan tuvu mums. ‰rti strådåt. 
H.Hurciga: Es uzskatu, ka tomér ir lielas pårmaiñas. Tas ir

VADA:
Zane Kreicberga –HN’99 programmas koordinatore, reΩisore
/ Latvija
Ilze Rudzîte – HN’99 sabiedrisko attiecîbu menedΩere, aktrise / Latvija
PIEDALÅS:
Hanna Hurciga –teåtra kriti˚e, festivålu direktore / Våcija
Kriss Torçs – producents, organizåcijas Intercult vadîtåjs /
Zviedrija
Silvija Radzobe – teåtra kriti˚e / Latvija
Valda Çakare – teåtra kriti˚e / Latvija
Anda Burtniece – Ωurnåla Teåtra Véstnesis redaktore / Latvija

Normunds Naumanis – laikraksta Diena korespondents, teå-
tra kriti˚is / Latvija
Péteris Krilovs – festivåla Homo Novus direktors, / Latvija
Alvis Hermanis – Jaunå Rîgas teåtra måkslinieciskais
vadîtåjs, reΩisors / Latvija
Anna EiΩvertiña – studijteåtra Skatuve direktore, reΩisore,
Latvijas Kultüras akadémijas pasniedzéja / Latvija
Ilze K¬aviña – HN’99 kataloga redaktore, teåtra kriti˚e / Latvija
Latvijas mediju pårståvji, Ωurnålisti, interesenti
Zane Kreicberga: Gribétos, lai diskusija veidojas kå saruna
par iespaidiem, ko ßî nedé¬a ir devusi vai atñémusi. Més ßo-

neticami, kas ar tevi ir noticis ßajos divos gados! Cik es zinu,
nåkamå opera ir Mocarta Burvju flauta. Un tålåk? Jaunam
operas reΩisoram iestudét Burvju flautu – tas ir sapnis, ko va-
rétu îstenot kådreiz, varbüt péc divdesmit pieciem gadiem,
bet tu jau tagad to visu divu, trîs gadu laikå… Ko tålåk? Es
esmu ßokéta!
V.Kairißs: Es nesapratu jautåjumu. Kas tålåk? Es ¬oti ceru, ka
manas cilvéciskås rezerves izrådîsies tik tålas vai dzi¬as, vai
interesantas, ka tikai tad es såkßu strådåt.
H.Hurciga: Tåtad Mocarts ir tikai izmé©inåjuma process ce¬å
uz augståku lîmeni.
Vakar es satiku Måru Zålîti un teicu viñai, ka ießu tikties ar
jaunajiem reΩisoriem. Prasîju, ko lai viñiem pajautå? M.Zålîte
ir dzejniece, un dzejnieki, kå zinåms, savus jautåjumus uzdod
¬oti vienkårßi un precîzi. Måra Zålîte man ieteica uzdot jautå-
jumu, uz kuru viñi var atbildét ar jå vai né. Vai Dievs ir?
V.Kairißs: Nav îpaßi gudri apßaubît Dieva esamîbu ar tådiem
jautåjumiem. Bet ßis ir tåds poétisks jautåjums, uz to bütu
jåsniedz poétiska atbilde. Un tådas man nav. Es domåju, ka
més nerunåsim, vai Dievs ir vai nav.
H.Hurciga: Varbüt kåds no klåtesoßajiem vélas ko pajautåt? 
V.Kairißs: Man ir viens jautåjums Hannai (Hurcigai – sast.).
Vai viña Latvijas reΩisorus uzskata par rietumu vai tomér aus-
trumu reΩisoriem? Jå vai né?
H.Hurciga: Jå?!
H.Hurciga: Nevienam nekas nav jautåjams? Krilova kungs
saviem studentiem neko nevélas pajautåt?
Péteris Krilovs: Jautåjums par Dievu nav nekåds poétiskais
jautåjums.
V.Kairißs: Varbüt més varétu runåt par saturu, nevis par
formu? Íis jautåjums bija forma, nevis saturs, jo tas, pro-
tams, nav poétisks jautåjums. 
P.Krilovs: Nevar vienmér uzskatît, ka tas, ko cilvéki dara, vai
arî – paßam nevajag uzskatît, ka tas, ko pats dari, ir
svarîgåkais pasaulé, jo tas ne vienmér ir påråk veselîgi.
H.Hurciga: Ko tießi jüs domåjat?
P.Krilovs: Es to domåju saistîbå ar savas pozîcijas noskaidro-
ßanu. Tas ir jåuztver vai nu ar humoru, vai… Vieglåk ir veidot
normålu distanci, varbüt paßam értåk – var paskatîties uz sevi
no malas.
H.Hurciga: Tas ir padoms, ieteikums visiem?
P.Krilovs: Ne visiem, bet tas ir tas, ko saviem studentiem
médzu bieΩi teikt. 
H.Hurciga: Ja tas ir padoms, tad jüs esat ¬oti laimîgs cilvéks,
jo daudzi jaunie reΩisori taçu ir jüsu studenti. Tas ir ¬oti noslé-
pumaini. Kas ir ßajå cilvékå, kas viñå ir tåds, ja viñß måcîjis
visus ßos jaunos cilvékus? Runåjot par distancéßanos no tå,
kas tu esi, es iedomåjos, ka varbüt jüs nåkat no kino, nevis
no teåtra, un tas ir tas noslépums.
P.Krilovs: Hanna jau runå kå tradicionåls latvießu kriti˚is.
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skatot ainu kopumå, mé©inot neatdalît latvießu izråΩu
programmu no årzemju izrådém.
Ilze Rudzîte: Vélamies dzirdét Latvijas teåtra kriti˚u viedokli.
Kådam turpmåk jåbüt Homo Novus un kå tålåk attîstîties
latvießu teåtrim – kå tam trükst, kam vajadzétu mainîties. Vai
latvießu teåtrî pietrükst tådu izråΩu, kådas publika ir atradusi
festivåla årzemju programmå? 
Z.Kreicberga: Vakar satiku kådu no müsu aktrisém, kas bija
redzéjusi vairåkas årzemju izrådes, un pirmo reizi es piere-
dzéju, ka par vienu izrådi kolé©u starpå var büt tik daΩådi
viedok¬i. Manupråt, tå ir viena no ßî festivåla vértîbåm, ka tiek
provocéti daΩådi viedok¬i, ka izrådes ir tik atß˚irîgas. Es uz-
skatu, ka visas izrådes savå ziñå ir vértîbas. Jautåjums ir par
to, kåds veidojas kopéjais piedåvåjuma kokteilis. Vai Homo
Novus ir kaut kas vienots, vesels? Varbüt tie ir atseviß˚i, ap-
ziñå it kå saß˚îdußi fragmenti?
Silvija Radzobe: Katrs no uzdotajiem jautåjumiem var büt
pamats atseviß˚ai diskusijai. 
Paståstîßu to, kas man, pirmos iespaidus apkopojot, liekas
vissvarîgåkais. Pirmkårt, noskatoties septiñas ßî festivåla
izrådes un izlasot ¬oti interesanto bukletu, es nonåcu pie
jautåjuma – vai un ko nozîmé jaunais festivåla formuléjumå.
Tåtad – jaunå teåtra festivåls. Manas domas lielå mérå sakrît
ar Pétera Krilova bukletå teikto, ka jaunais tießå veidå ne-
nozîmé pasaules teåtra vésturé nebijußas novitåtes. Í˚iet, ka
neko jaunu 20. gadsimta beigås teåtrî nav iespéjams atrast
un radît. Terminu jauns uzskatu kå metafizisku vårdu, kas
varbüt tießi nenozîmé neko, bet tå jégu es saskatu apståklî, 
ka latvießu skatîtåjus ßî neapßaubåmi måkslinieciski
augstvértîgå produkcija varétu izraut no dzi¬å provinciålisma,
kas raksturîgs müsu teåtrim. Parådît to, kå mums pietrükst.
Es pamanîju divas festivåla repertuåra sastådîßanas tenden-
ces, kas karo savå starpå. Viena tendence saistås ar abåm
igauñu izrådém – Çüskas ce¬ß un Peleass un Melizande. Tas 
ir kolosåls, radoßs paraugs latvießu teåtrim, abas ßîs izrådes
bija harmoniskas savå formas un satura vienotîbå, ko mums
Latvijå gadås redzét ne påråk bieΩi. Tås pauda filosofiju, kas
man kå cilvékam, kas dzîvo müsdienu ekståzes un spéka
pasaulé, ir ¬oti svarîga.
Peleass un Melizande îstenoja perfektu simboliskå teåtra
restauråcijas teoriju. Par to lîdz ßim biju lasîjusi tikai teåtra
véstures apceréjumos. Man bija pårsteigums, ka ßî precîzi
restaurétå simboliskå teåtra tradîcija ßodien var büt tik dzîva. 
Runåjot par izrådi Çüskas ce¬ß, jåkonstaté, ka reΩisors
(P.Pedajass – sast.) turpina mîtiskå teåtra valodu, ko viñß tik
brîniß˚îgi aizsåka jau 90. gadu såkumå. Abu ßo izråΩu varoñi
ir kå depersonalizétas figüras, kuras izspélé kådu cilvécei
raksturîgu mîtu – par cilvéka likteña nolemtîbu un samieri-
nåßanos ar to. Íajå samierinåßanås filosofijå, kas krasi
kontrasté ar Latvijas paßreizéjo oficiålo ideolo©iju, es redzéju
lielu spéku un vitålu ener©iju. 
Negatîvo lîniju, kas ir pretrunå pieminétajai festivåla
programmas virzîbai, redzéju tådos uzvedumos kå ma˚edo-
nießu Ve¬u pårnåkßana un Velsas izrådé Pilséta, kas sajuka
pråtå. To, ko parådîja velsießi, manå uztveré var apzîmét ar
60. gadu underground izpausmém. Íådå nozîme latvießu
teåtra vidéjais lîmenis, manupråt, ir augståks. Såpîgåka si-
tuåcija saistås ar Ma˚edonijas Albåñu teåtri. Íajå izrådé tika
skarta arî Latvijå aktuåla téma par nacionålo identitåti, taçu ßî
téma tika risinåta galéji primitîvå teåtra måkslinieciskajå
valodå. Padomju laikå valdoßå ideolo©ija pieprasîja påri
estétiskai kvalitåtei pacelt idejisko primåtu. Íîs izrådes parå-
dîßanås festivåla programmå man ß˚iet nomåcoßa un liek
jautåt, vai tåda ir arî festivåla ideolo©ija. 
Man ir laiméjies redzét ©eniålu izrådi – Çingiza Aitmatova
romåna Un garåka par müΩu diena ilgst interpretåciju Eimun-
ta Nekroßus reΩijå, veltîtu ßai paßai témai – nacionålås iden-
titåtes problémai – ß˚ita zaimojoßi skatîties ßådu primitîvu
priekßnesumu. Bez tam Latvijå pagåjußajå sezonå arî ir tapusi
izråde, kas uzdod ßo paßu jautåjumu, turklåt nebüt ne zemåkå
kvalitåté kå albåñiem. Tå ir izråde Kaupén, mans mî¬ais!, taçu

tai festivåla programmå nebija atradusies vieta. Iespéjams, ka
tådé¬ man pret albåñu izrådi ir tik sakåpinåti negatîva attiek-
sme. Paldies festivåla rîkotåjiem par abåm igauñu izrådém,
par Hedu Gableri un interesanto O.Korßunova izrådi.
Z.Kreicberga: Varbüt kådam ir aizståvîbas runa albåñiem?
Vai varbüt kåds grib atbalstît?
Anna EiΩvertiña: Silvija (Radzobe – sast.) minéja vårdu pro-
vinciålisms. Manå izpratné provinciålisms ir tas, ka cilvéks ne-
mitîgi alkst péc notikumiem. Varbüt tå izpauΩas müsu provin-
ciålisms, ka més gribam notikumu Homo Novus. Tas noti-
kums tomér ir noticis. Man ir tikai viena pretenzija festivåla rî-
kotåjiem – iespéjas noskatîties izrådes nedé¬as såkumå varéja
büt lielåkas, jo ßobrîd viena da¬a apmeklétåju ir spiesti izturét
pédéjo dienu slodzi. Lai arî esmu redzéjusi tikai vienu igauñu
izrådi, man tå festivålå ß˚ita visinteresantåkå, neraugoties uz
to, ka tå iestudéta nedaudz tradicionåli. Izråde ßajå postmo-
dernisma laika putrå izcélås ar savu ©eniålo vienkårßîbu. Festi-
vålam gan attiecîbå uz skatîtåju, gan visu latvießu profesionålo
teåtri ir viena jauka priekßrocîba. Més varam tuvplånå salîdzi-
nåt savu teåtri ar to, ko dara Eiropå.  
Ja runåjam par somu izrådi (Raudas – sast.), tad såkumå ßî
burvîgå sievießu komanda no formas viedok¬a, no cilvécisko
un aktierisko iespéju viedok¬a skañu radîßanas partitürå bija
brîniß˚îga, bet beigås rodas jautåjums – pie kå tas viss no-
nåk, jo lo©iski, ka mani interesé arî satura jautåjums. 
Kad man pårtikußas Eiropas sabiedrîbas pårståvji såk sludinåt
apokalipsi, es såku domåt par to, ka viñiem laikam vienkårßi
nav ko darît. 
O.Korßunova izråde (Shopping & Fucking – sast.) man mé©i-
na ieståstît, ka problémas, kas bijußas senajå Spartå un
Grie˚ijå, jåpace¬ ßodienas Apokalipses lîmenî. Neskatoties uz
brîniß˚îgo aktierspéli, dramatur©iskais materiåls, ß˚iet,
nepace¬as lîdz vispårinåjumam. Bet vienalga labi, ka més to
redzam. Ir lietas, ko latvießu skatîtåji nav redzéjußi, kaut gan
Eiropa tåm jau sen izgåjusi cauri. Mums ßo nißu jaunîbas
dullumå mé©inåja aizpildît Regnårs (Vaivars – sast.), un
varbüt pat estétiskåk. 
Hanna Hurciga:  Es gribétu atgriezties pie albåñu izrådes
(Ve¬u pårnåkßana – sast.). Jüs asi izteicåties par ßo uzvedu-
mu, lietojot vårdu “primitîvs”. Gribétu parunåt par to, kådas
müsdienås ir festivåla funkcijas.
Vai festivålam ir svarîgi savåkt vienkopus tikai labas izrådes
vai arî tas ir notikums, kurå varam iegüt informåciju par val-
stîm, norisém tajås. Albåñu izrådes motîvs ir pañemts no
I.Kadaré, bet tekstu rakstîjis Ωurnålists Teki Dervißi. Tas ir
piesåtinåts ar informåciju par albåñu identitåtes, nacional-
itåtes problémåm. Nepareizs bija konteksts, kådå ßî izråde
tika rådîta. Skatoties izrådi, es nesapratu, par ko tå ir. Tå bija
påråk specifiska, påråk detalizéta tiem, kas zina albåñu prob-
lémas vispårîgå lîmenî. Ja bütu konteksts, ja diskusijå, ievadå
pirms izrådes bütu runåts par ßîm problémåm, tad izrådi bütu
vieglåk saprast. Festivåla loma ir, lai més varétu uzzinåt par
daΩådiem teåtriem daΩådos kultüras kontekstos, un ideja
iek¬aut ßo izrådi programmå bija pareiza, bet konteksts – né.
Man patîk, ka festivåls darbojas vairåkos lîmeños. 
Kriss Torçs: Teki Dervißi nav tikai Ωurnålists, bet arî labi
zinåms albåñu dzejnieks, romånists, arî dramaturgs. 
Ilze K¬aviña: Festivåls jau laikus domåja par albåñu kultüras
konteksta problému un tika veikts izskaidrojoßs darbs: bija
publikåcijas Ωurnålå Rîgas Laiks, bija sagatavota program-
miña, tiesa, tikai latvießu valodå, kurå îpaßi tika skaidrotas
albåñu véstures un kultüras zîmes.  
S.Radzobe: Ir divas gluΩi atß˚irîgas koncepcijas, un tås més
arî pårståvam. Proti, viena ir tåda, kå to formuléja Hanna
Hurciga – festivåls kå daΩådu izråΩu saraksts, otra – festivåls
kå tikai labu izråΩu saraksts. Es runåju personîgi, jo dzîvoju
Latvijå, kur ir tikai viens starptautisks festivåls, un man ¬oti
reti ir iespéjams redzét kaut ko årpus Latvijas, tåpéc ¬oti
gribas festivålu, kur katra izråde ir laba izråde. 
K.Torçs: Ja més salîdzinåm Homo Novus, pieméram, ar kådu
rokenrola grupu, tad nopirkt un klausîties tikai vienu ßîs gru-
pas disku ir garlaicîgi, lai arî tå ir laba grupa. Òoti atzîstami,
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Uka latvießu izrådes ir saliktas kopå ar årzemju izrådém. Notiek

mijiedarbîba. Lielas briesmas paståvétu, ja uz ßådu festivålu
atvestu piecas labåkås årzemju izrådes.
Péteris Krilovs. Es gribu atgriezties pie iepriekßéjås témas,
kas tika aizskarta saistîbå ar Albåñu dråmas teåtri. Més, ik-
dienå nelasot Karla Gustava Junga darbus, vadîjåmies péc
viena no viña principiem. Jo viñß, pretstatot Rietumu filoso-
fiju Austrumu filosofijai, ir norådîjis, ka austrumu cilvéks
nevis saskaita, novérté un saméro haotiski jüras krastå
izskalotus priekßmetus, bet vienkårßi padomå, ko tas varétu
nozîmét, ka ßie daΩådie priekßmeti ir izskaloti jüras krastå.
Kå skatîtåjs es at¬åvos atslégties albåñu teåtra izrådé. Man
radås karsta véléßanås redzét, kå albåñu cilvéki skatås ßo
izrådi savå zemé, kur tå viñiem nozîmé daudz vairåk nekå
més to varam saprast. Tas liek domåt, ka müsu ambîcijas
pret teåtra måkslu ir tåda pati nosacîtîba kå ß˚ietamå albåñu
izrådes teksta nosacîtîba. Es gribétu kaut reizi nok¬üt situåcijå,
kad varétu skatîties kaut ko tamlîdzîgu, starp tiem cilvékiem
un to cilvéku acîm, kuri to ir radîjußi un kuriem tas nozîmé
daudz. Tas mani varétu satricinåt vairåk nekå kåda ekselenta
teåtra izråde, kuru visi ir novértéjußi un atzinußi. 
H.Hurciga: Es gribétu turpinåt par to, kå radît lugai kontek-
stu. Gribu runåt par lugu Shopping & Fucking. O.Korßunovs
ßo lugu uztvéris ¬oti nopietni un pårvértis par nopietnu
dramatisku notikumu. Bet ßî luga faktiski ir komédija. Tas ir
ståsts par britu dzîvi, satîrisks, cinisks skatîjums. Bütu bijis
interesanti noskatîties ßo paßu lugu, iestudétu kådå britu
teåtrî. Tas mums ¬autu vieglåk salîdzinåt, kåda tad ir Rietumu
un Austrumeiropas koncepcija par ßåda veida dråmu.
Festivålam vajadzétu koncentréties uz kådu vienu tému. 
Valda Çakare: Kriss Torçs nupat teica, ja festivåls parådîtu
piecas labåkås Eiropas izrådes, tad bütu visnota¬ garlaicîgi. 
Es par tådu garlaicîbu varétu tikai sapñot, tiesa gan – ar
piebildi, ka tas, kas ir labs vispåréjas atzîßanas lîmenî, varbüt
tießåm ne vienmér ir pats interesantåkais.  
Ío festivålu skatîjos ¬oti utilitåri, salîdzinot ar iepriekßéjo
festivålu, un mé©inåju noformulét, kas ßajå festivålå bija
atß˚irîgs un kas labs. Manupråt, lietderîbas koeficients ßoreiz
bija augståks nekå iepriekßéjå festivålå. Bija vairåk izråΩu, kas
bija apsprieΩamas, par kuråm var diskutét, at¬außos lietot ßo
jau sakompromitéto vårdu – labas. 
Piekrîtu Silvijas (Radzobes – sast.) domai, ka laba bija igauñu
izråde, rosinoßa bija arî somu aktrißu izråde. Viñåm tikai un
vienîgi ar skañas palîdzîbu izdevås izpildît tås funkcijas, kuras
izrådes vizuålie un skaniskie elementi veic kopumå. 
Attiecîbå uz O.Korßunova izrådi, man ß˚iet, ka Korßunovs, bü-
dams spécîga un talantîga personîba reΩijå, jebkuru materiålu
mér˚tiecîgi izmanto savas ideolo©ijas un filosofijas sludinåßa-
nai. Un tå notiek jau vairåku gadu garumå. Korßunovs izman-
tojis britu dramaturga darbu, es ar pårsteigumu no Hannas
(Hurcigas – sast.) uzzinåju, ka tå ir komédija. Arî ßo komédiju
viñß izmanto, lai formulétu müsdienu panåkumu cilvéku jeb
jaunås, uzvaroßås paaudzes ideolo©iju, izré˚inoties ar tiem,
kas, viñupråt, ir vainîgi, proti, ar iepriekßéjo paaudzi. 
Albåñu izrådé cießi sajaucas estétiskas un ideolo©iskas vai
politiskas problémas. Gribétu nepiekrist tam, ko Hanna teica,
ka tå ir iespéja güt informåciju par ßo sabiedrîbu.
Informåcijas güßanai mums ir citi avoti – avîzes, Ωurnåli, un
teåtris tomér ir måksla ar saviem îpaßiem noteikumiem ßîs
informåcijas pasniegßanai. Ja més ßîs izrådes atveßanu uz
Rîgu vértéjam kå solidaritåtes aktu vai Ωestu, kå bija avîzé
rakstîts, tad es negribétu, ka arî latvießu teåtrim ßåds solida-
ritåtes Ωests parådîts, jo tas ir pazemojoßi. 
Un visbeidzot par velsießu izrådi. Man tießåm likås, ka tå ir
tåda rietumniecisku ßtampu kolekcija, runåjot par savas
sabiedrîbas problémåm, proti, aizraußanos ar miskastes
estétiku kå paßmér˚i. Kopumå ßajå festivålå ir daudz tådu
pieturas punktu, kas ir rosinoßi. Tådas man likås abas igauñu
izrådes, somu izråde un savå ziñå arî Korßunova izråde. 
Z.Kreicberga: Tas bija apzinåta provokåcija – izdarît izvéli,
neiespéjams visu redzét un viså piedalîties. Man bija ¬oti
interesanti bija vérot publiku. Ja mums pirms tam bija sajüta,

ka vienîgå publika büsim més paßi un zinåmais cilvéku loks,
kas parasti iet uz izrådém. Òoti patîkami, ka vairåkas îpatnéjas
izrådes, pieméram, Bena Íarkas izråde Carefree teåtrî
Skatuve, atrada savu publiku, vai otrådi – publika atrada ßîs
izrådes. 
H.Hurciga: Årzemju viesi ir atbraukußi apskatîties latvießu
izrådes. Es varu jüs apsveikt ar to, ko més redzéjåm. Biju ßeit
pirms diviem gadiem, un ir pårsteidzoßi, cik daudz izmaiñu
noticis, kådi ir sasniegumi. Òoti skaidri bija redzams, ka jau-
nie reΩisori strådå daΩådås jomås – gan kino, gan multimedi-
jos, gan, iestudéjot müsdienu dramatur©iju un operu. Íådu
situåciju es neesmu novérojusi nevienå citå valstî. 
Jums ir konceptuålists Alvis Hermanis, ir popart'a måksli-
nieks Regnårs Vaivars (izñemot pédéjo iestudéjumu), ir
Viesturs Kairißs, kurß ir pierådîjis, ka viñß var strådåt gan ar
kamerstila iestudéjumiem, kur ir pieci vai septiñi aktieri, gan
operå, kur ir solisti, koris. Jaunajiem reΩisoriem ir zinåms
veids, kå sadarboties ar Rietumeiropu. Regnårs ir uzaicinåjis
Maiku Henzu – vienu no ievérojamåkajiem mediju måkslin-
iekiem. Viesturam Kairißam ir sadarbîba ar Ûanu Kalmanu –
vienu no labåkajiem gaismu måksliniekiem. Attîstîba ir
notikusi ¬oti strauji. 
I.Rudzîte: Vai Hanna (Hurciga – sast.) varétu kopumå rakstu-
rot latvießu izråΩu stilu, attîstîbas virzienus dramatur©iskå
materiåla izvélé.
H.Hurciga: Es atsakos raksturot ßådas tendences, jo nevar
apgalvot, ka ir kaut kas vienojoßs ßo reΩisoru darbîbå. Tas, kå
strådå Viesturs Kairißs un Alvis Hermanis, nav salîdzinåms, jo
viñu koncepcijas un darbs ar aktieriem, ar dramatur©isko
materiålu ir radikåli atß˚irîgi. Viñi neizvélas tikai müsdienu
lugas. Viñi darbojas daΩådås jomås. Lîdz ar to neviens no
viñiem negribétu apgalvot, ka pårståv noteiktu koncepciju. 
K.Torçs: Ja més runåjam par kådu vienotu tendenci, tad tå
varétu büt virzîba uz daudzveidîbu, un katrs no ßiem
reΩisoriem apliecina savu individualitåti. Arî materiålu izvéle 
ir ¬oti daudzveidîga. Ir vél viena tendence, kuras man ¬oti
pietrükst Zviedrijå. Auditorija ieintereséti seko lîdzi ßiem
jauninåjumiem. Zviedrijå skatîtåji netiek lîdzi novatoriskåm
tendencém.
Alvis Hermanis. Es gribu izståstît anekdoti par vienu no bi-
jußajiem ASV prezidentiem DΩeraldu Fordu. Viñam bija prob-
lémas ar koordinåciju. Tas izpaudås tå, ka viñß nevaréja vien-
laicîgi koß¬åt koß¬åjamo gumiju un staigåt. Viñam bija jåap-
séΩas. Koordinåcija starp emocijåm un pråtu, skatoties un
vértéjot izrådes, ir bütiska. Ja runåjam par pråtu, tad es
arvien vairåk müsdienu teåtrî izjütu konteksta nozîmi. Tåpéc
es lügtu nejaukt kontekstu ar konjunktüru. Bet, ja var runåt
par kaut ko kopîgu starp mani, Regnåru un Viesturu, – més
visi, atß˚irîbå no vecåkås paaudzes, cenßamies strådåt
pasaules teåtra kontekstå. Bet Eiropas konteksts tas nav tas
pats, kas Eiropas vai festivålu konjunktüra. Tåpéc es jaunås
paaudzes latvießu teåtra prakti˚u vårdå gribu pateikties
festivålam Homo Novus. Vizuålajiem måksliniekiem ir vieglåk
abonét Ωurnålu Kunst Forum, pårzinåt, kas noticis nevis
pirms pieciem gadiem, bet diviem méneßiem. Tåpéc darbs,
ko izdarîjis Péteris Krilovs un viña komanda, ir nepårvérté-
jams, ñemot vérå, ka Kultüras ministrijas ieguldîjums bija
nulle, protams, ja nerunå par morålo atbalstu.
Anda Burtniece. Es gribéju runåt par kontekstu, ko tikko
pieminéja Alvis Hermanis. Manupråt, ßis festivåls tomér parå-
da vienu kopîgu tendenci. Ir zinåma atß˚irîba starp Austrumu
jeb tå dévéto postsovjetisma teåtri un Rietumu teåtri, kas gan
Homo Novus pårståvéts samérå maz, bet tomér ieskatu
sniedza. Gan latvießu, gan igauñu teåtra izrådes, gan krievu
teåtris, par ko neviens nerunåja, gan arî lietuvießu teåtris, un,
protams, teåtris no Ma˚edonijas man personiski parådîja ne
tikai katra måkslinieka måksliniecisko rokrakstu atß˚irîbu, bet
arî to, no kurienes ßis teåtris nåk, kas tå ir par sabiedrîbu. No
ßåda viedok¬a man bija ¬oti interesanti skatîties ma˚edonießu
teåtra izrådi. Es varu piekrist tam, ka måkslinieciskå ziñå
daudz ko varéja véléties vairåk, bet tajå paßå laikå es sapratu
un novértéju, ka tå ir tauta ar pilnîgi atß˚irîgu temperamentu,
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kas arî diktéja viñu télojuma manieri pilnîgi citådu, nekå tas ir
ierasts mums vai zieme¬valstu teåtros. 
Es vél piederu pie tås aizejoßås paaudzes, kas måkslå grib
sev güt kaut ko arî dvéselei, vélas saprast kaut ko vairåk par
dzîvi un cilvékiem, – no ßåda viedok¬a mani pilnîgi vienaldzîgu
atståja un neuzrunåja ne somu izråde, ne velsießu izråde, jo
varu novértét profesionålo meistarîbu un iespéjas, ko sniedz
cilvéka balss, arî ˚ermeña tehniku un aktiermeistarîbas lîmeni
Velsas izrådé, bet, runåjot no étiskå, idejiskå vai vél kåda cita
viedok¬a, ßîs izrådes man neß˚ita interesantas.  
Müsu teåtra jaunå paaudze cenßas strådåt Eiropas kontekstå,
es par to tikai priecåjos, bet domåju, ka katras tautas galve-
nais konteksts ir un paliek identitåte, spéja to nepazaudét un
turéties, necensties skriet paka¬ tam, ko råda Eiropa. Tas arî
parådîjås vairåkås festivåla izrådés. Vajag censties, apliecinot
savu identitåti, pacelties tådå lîmenî, lai més bütu interesanti
arî Eiropai. Tå kå tas ir ar igauñiem. Visi liela viñu izrådes, bet
tås ir dzi¬i tradicionålas savå identitåté, kurås skaidri var
saskatît saiknes, no kurienes nåk abi igauñu reΩisori. Domåju,
ka Eiropai interesanti büsim tad, ja nepazaudésim savu
identitåti.
Normunds Naumanis: Man Ωél, ka Latvijas kriti˚i parådås kå
tådi patérétåji. Negribétos, lai viesi domåtu, ka tå notiek
vienmér. Müsdienu måkslå nedrîkst, ja tu esi iesaistîts kå
profesionålis, attiekties pret to kå patérétåjs.
Festivåla programma ir påråk komplicéta cilvékam, kurß tiek
provocéts izvélei. Jo, kå teica Alvis Hermanis, visvairåk
reklamétås izrådes ßajå festivålå izrådîjußås tås sliktåkås. Ja
noticam, ka provokåcija ßådå veidå ir ieceréta, tad skatîtåjs,
kurß neko nezina, veic nepareizo izvéli. Es saprotu, ka
festivåla mårketinga knifiem ir sava ˚îmija. Festivålam ir
jåré˚inås ar to, ka jüs strådåjat gan publikai, gan profesionå¬u
grupåm no Austrumiem, Rietumiem un arî tiem, kas ir ßeit. Ir
jåbüt maksimålai iespéjai aptvert visu, ja festivåls grib
sasniegt mér˚us – gan informét publiku, gan provocét. 
Homo Novus ir radîjis lielisku iespéju viesiem iepazît latvießu
teåtra jaunåkos un labåkos sasniegumus. Un es domåju, ja

g Pilnas zåles ar publiku, kas gaida neparastu teåtri, nevis
düßîgu izklaidi. Publika, kas aplaudé idejas potencei. Skatîtåji
no visas Eiropas, kuri ar patiesu kaisli diskuté par teåtra måk-
slas bütîbu un nåkotni.
…Eiropai ir jauns, drosmîgs, dzîvotspéjîgs teåtra festivåls.
Latvija ir sañémusi lielu ener©ijas poti. Un pirmie, kas teiks,
ko varéja labåk darît, büs Krilovs un Tjarve.
To, cik Homo Novus nozîmîgs, pierådîja påris indivîdu
ieraßanås Rîgå, – tiesa, bez saistîbåm ar Bank of New York!
Tie bija Eiropas pazîstamåko festivålu direktori, kuru
piedalîßanås solîja iespéju izrådém iek¬üt årzemju “festivålu
ritenî”. Aviñonas un Londonas festivålos, pieméram, daΩs
labs måkslinieks k¬üst par zvaigzni.
Pats Homo Novus mé©inåja provocét, nevis pierådît. Piedå-
våja vairåkas eksperimentålas izrådes, savås valstîs saslavé-
tas. Tås, kuras es redzéju, ßådu slavu nepelnîja. Somu
improvizåcijas demonstréja pieeju, nevis produktu; velsießu
vulkåns likås primitîvs, pievilcîgs tikai ar brîvo tekstu un
scenogråfisko naglu. Bet péc abåm ßîm izrådém skanéja
neviltota publikas sajüsma. Tå rådîja izsalkumu péc jaunåm
pieejåm, jebko, kas salauΩ stereotipus.
Íie eksperimenti mani ne visai sajüsminåja, taçu aizråva
perfekti izstrådåtais Igaunijas Dråmas teåtra Çüskas ce¬ß.
Bet vislielåkajiem eksperimentiem nebija îstas publikas, jo
publika bija tå dalîbnieki. Varbüt pat daΩi nenojauta, cik vértîgi

uzmanîgi vérté un skatås ßo programmu, tad priekßstatu par
latvießu teåtra situåciju var güt objektîvu, pilnîgu un tådu, par
kuru nevienam nevar büt kauns. Es domåju, ka nevajag
pieturéties pie kaut kådiem måkslîgiem konceptiem.
Piedodiet, festivåls neizriet no viena vai diviem vårdiem.
Pieméram, nåkamais festivåls varétu büt spoΩu, profesionålu,
tradicionålu izråΩu saiets, kurå, pieméram, varétu iesviest
E.Nekroßus tå dévéto radoßo neveiksmi Makbetu, un tad par
to rîkot diskusijas. Neviens nekur pasaulé nezina, kåda tad ir
tå jaunå måksla, jaunais teåtris. Tåpéc vél jo dîvainåk man
ß˚iet, ka kriti˚i runå par to, kåpéc nav izråΩu, kas skaidri
paråda – tå ir jaunå måksla.  
Par finanséßanu nebija nekådu jautåjumu, Kultürkapitåla
fonds zinåja, ka tas ir müsu vienîgais starptautiskais teåtra
festivåls, tå ir iespéja cilvékiem Latvijå redzét citu pieredzi,
paplaßinåt sava personiskå pråta saulîti, tas taçu ir jåatbalsta.
Es tikai negribu nonåkt klaigåjoßå opozicionåra lomå attiecîbå
pret Kultüras ministriju, bet man patießåm nav saprotams,
kåpéc valsts teritorijå, ko sauc par Latviju, ir tik neieintereséta
kultüras attîstîbå. Lai dzird årzemju viesi, ka starptautisks pa-
såkums no valsts nav sañémis nekådu atbalstu. 
V.Çakare: Vai tev patießåm ß˚ita, ka Latvijas teåtra prezentétå
aina ir objektîva un absolüti izsme¬oßa?
N.Naumanis: Jå, ja neskaita to, ka nebija Kaupén, mans
mî¬ais! un varbüt Ivanova no Valmieras teåtra. 
P.Krilovs: Liepåjas teåtris paziñoja, ka rådît ßo izrådi Rîgå
festivåla ietvaros vienkårßi nav iespéjams. Tå arî izpauΩas
latvießu teåtra menedΩments. Íis jautåjums nav jåuzdod
festivåla organizétåjiem. 
V.Çakare: Ko tu domåji ar to latvießu kriti˚u patéréjoßo attieksmi?
N.Naumanis: Es arî esmu kriti˚is un nenorobeΩojos. Télaini
izsakoties, tas izskatås tå – es runåju par kaut kådåm
vértîbåm, bet påréjås nav vértîbas, jo tås neierakstås manu
prioritåßu albumiñå. Un es nemaz necenßos saprast, kåpéc ßîs
izrådes ßeit ir. Kriti˚is nav vienkårßs skatîtåjs. Kriti˚is strådå,
lai saprastu un varbüt kå medijs izskaidrotu, kas ir tas, kas
nepatîk, kas traucé.

varéja büt seminåri par kultürpolitikas jautåjumiem, ko rîkoja
Jaunais Rîgas teåtris sadarbîbå ar Intercult no Zviedrijas un
JTI. Te Baltijas valstu teåtrinieki un kultüras ministriju pår-
ståvji varéja apmainîties domåm ar vadoßiem Eiropas teåtra
ekspertiem. Te tika piedåvåta arî vienreizéja iespéja lauzt ste-
reotipus.
…Visus dalîbniekus vienoja viens ¬oti svarîgs faktors. Visi cînås
par måkslas radîßanu “brîvå tirgus” ekonomiskajos apståk¬os.
Zinot, ko Latvijas valsts administråcija ir guvusi no årzemju
speciålistiem, zinot, kåda nauda tiek téréta, lai uzlabotu vispå-
réjo darba kultüru, Latvijai tuvojoties Eiropas Savienîbai, varu
tikai apsveikt ßo vésturiski tik svarîgo eksperimentu – såkt tå-
då paßå lîmenî risinåt latvießu teåtra samilzußås problémas.
Eksperimenti paråda iespéjamîbas. Tås nevar apmierinåt vaja-
dzîbas. Eksperimentu bütîba ir to atkårtoßana. Tikai tas ir ce¬ß
uz atklåsmi, atrisinåjumu, brînumzålém.

Bañuta Rubesa, Diena 05.11.1999. 

g Vél nekad, kopß Daugavpilî tika séta Homo Novus saieta
ideja, tik uzskatåmi spécîga nav bijusi Latvijas teåtra da¬a fes-
tivålå. Pårlükojot HN programmu, taisni vai skaudîba metas –
ak, ja Latvijas pienesumu (tås 12 izrådes oficiålajå festivåla
skaté) varétu apkopot zem viena teåtra jumta, tas radoßås
mér˚tiecîbas ziñå noteikti bütu starp spécîgåkajiem teåtriem
Eiropå.
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tîbu. Kamér tiek gaidîts un taujåts péc jaunå latvießu romåna
un dzejas, kamér sasniegumi nopietnås müzikas jomå vél nav
izpelnîjußies tik plaßu publicitåti un tautas mîlestîbu, kådu tå
pelnîjusi, kamér joprojåm tikai ska¬i un pa©éroßi veramies péc
jaunåm un atzîtåm “asinîm” vizuålajås måkslås, tikmér müsu
teåtrî, kå jau pie latvießu lielås teåtra mîlestîbas pienåkas, da-
biski un bez lielåm Ωultssåpém noticis neizbégamais – ienå-
kusi un ieñémusi stabilu vietu jaunå teåtra reΩija. Ne tikai
personåliju nozîmé. Drîzåk teåtra kå jaunizprastas télainîbas
nozîmé.

Normunds Naumanis, Diena 21.10.1999.

g Homo Novus'99 ir gana iemeslu priekam, tiesa citådåkam
– priekam par to, ka ir cilvéki, kuri par spîti un, neskatoties uz
valsts institüciju vienaldzîbu, spéj producét starptautisku
festivålu, kura kvalitåte, cerams, ar katru nåkamo reizi augs
un kurß spés uzaicinåt arvien labåka lîmeña izrådes.

Irbe Treile, Literatüra un Måksla Latvijå 11.11.1999.

g Un viss notiek! Vajag tikai pozitîvu sîkumu – apståk¬u
sakritîbu: lai vajadzîgie cilvéki satiktos îstajå vietå un runåtu
viens otram saprotamå valodå (te nav runa par ang¬u valodu).
Un tåda vieta bija teåtra festivåls Homo Novus. Daudzo
rietumu viesu – teåtra straté©u lielåkais, kaut lo©iskais
atklåjums bija… latvießu teåtris.

Normunds Naumanis, Diena 04.11.1999.

LATVIJAS TEÅTRU ÅBOLU OCIS III (Diena 12.11.1999.)

g Mana laimîgå loze – T.Lindgréna Çüskas ce¬ß, kurå pårlie-
cinåjos, cik spécîgi sakño igauñu teåtra nacionålås skolas
tradîcijas (Irds, Panso, Tomings), cik poétiskå skatuves val-
odå, muzikalitåté, formas télainîbå atraisås reålistiski tautas
raksturi. Izråde – kå rudzu maize.

Lilija Dzene

g Festivåls ir parådîba, kas izstrådå jaunas laika skaitîßanas
mérvienîbas – pieredzes. Var apspriest katrå atseviß˚å iestu-
déjumå esoßås vai neesoßås kvalitåtes, bet kopideja gluΩi kå
pieredze nav punktos saskaitåma. Ir vienkårßi vélama.

Undîne Adamaite

g Pateicîbu, pateicîbu un vélreiz pateicîbu ir pelnîjußi B.Tjar-
ve, P.Krilovs un viñu komanda, müsu dårgajå laikå spéjot uz
Rîgu atvest citu skatîtas izcilas årzemju izrådes (lietuvießu
Hedu Gableri, Shopping & Fucking un igauñu Çüskas ce¬ß,
Peleass un Melizande). Íîs izrådes, kå arî vispåréjå organizå-
cija liecina par neapßaubåmu festivåla izaugsmi.

Silvija Radzobe

g Salîdzinot ar iepriekßéjiem diviem Homo Novus
festivåliem, ßoreiz ne tikai paßmåju, bet arî årzemju viesu
programmå bija ievérojami lielåks labu vai vismaz
apsprießanas vértu izråΩu îpatsvars – igauñu episkais Çüskas
ce¬ß un somnambuliski dzejiskais Peleass un Melizande,
lietuvießu aizraujoßi provokatîvå Heda Gablere un uzbrükoßi
tendenciozå Iepirkßanås un dråtéßanås, somu smalki
or˚estrétås Raudas un krievu “kåpostnieciskie” Bißkopji.

Valda Çakare

g Pie “bravo!” par fest'a neapstrîdamo kultürvésturisko no-
zîmîbu un totålå teåtrocentrisma pasludinåßanas vismaz uz
nedé¬u at¬aujos pielikt savu izråΩu Top 5: 1. – JRT Idiots, 2. –
igauñu Çüskas ce¬ß, 3. – lietuvießu Heda Gablere, 4. – Liepåjas
Müra ART, 5. – çehu le¬¬inieku Pißkanderdula. Secinåjums: lai
plaukst latvießu teåtris un lai beidzot Homo Novus kå Latvijas
téla svaigå vaibsta nozîmi apjédz arî valsts oficiålås personas.

Normunds Naumanis

g Tas ir vienîgais starptautiskais teåtra festivåls Latvijå.
Lielai da¬ai teatrå¬u un jo îpaßi skatîtåju tå joprojåm ir vienîgå
iespéja iepazîties ar årzemju pieredzi, salîdzinåt to ar müsu

paßu centieniem. Tießi tåpéc, ka vienîgais, Homo Novus raisa
¬oti aktîvu attieksmi. Pirmkårt, pateicîbu un apbrînu par ma-
zås, bet saliedétås komandas spéju veikt grandiozu darbu, lai
reizi divos gados izcirstu ßo logu uz pasauli. Otrkårt, arî lielås
pretenzijas, jo katra viduvéja vai slikta izråde tiek såpîgi pår-
dzîvota kå apsolîta, bet nenotikusi satikßanås.
…Tas nav avangarda izråΩu festivåls, jo pamatå programmu
veido teåtra valodas ziñå pavisam normåli iestudéjumi. Piedå-
våtås izrådes neapvieno arî jaunîba kå tematiskais aspekts.
Tåtad jåsecina, ka festivåla organizétåji grib mums parådît,
kåda, viñupråt, ir rîtdienas jeb nåkotes teåtra domåßana. Ne-
kådi neapßaubot ßî grandiozå mér˚a nozîmi, tomér jåapßauba
tå iespéjamîba. Ne tikai tåpéc, ka daΩas izrådes bija izteikti
vecå teåtra paraugi. Bet, vai festivåla organizétåjiem ir iespé-
jams tîri fiziski noskatîties tik daudz årzemju izråΩu, lai ne-
ßaubîgi secinåtu, kuras pieder jaunajam teåtrim? Un, vai citu
starptautisku festivålu akceptétås jaunå teåtra izrådes müsu
festivåls savu ierobeΩoto finanßu lîdzek¬u dé¬ spéj nopirkt? Vai
vispår kådam ir iespéjams pateikt, ko teåtrî nozîmé jédziens
jauns? Un visbeidzot – jau gluΩi metafiziskå lîmenî – vai
vispår teåtrî ßodien ir iespéjams kas gluΩi jauns? Arî ßajå
festivålå neviena – pat vispårliecinoßåkå – izråde ne tehnikas,
ne poétikas ziñå nepiedåvåja neko pilnîgi nebijußu.
Un tomér – tülît büs jårunå sev it kå pretî: tematiskå ziñå kaut
ko jaunu (vismaz latvießu teåtra kontekstå; te apzinåti izslé-
dzam årzemju kino iespaidus, ko var güt arî Latvijå) piedåvåja
lietuvießu jaunå reΩijas zvaigzne Oskars Korßunovs, atvedot
uz Dailes teåtra Mazo zåli ang¬u jaunås paaudzes dramaturga
M.Ravenhilla Shopping & Fucking…
Uz skatuves tiek imitéti gan homoseksuåli, gan heteroseksuåli
kontakti – tradicionålås un netradicionålås formås. Lugå ir
melnå humora un såpîga dramatisma sintéze. Taçu Korßuno-
va izrådé virsroku ñem kåda, manupråt, pårméru bravürîga
un ñirdzîga intonåcija, ne¬aujot pilnîbå atklåties lugå iekodéta-
jam tra©ismam un paliekot témas paßmér˚îbas lîmenî. Jo
îstenå dråma jau ir tå, ka jaunie ˚ermeñi, fiziski atkailinåda-
mies un intîmi ietiekdamies otrå, garîgi k¬üst nevis tuvåki, bet
gan tålåki un aizvien vientu¬åki.
Latvijå kas neredzéts bija arî igauñu reΩisora Lembita Peterse-
na iestudétå M.Måterlinka luga Peleass un Melizande – péc
manåm domåm, pats skaiståkais festivålå parådîtais uzve-
dums. Un diez vai ir svarîgi pieminét, ka izrådes estétika nebi-
ja jauna, tießi otrådi – tå bija pat ¬oti veca – vairåk nekå 100
gadu. ReΩisors Petersens precîzi bija restauréjis simboliskå
teåtra estétiku, kuru pamatos izstrådåja pats Måterlinks un
kuru tießi Melizandes uzvedumå 1893. gadå Parîzé pirmais
realizéja reΩisors Linjé – Po. Nereålistiskais grims, parükas,
stilizétas kustîbas, gaismas un tumsas jédzieniskais kon-
trasts, aktieru balss materiåla skaniskå elementa dominante
pår jédzienisko palîdzéja radît kådu bezgala skumju un maigu
pasauli. Grüti aprakstît, cik lielu pårdzîvojumu man radîja ßî
trauslå skaistuma un nolemtîbas poéma, nonåkot kontrastå ar
müsu ikdienas realitåtes spéka un ekståzes gaisotni.
Peleasu un Melizandi ar otru labåko festivåla izrådi – igauña
Prîta Pedajasa Çüskas ce¬u – apvieno ne tikai konsekventi
realizéta, lai gan atß˚irîga estétiskå valoda, bet arî lîdzîga
pasaules izjüta. Arî Lindgréna ståsta varoñi uz skatuves
primåri parådås nevis kå individualizétas personîbas, bet lielå
mérå depersonalizétas bütnes, kuras izspélé cilvéka likteña
nolemtîbas dråmu un kådu lielu, gluΩi pårpasaulîgu samier-
inåßanos ar to. Ja ne uzvarét, tad cienîgi noståties blakus
tam. Protams, tå ir mîtam raksturîga kvalitåte, kas izskatås tik
aktuåla arî müsdienu cilvékam, arî müsdienu Latvijå. Ar
daΩåm skaiståm un aspråtîgåm skatuviskåm metaforåm
(palags, deja u.c.) reΩisors izspélé kådas 19. gadsimta zviedru
©imenes verdzisko, respektîvi, seksuålo, atkarîbu no zemes
îpaßnieka, kaut arî pamatå ir varmåcîbas gréks, ©imene, tåtad
dzîvîba aug, dalås, vairojas, lai péc tam tikpat bezmér˚îgi ietu
bojå. Vectévs par Melizandi saka: “Viña bija dzimusi bez
iemesla. Un tåpéc arî nomirs bez iemesla”. Tießi tåpat notiek
ar zviedru zemnieci Çüskas ce¬å. Un ar mums?
Festivåla programmå blakus rosinoßiem un gluΩi vienkårßi
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izrådém jåmin somu aktrißu kolektîvi veidotås Raudas un lie-
tuvießu Heda Gablere (reΩisors G.Varns), bija vairåkas izrå-
des, kuras, manupråt, nonåca dramatiskå konfliktå ar festivå-
la radoßo pamattendenci un pat apdraudéja to. Pieméram, par
garßîgu kumosu müsu teåtra paßapmierinåtajiem mietpilso-
ñiem, protams, ja tådi pie mums vispår ir, k¬uva Velsas
Volcano teåtra Pilséta, kas sajuka pråtå un Péterburgas teåtra
Na Òiteinom interpretétais Pintera Sargs. Jo velsießi demon-
stréja 60. gadu provinciålam underground raksturîgos
priekßstatus par to, kas ir teåtra avangards.

Silvija Radzobe, NRA 01.11.1999.

g Jå, Çüskas ce¬ß ir pamatîgi nostrådåts darbs: labs ståsts
(ne velti Lindgréna romåns Eiropå saukts par ©eniålu, par
neoprovinciålisma un ma©iskå reålisma ßedevru), saliedéts
ansamblis, no visa liekå atsijåta, vienkårßa, bet precîza
teatrålå télainîba, spoΩi aktierdarbi atsveßinåjuma jeb distan-
ces télojumstilå un aktieri lielåkoties ir jauni!
…Izrådes telpå måjo savåds lirisks skarbums. Jo nevienu brî-
di reΩisors neattiecas pret saviem “izrådes cilvékiem” kå tais-
nais so©is. Te nav slikto riebek¬u un kristålskaidro eñ©e¬u. Te
vienkårßi ir dzîvi cilvéki savas kailås dzîvîbas priekßå. Mîlestî-
bu viñi vårdos nenosauc. Viñi visi kå çüskas klintîs – neatståj
pédas. Pédas – tås ir vijoles un harmonija skañas, kas paliek,
kad uz saules, Dieva un savu spéku vairs nevar pa¬auties.

Normunds Naumanis, Diena 28.11.1999.

g Çüskas ce¬ß klintîs ir perfekts visås izpausmés; gudrs re-
Ωisors, aktieri, kuros nav ne rutînas, ne ßtampu, ne melîgu in-
tonåciju.

Gunårs Treimanis, Rîgas Balss 27.10.1999.

g Somijas sievießu izråde – peformance Raudas studijteåtrî
Skatuve tika uzñemta sirsnîgi sulîgiem applausiem. Bija festi-
våla pirmå diena, inteli©entå “jaunå publika”, iespaidu kåra un
no tiem vél nenogurusi, labvélîbå un ieinteresétîbå staroja.
…Somu Raudåm pietrüka galvenå – spéka pårvarét nomåco-
ßo notiekoßå un skanoßå neobligåtuma (izcélums N.N.) sajü-
tu. Íî performance varéja büt tiklab 1h 10 min. (kå pirmdien),
piecpadsmit minütes vai veselu diennakti garß priekßnesums.
Tam nebija nedz gala, nedz såkuma. Nedz ¬auno, nedz labo
nodomu (protams, apzinos, ka argumentu, lai pierådîtu preté-
jo, netrükst – pieméram, viens un pårliecinoßåkais no tiem:
ßîs piecas sievietes taçu mums demonstréja laika bezgalîgo
ilgstamîbu!) Raudåm faktiski nebija jégas. Iespéjams, tas bija
skanoßs dadaisma dzejolis? Tomér.
Tikai – lüdzu, nevajag mé©inåt iestü˚ét Venus Universum izrå-
di Raudas kontekstu paradigmås un diskursos. Tå bija drusku
provinciåla, laikå un telpå nokavéjusies “avangarda måksla”.
Nekas vairåk. Un – nekas mazåk arî. Kaut gan, iespéjams, ßîs
piecas måkslinieces ne bez humora izjütas vienkårßi tracinåja
erudîto festivåla publiku ar saviem audiojociñiem.

Normunds Naumanis, Diena 26.10.1999.

g Shopping and Fucking abas Rîgas izrådes sestdien k¬uva
par HN “naglu” vismaz vienå aspektå – Dailes teåtra Mazajå
zålé nebija, kur mußai nosésties.
Starp Ravenhilla smagi cinisko lugu un Korßunova izrådi, tås
dalîbnieku nedistancétajåm psihofiziolo©iskajåm izpausmém
pavérås bezdibenis. Jo…Ravenhilla luga ir komédija!
ReΩisors acîmredzami nav spéjis kriminålu dzîves faktu pår-
vérst ßokéjoßå måkslas faktå, lai kå censtos O.K. aizståvji
oponét ar ßîs izrådes laikmetîgumu, aktualitåti un vienreizîbu.
Viens gan. Cepuri nost – jaunie aktieri patiesi bija vairåk kå
labi – gan profesionålå lîmenî, gan elementårå drosmîgumå –
varu iedomåties, ko katoliskajå Lietuvå nozîmé spélét atklåti
homoseksuålus tipus, turklåt darît to aizrautîgi un dedzîgi, un
es nezinu pat, kuri jaunie aktieri pie mums to varétu izdarît
bez lieku¬ota vai patiesa riebuma un citådas mîkstas mérka-
˚oßanås… Aktieri bija patiesi brîniß˚îgi. Visi.

Normunds Naumanis, Diena 02.11.1999.

g Grüti nosaukt Pilsétu, kas sajuka pråtå par nopietnu un
paliekoßu måkslas vértîbu. Tåds studentu kursa darbs, “kå-
postnieks”…
At¬außos cerét, ka jaunås publikas aplausi drîzåk bija kå at-
vieglota sajüsma par lielisku iespéju atbrîvoties no mazvértî-
bas kompleksiem: arî més taçu tå måkam un varam! Teikßu
vél vairåk – varam labåk!

Normunds Naumanis, Diena 01.10.1999.

g Jå – Prîta Pedajasa Çüskas ce¬ß (Igaunijas Dråmas teåt-
ris), Lembita Petersena Peleass un Melizande (Tallina, Theat-
rum), Frantißeka Vîteka un Veras Riçarovas Pißkanderdula
(Pråga, Arkas teåtris) varétu büt apbalvoto uzvedumu skaitå.
Påréjås izrådes ir ierindas darbi. DaΩas pat kaitinåja, piemé-
ram, radoßås apvienîbas Mu¬˚u ku©is piedåvåtie Bißkopji, kur
gan neredzéju “asociatîvi bagåtås ainas” (kå iepriekß tika zi-
ñots reklåmå, ja par or©inålu asociåciju neuzskata Ωurkas vå-
rîßanu uz katla…).
Lai dzîvo Festivåls! Kaut arî bez apsolîtiem ßokiem, nervu sa-
tricinåjumiem, dusmu izvirdumiem. Visi turpinås darbu.
Prieks, ka Latvijas teåtri uzvaréja ar labu püru: Idiots, Spoku
vilciens, Fernando Krapa véstules Jülijai un ART. Festivåla sa-
liedétajai, mazajai komandai – pateicîba par veikto darbu!

Gunårs Treimanis, Rîgas Balss 01.11.1999.

g Nikolaja Roßçina izrådé Bißkopji man patîk tas, ka redzu:
reΩisors ir mans vienaudzis. Viñß dzîvo te un tagad. Kå îsts
måkslinieks, viñß jüt iekßéji.
Bißkopji ir banåli laba izråde, vienlîdz pieejama arî tiem, kas
jauc Boshu ar Boßu un tiem, kas nav redzéjußi Çapajevu. Tajå
ir tîri teatråls draivs: tevi aizrauj vienkårßu teatrålu faktüru
spéle – viegla sniedziña un smagu zåbaku, nekustîgu spårnu
un pa sauszemi peldoßa ku©îßa, abstraktu masku un rakstur-
grima.  Tåda pati smalka lîdzsvaru spéle pieß˚irta aktieriem:
farss ar negaidîtîbåm (vikrutasami) mijas ar gudri pasniegtåm
psiholo©iskåm deta¬åm.

Aleksejs Dubinskis

g Kas attiecas uz Sargu, te, protams, var runåt par jaunu
pieeju dramatur©ijai absurda teåtrî. Izrådei ir dzelΩaina forma
un tå tiek brîniß˚îgi spéléta. Harolds Pinters ßodien skan
daudz sarkastiskåk kå trîsdesmit gadus atpaka¬.
Skaistå Budas statuja nesaudzîgi tiek sasista lauskås un tås
vietu ieñem rugåjiem apaudzis Ωu¬iks. Íis bomzis Deiviss –
lielisks Semjona Fürmana aktierdarbs.

Harijs Gailîtis, Respublika 2.11.1999.

g Butusova Sargs gan k¬uva par notikumu, kaut gan nekå
avangardiska tajå nav.

Harijs Gailîtis, Literatüra un Måksla Latvijå 04.11.1999.

g Festivåls parådîja, ka vårda un darbîbas måkslas attiecîbu
aina ir optimistiska – vismaz katra izråde piedåvåja pietiekami
izsvértus céloñsakarîbu un domu – vårdu – fizisko izpausmju
mode¬us. Èsta kréslas zona, kurå izråΩu veidotåji brîΩam
taustîjås kå pa miglu, brîΩam atrodot, brîΩam pat aizmirstot
meklét jégu, bija to vizualitåte.
No ßîgada piedåvåjuma vecos priekßstatus visradikålåk refor-
méja igauñu Studio Theatrum, kas, kå apgalvo vésturnieki,
lugå Peleass un Melizande restauréjusi Måterlinka estétiskos
principus. Kvalitatîvi iekårtotå, nelielå spéles telpå aktieri
arhaisko dramatur©iju padarîja caurspîdîgi saprotamu. Bez tå
saucamås iedvesmas dzirksts, kura nav izmantojama kå argu-
ments diskusijås, ßådu iespaidu nodroßinåja vismaz vél divi
apståk¬i – pieklåjîga uzvedîba jeb paßcieña, kas, izrådås, nav
ß˚érslis civilizéta cilvéka paßizpausmei, un apkårtéjås tehno-
lo©iskås realitåtes inspiréta precizitåte kå lietås, tå deta¬ås.
Reåli kontrakultüras “aizmugure” ir lietuvietim Benam Íarkam
un Oskaram Korßunovam, bet festivålå tå radîja asu reakciju,
jo, télaini izsakoties, underground dzimst no mîlestîbas, taçu
publiski atdodas kå draiskule. Bens Íarka kå måcîbu uzvedumå
apspéléja daΩus priekßmetus, parådot patiesu fizisku brutalitåti.
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tådu paßu måkslu kå pirms diviem gadiem. Visa vaina tå, ka
ang¬u “jaunås rakstîbas” autora M.Ravenhilla luga Shopping &
Fucking råda deklasétu tipiñu dzîvi. Korßunovs veca panka pår-
liecîbå, ka dzîve kå tåda "ir südîga", ståstu iestudéjis reålpsiho-
lo©iskå manieré un izdarîjis to labi, tikai stipri pårdozéjot pato-
su. Protams, îstas vai izdomåtas psihofiziskas norises publiskai
rekonstrukcijai teåtrî vienmér büs vieta – kaut vai tådé¬, ka to
nepiedåvå neviens cits måkslas veids.
Starp citu, Regnårs Vaivars tießi tådå paßå manieré iestudéjis
komédiju ar lirisku patosu, un tå patîk visiem (Vecåkais déls).
Lokåla intriga slépjas apståklî, ka iestudéjums ir kådreizéjå
avangardista, precîzåk – ar bagåtu fantåziju apveltîta reΩisora
tîßs reveranss tradîcijåm.
Slavenåkå lietuvießu izråde Heda Gablere (reΩ. Gintars Varns)
ir nopietnu pårdomu vérts gabals par cilvéka dabas un morå-
les kauju. Kaut arî Heda acîmredzami ir jauna vîrießa ideåls,
estéta konstruéts “sapñu téls”, kam lieliskå aktrise J.Onaitîte
izmantota kå medijs.
Kå reålåko Latvijas eksportpreci kuluåros min talantîgo un
strådîgo Viesturu Kairißu. Viñß kopå ar gleznotåju Ievu Jurjåni
råda visumå aprobétus cilvéka pretrunîgås eksistences mode-
¬us, reålistisku spéli montéjot ar zîmîgåm vîzijåm. …Kairißa
darba lauks ßobrîd varétu büt centieni sabalansét pårraidå-
mås informåcijas daudzumu ar organiskas skatuves norises
iespéjåm. Jurjånes vizuålajå valodå smalkas sakritîbas “strî-
das” ar pilnîgi nejaußåm.
Alvi Hermani acîmredzot vairs tådå mérå kå Kairißu nenodar-
bina véléßanås radît péc visiem parametriem labu izrådi, viñß
Homo Novus bija pårståvéts ar lielisku, ¬oti personisku audio-
projektu – XX gadsimts. Pojezd prizrak. Vision express.
Lîdzcilvékiem bütiskåks par teåtra eksportu varétu k¬üt cits
festivåla mér˚is – aicinåjums mainît veco teåtra un skatîtåja
“vienoßanos”, kå ko rådît un kå to saprast. "Lai teåtris cilvé-
kiem palîdzétu apjégt, kå tie pavada savu laiku" (P.Krilovs).
Lai teåtris uzrunåtu ar to nesaistîtus cilvékus, kå to måk roks,
kino, visa veida literatüras un dizains. Varbüt teåtrim vajadzé-
tu atteikties no iedomåta gara gaismas monopola, un varbüt
skatîtåja probléma ir nevis informåcijas trükums (citiem
vårdiem, dumjîba), bet tådas informåcijas pårbagåtîba, kurå
våji orientéjas teatrå¬i.

Vilnis Véjß, Studija 4/'99

g Paldies par Çüskas ce¬u un Pißkanderdulu. Atskårsme, ka viss
vél pa vecam. Ka vispirms rodas måkslas darbi, tikai péc tam for-
mulé tendences. Ka pirmais pasütîtåjs ir iedvesma, tikai péc tam
kritérijs, ko kåds vélas redzét. Ka dominéjoßå tendence ir do-
minantes neesamîba. Homo Novus viesu kvadråts (repertuåra
grafiskais atveids) sevî uzråda un ß˚irot apvieno vispretiß˚îgåko.
Tiesa, vienai piebildei jåseko. Visas kråsas, izñemot tra©édiju.
Tra©édijas nav. Tra©édija ir atcelta. Tas vieno visus iestudéju-
mus. Par ßo tému lauzîjußi galvas daudzi gudri cilvéki. Tas, ko
es varu piebilst, ir vien piedåvåt I.I¬jina versiju: dialoga ar
haosu transformåcija dialogå ar haosiem atce¬ tra©édiju, un
vél – haosa kå normas, nevis biedéjoßa bezdibeña pieñemßa-
na kå dzîves vides, nevis moku un cießanu avota.
Haosa bailes nepaståv. Vél vairåk – pie haosa kå dabiskås
dzîvas vides ir tik ¬oti pierasts, ka, ß˚iet, tås ietvaros var jau
pat såkt atkal nodarboties ar veco müΩîgo skaistais = labais
pétniecîbu. Tåtad ar haosu ståstît par harmoniju. Lai cik
abstrakti tas skanétu, aptuveni tådu es ieraugu Homo Novus
estétisko virzîbu. Pierådît ar piemériem nevaru. Tå drîzåk ir
festivåla ieperinåta intuitîva priekßnojauta. Varbüt tikai mana
neobligåta iedoma.
Mans festivåla atklåjums un prieka mirklis. Kaut kas sens, tåls
un pareizs ir Pißkanderdulas pasaulé. Bet ne jau tåpéc, ka ma-
rioneßu teåtris pazîstams jau kopß 14. gadsimta. Ienåk pråtå, ka
reΩisore Ariana Mnußkina pavisam ne garajå priekßvårdå françu
teåtra vésturei veselu rindkopu velta atgådinåjumam par lipinåtu
maizes pikucîßu teåtri. Par kuru nevajadzétu aizmirst. Vai varbüt
runa ir par atceréßanos… Skata un izteiksmes dzidrums un
vienkårßîba. Festivåla filosofiskåkå un nesamaitåtåkå izråde.

Pißkanderdula pavisam jaunås dvéselés izsauc vårdu, jautåju-
mu virtenes. Kådé¬, kåpéc, no kurienes, uz kurieni, kas tas ir;
un no jauna – par ko, kamdé¬?
Raudas. Var pieminét amerikåñu avangarda müzikas grupu
Big City Orchestra, kas våc trokßñus un skañas. Pieméram,
kafijas pupiñas uz paplåtes, zem kuras tiek raidîti îpaßi frek-
vences signåli. Komplicéti. Bet ar pretéju nodomu. Skañu
nevainîbai. Protams, Raudu laikå arî balss eksperimentétåja
Medita Monka nåk pråtå.
Kaut kas ¬oti veselîgs ßajå iestudéjumå. Brîvîba un vitalitåte.
Kå måku, tå maunu. Bez eti˚etes un protokola. Laikmetå, kurå
visai daudz klîrîbas un snobisma, pseidoelegances. Aktrises
savå primitîvismå raupji un reizé graciozi apjautåjas, vai tad
tie smalkie tießåm visu laiku sarunåjas. Òoti mér˚tiecîgi dara
galéji bezjédzîgas un absurdas lietas. Lauska no mu¬˚u kultü-
ras. Pie kara¬a vizîté doties viñas nevar, ja nu vienîgi pie Ka-
ra¬a Ibî. Var saskatît gan parodiskas intonåcijas, gan vienkårßi
uztvert kå veselîgas nonsensa jaunås gudrîbas gaviles.
Heda Gablere. Måkslinieciski apzinåta monoizråde ar Jürates
Onaitîtes Hedu centrå. Tådéjådi Hedas citådîba tiek izspéléta
kå uz takts müzikå vél pirms tießås izrådes. Varbüt tådé¬ paßå
såkumå påréjie varoñi ß˚iet lieki shematiski un ßarΩéti. Kamér
apjauß, ka tas ir princips. Izrådes forma k¬üst par principiålu
un saturisku télainîbas avotu.
Åtra, spîva, ekspresîva. Iestudéjuma faktüra drîzåk operé ar
estrådiski uzskatåmåm kaislîbåm kå smalkåm niansém un
deta¬åm. ReΩisors piedåvå riskantu situåciju, ko pats godam
attaisno. Tiek iestudéta nevis luga, lai nonåktu lîdz tås témai.
Tiek iestudéta pati téma.
Çüskas ce¬ß. Visnevainojamåkais iestudéjums. Iestudéjums ar
savu visumu. DaΩådas kombinåcijas var meklét Ωanriskajam
apzîméjumam. Poétiska balåde vai liriska såga, ma©iskais re-
ålisms, ikdienîbas ma©iskums. Tik un tå iestudéjums izritinå-
sies un aizritinåsies pasaulé gluΩi kå piedzimußås meitenîtes.
Ve¬u pårnåkßana. Íîs izrådes iek¬außanu festivåla programmå
uztveru kå humånu solidaritåtes Ωestu. Iestudéjums uzdod
teorétisku jautåjumu – kå runåt par nacionålpatriotiskiem
jautåjumiem, lai iestudéjums savå måkslinieciskajå izteiksmé
nepaliktu iesprostots vien teåtrî – manifeståcijå vienas
nacionålås identitåtes cilvékiem.

Undîne Adamaite, Måksla+ 4/'99

g Kåpéc mani skåra un aizkustinåja igauñu Peleass un Meli-
zande un çehu Pißkanderdula. Turklåt abas izrådes redzétas ar
vienas nakts starpîbu, tagad atståjußas kopéju iespaidu.
Protams, arî savas le¬¬u dabas dé¬.
Kaut arî, visticamåk, çehu måkslinieki véléjås parådît, ka lellé
dzîvîbu iedveß katrs nieks: pieskåriens, gaismas stars, pat ne-
jaußs kritiens. Tås påris stundas lîksmîbas un smieklu bija arî
¬oti nogurdinoßas. Teåtris tîrå veidå, tåpat kå jebkurß koncen-
tråts, ikdienas lietoßanai nav paredzéts.
Í˚iet, ka tikpat vienkårßi izsakåms igauñu aktieru mér˚is: no-
spélét Peleasu un Melizandi tå, kå to darîtu Morisa Måterlinka
laikos. Ar tikko Ådolfa Apias atklåtåm iespéjåm, ko sniedz
elektrisks apgaismojums, tumsas un gaismas kontrasti, énu
zîméjums. Ar Gordona Kréga mokoßo ideju: ak, ja ni˚îgais ne-
irasténi˚is aktieris bütu supermarionete – spétu izdarît visu,
ko reΩisors grib, bet nebåztos virsü ar saviem pårdzîvoju-
miem un fiziskajåm nepilnîbåm. Igauñu aktieri ßajå teorétiska-
jå sapnî iek¬åvås perfekti. Golo un Melizande vispilnîgåk
saskanéja ar ståstu, ko es kå skatîtåja lasîju izrådes valodå.
No çehu lellém Måterlinka varoñus atß˚îra degoßås acis
melna grima råmjos un tas, ka zålé sédoßie bija marioneßu,
nevis le¬¬veΩa lîdzinieki.
Shopping & Fucking. Ja reΩisora mér˚is bija ßokét, tad tas nav
noticis – dzîve pasvieΩ daudz karståkus kartupe¬us. Uzdrîkstéßa-
nås ir bijusi – un acîmredzot lietuvießu mentalitåtei visai nopiet-
na – bet arî nenovértéjama Lietuvas katolicisma vidé. Mazå sar-
kanmate aktrise (rîta izrådé) spéléja brîniß˚îgi – bez komentå-
riem. Tikai man personiski ßî izråde atradås aiz måkslas uztve-
res robeΩas un bija, ja tå var izteikties, no sirds vienaldzîga.

Edîte Tißheizere, Måksla+, 4/'99
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Latvijå ßobrîd darbojas nepilns desmits neatkarîgo teåtru,
savukårt citur Eiropå tie skaitåmi desmitos un simtos, un tie
veido bütisku papildinåjumu teåtra dzîvé, pierådot, ka ar
nelielu trupu un mér˚tiecîgu menedΩmentu var vienlîdz
sekmîgi ar institucionålajiem teåtriem îstenot valsts
kultürpolitikas mér˚us. Íådi teåtri ir arî neaizståjami,
nodroßinot daΩådîbu teåtra måkslå. Latvijå profesionålie
teåtri, kas netiek dotéti no valsts budΩeta, tiek dévéti par
neatkarîgajiem. Tådéjådi norådot, ka påréjie ir atkarîgi. 
Eiropå tiek lietoti daΩådi apzîméjumi: visbieΩåk – alternatîvie,
eksperimentålie teåtri, brîvås skatuves, privåtie teåtri. DaΩos
gadîjumos, veidojot ßo apkopojumu, bija grüti izß˚irt, kas ir
un kas nav profesionåls neatkarîgs teåtris. Pamatå tika 
ñemts vérå reΩijas un aktieru profesionålais lîmenis.
Latvijå neatkarîgie teåtri pagaidåm valsts kultürpolitikas
lîmenî nav “legalizéti”. Bez “definîcijas” tie dzîvo savu 
privåto dzîvi ar savåm privåtajåm problémåm, lai gan bieΩi
vien veiksmîgi veic gan izglîtojoßo funkciju, gan ar izrådém
apce¬o lauku skolas, kamér Centrå par Decentralizåciju tiek
vél tikai runåts.
Vai un cik ilgi tiks strikti nodalîti valsts teåtri no neatkarîga-
jiem teåtriem, balstoties uz vésturiski izveidoto juridisko
statusu atß˚irîbu (valsts teåtris), nevis analizéjot måkslin-
iecisko rezultåtu un ekonomisko efektivitåti. Vai neatkarîgie
teåtri vispår ir vajadzîgi un kådiem tiem büt?
Vai nelielas valsts (un – neliela tirgus) apståk¬os neatkarîgie
teåtri ir dzîvotspéjîgi? Kådas ir finansiålås iespéjas un stra-
té©ijas, kå neatkarîgi teåtri Latvijå izdzîvo? Kåpéc jaunie
reΩisori visai viegli integréjas lielajos valsts teåtros? Kåpéc 
Nepanesamå teåtra “Artelis”, ko veidoja trîs jauni un tolaik
“nepanesami” reΩisori – Viesturs Kairißs, Gatis Ímits un
DΩ.DΩ. DΩilindΩers – tå arî neizveidojås par alternatîvu teåtra
modeli un nenostiprinåjås organizatoriski? Íie ir jautåjumi,
kas ir pamatiemesls apkopojumam par neatkarîgo 
profesionålo teåtru darbîbu Latvijå juridiskå, 
administratîvå un finansiålå aspektå. 

Bérnu un jaunatnes teåtris
Adrese: Brîvîbas iela 96, Rîga, LV-1001
Tel.: 9 491 962
Kontaktpersona: Uldis Tomsons (direktors)
Jurid. statuss: Sabiedriska organizåcija
Darbîbas specifika: Izrådes bérniem un jaunießiem
Dibinåts: 1992. gadå
Svarîgåkås / pédéjås izrådes:

“Visiem pasaku kara¬iem”, reΩ. 
D.Romanoviça, V.Haufa “Punduris 
Gardeguns”, reΩ. V.Pavlovskis, 
A.Volkova “Smaragda pilsétas burvis”, 
S.RoΩovs (Maskava)

Brîvo aktieru sabiedrîba
Adrese: Mi˚e¬a iela 1–21, Rîga, LV-1010
Tel.: 7 324 987
E-pasts: koljunka@yahoo.com
Kontaktpersona: Semjons Losevs (priekßsédétåjs, 

reΩisors)
Jurid. statuss: Sabiedriska organizåcija
Darbîbas specifika: Biedrîbas darbîbas mér˚is ir atraisît 

aktieru radoßås meistarîbas potenciålu 
un celt aktieru meistarîbas lîmeni. 

Darbîbas veidi: izråΩu iestudéßana, teåtra måkslas 
popularizéßana jaunatnes vidü, radoßås 
laboratorijas, piedalîßanås festivålos, 
radoßås pieredzes apmaiña.

Dibinåts: 1997. gadå
Svarîgåkås / pédéjås izrådes:

Íalom-Aleihema “Puiséns Motels”, reΩ. 

S.Losevs, “Edîte Piafa'”, dramatizéjums 
un reΩija – L.Gurjanova, “Vertinskis un 
dåmas”, dramatizéjums un reΩija – 
S.Losevs, “A. Pußkina dzîve”, scenårijs 
un reΩija – S.Losevs

Ce¬ojoßais le¬¬u teåtris “Le¬¬u nams”
Adrese: Råvas iela 5, Liepåja, LV-3411
Tel.: 34 32 602, 9 514 855
Fax: 34 80 242
Kontaktpersona: Péteris Trups (direktors)
Jurid. statuss: SIA
Darbîbas specifika: Le¬¬u teåtra izrådes
Dibinåts: 1994. gada 13.oktobrî
Svarîgåkås / pédéjås izrådes:

“Buratino”, reΩ. P.Trups, A.LieldidΩa, 
N.Nosova “Nezinîtis”, reΩ. P.Trups 
“Reiz dzîvoja…”, reΩ. P.Trups

Neatkarîgais teåtris “Kabata”
Adrese: Peldu iela 19, Rîga LV-1050
Tel.: 7 223 334, 9 509 221
Kontaktpersona: Indulis Smilténs (direktors)
Jurid. statuss: SIA
Darbîbas specifika: Sniedz iespéju uzståties daΩådu virzienu 

pårståvjiem, vieta eksperimentiem.
Lîdz 1993. gadam – patståvîga trupa, 
ßobrîd teåtra telpås izrådes iestudé 
radoßå grupa “Kabata”, Krievu Jaunatnes 
teåtris, Hermaña Paukßa Akadémiskais 
teåtris, Kustîbu un improvizåcijas teåtris, 
Bérnu grupa

Dibinåts: 1987. gadå
Svarîgåkås / pédéjås izrådes:

A.de Sent-Ekziperî “Mazais princis”, 
reΩ. D.Balçus, “Henrijs VIII un viña seßas 
sievas”, reΩ. G.Vérenieks

Krievu jaunatnes teåtris
Adrese: Peldu iela 26/28, 304. kabinets, 

Rîga LV-1050 (birojs)
Izrådes: Peldu 19, neatk. t. “Kabata”
Tel.: 7 212 064
Fax: 7 212 064
Kontaktpersona: O¬egs Íkatovs (©eneråldirektors)
Jurid. statuss: SIA
Darbîbas specifika: Izrådes bérniem un jaunatnei krievu val-
odå
Dibinåts: 1995. gadå

Måras teåtris
Adrese: Blaumaña iela 12–46, Rîga, LV-1011
Tel.: 9 277 355
Fax: 7 283 814
Kontaktpersona: Nikolajs ‰rglis (direktors)
Jurid. statuss: Sabiedriska organizåcija
Darbîbas specifika: Nekomerciåls teåtris, kas veido garîga 

rakstura izrådes un nodarbojas ar jaunas 
teåtra valodas mekléjumiem

Dibinåts: 1999. gadå (darbojas kopß 1998. gada)
Svarîgåkås / pédéjås izrådes:

“Rutes gråmata”, reΩ. M.imele, 
Íekspîra soneti “Mani mîl Íekspîrs”, 
reΩ. M.imele

“Müris”
Adrese: Båriñu iela 32, Liepåja, LV-3401
Tel.: 34 802 02
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E-pasts: muris.sia@apollo.lv 
Kontaktpersona: Mårtiñß Vilsons (direktors)
Jurid. statuss: b/o SIA
Darbîbas specifika: Izrådes jaunießiem, pusaudΩiem, izrådes, 

kas neietilpst tikai izklaides råmjos – 
tåtad tiem, kam patîk domåt

Dibinåts: 1996. gadå
Svarîgåkås / pédéjås izrådes:

A.Çaka “Iedomu spogu¬i”, reΩ. M.Vilsons, 
J.Rezå “Art”, reΩ. L.Gundars

Rîgas Mazais teåtris
Adrese: Stabu iela 18, Rîga LV-1011
Tel.: 7 377 749, 9 145 004
Fax: 7 377 749 
E-pasts: dd@parks.lv
Kontaktpersona: Ìirts Sils (direktors)
Jurid. statuss: Individuåls uzñémums teåtris 

“Dvése¬u dejas”
Darbîbas specifika: Dvéseles higiéna
Dibinåts: 1997. gadå (atklåts 1999. gada 17. okto-
brî)
Svarîgåkås / pédéjås izrådes:

N.Ptußkinas “Aitiña”, reΩ. Ì.Sils, 
K.Zakovica “Sula”, reΩ. K.Zakovics

Rîgas Kamerteåtris
Adrese: Çaka iela 30, Rîga LV-1011
Tel.: 7 281 552
Kontaktpersona: Ûanis Priekulis (direktors, reΩisors)
Jurid. statuss: SIA 
Darbîbas specifika: Izteikts kamerstils. Repertuårå pamatå 

latvießu un pasaules klasika, kå arî 
ßodienas dramaturgu darbi, kuros 
dominé müΩîgie ideåli un nezüdoßås 
vértîbas

Dibinåts: Profesionåls statuss pieß˚irts 1991. gadå 
(darbojas kopß 1977. gada)

Svarîgåkås / pédéjås izrådes:
F.Íillera “Mîla un viltus”, reΩ. Û.Priekulis, 
O.Vailda “Salome”, reΩ. Û.Priekulis 
V.Igo “Parîzes Dievmåtes katedråle”, 
reΩ. Û.Priekulis V. Kårkliña “Jaunås 
asinis”, reΩ. Û.Priekulis

“Skatuve”
Adrese: Maskavas iela 108/110, Rîga LV-1003
Tel.: 7 222 281
Kontaktpersona: Anna EiΩvertiña (måkslinieciskå vadîtåja)
Jurid. statuss: b/o SIA
Darbîbas specifika: Iestudé lîdz ßim Latvijå neiestudétas 

latvießu un årzemju lugas, kå arî ir starta 
laukums jaunajiem reΩisoriem un 
aktieriem

Dibinåts: 1991. gadå
Svarîgåkås / pédéjås izrådes:

O.Muhinas “Taña, Taña”, reΩ.Z. 
Kreicberga, V.Íekspîra “Sapnis vasaras 
naktî”, reΩ. A.EiΩvertiña, K.Bliksenas 
“Sapñotåji”, reΩ. D.Lüriña

Lielåkås da¬as neatkarîgo profesionålo teåtru juridiskais sta-
tuss ir Sabiedrîba ar ierobeΩotu atbildîbu (Ce¬ojoßais le¬¬u
teåtris “Le¬¬u nams”, “Kabata”, Krievu jaunatnes teåtris, Rîgas
Kamerteåtris), kas parasti vairåk piemérots pe¬ñu nesoßåm
organizåcijåm. Çetri teåtri (Bérnu un jaunatnes teåtris, Måras
teåtris, Brîvo aktieru sabiedrîba) ir sabiedriskas organizåci-
jas, divi – bezpe¬ñas organizåcijas SIA (“Skatuve”, “Müris”)
un viens teåtris (Rîgas Mazais teåtris) ir individuåls uzñé-
mums.
ˆemot vérå pédéjo divu gadu datus, neatkarîgie teåtri iestudé

vidéji divas – trîs pirmizrådes sezonå. Ar lielåku pirmizråΩu
skaitu atß˚iras “Skatuve”, kurå 1999. gadå iestudétas çetras
jaunas izrådes. Tas izskaidrojams ar to, ka ßeit savas diplom-
darbu izrådes iestudé jaunie Kultüras akadémijas studenti, kå
arî radoßå apvienîba “Ceturtais proΩektors”. 
Mazåk – pa vienai pirmizrådei – 1998. un 1999. gadå sniegu-
ßi “Müris” un Ce¬ojoßais le¬¬u teåtris, kurß savukårt izce¬as ar
vislielåko izråΩu skaitu: 430 – 450 izråΩu gadå. 
Gadå sniegto izråΩu skaits ir ¬oti daΩåds. Var izdalît vairåkas
grupas:
10 – 20 izråΩu gadå – Måras teåtris, Rîgas Mazais teåtris,
Brîvo aktieru sabiedrîba
40 – 70 izråΩu gadå – “Skatuve”, “Müris”
80 izråΩu gadå – Rîgas Kamerteåtris
100 – 150 izråΩu gadå – Bérnu un jaunatnes teåtris, “Kabata”
430 – 450 izrådes gadå – Ce¬ojoßais le¬¬u teåtris
Lielåkajai da¬ai neatkarîgo teåtru ir sava skatuve, kura tiek
îréta paståvîgi. Tådi teåtri ir “Skatuve” (vietu skaits – 180),
“Müris” (80 – 100), Rîgas Kamerteåtris (100), Rîgas Mazais
teåtris (54 – 70). Péc ilgstoßiem püliñiem savas telpas izde-
vies privatizét teåtrim “Kabata” (90), kurå izrådes iestudé arî
Krievu jaunatnes teåtris. Kå råda nosaukums, Ce¬ojoßais le¬lu
teåtris pats apmeklé savus skatîtåjus un ir vienîgais, kuram
visas izrådes ir viesizrådes. Tomér 2000. gadå sadarbîbå ar
Liepåjas paßvaldîbu tiek aizsåkts projekts “Le¬¬u nams” –
paståvîgas skatuves iekårtoßana Liepåjå. Lîdz ßim arî Måras
teåtris visas izrådes spéléjis festivålos un viesizrådés,
paståvîgi tiek îrétas vienîgi mé©inåjumu telpas. Íobrîd
neskaidrs ir turpmåkais Bérnu un jaunatnes teåtra liktenis,
kurß lîdz ßim îréja bijußå Rîgas Muzikålå teåtra telpas 
Brîvîbas ielå 96.
Neatkarîgo teåtru darbîbas îpatnîba ir lielais viesizråΩu skaits.
Måras teåtris uzståjies tikai festivålos un viesizrådés 
(1998. gadå 10 izrådes,1999. gadå no 16 izrådém 10
spélétas Austrålijå). “Mürim” apméram puse no izrådém
spélétas, viesojoties skolås un kultüras namos (1998. gadå
no 51 izrådém 30 bijußas viesizrådes, 1999. gadå no 69
izrådém – 32 viesizrådes). Daudz viesizråΩu sniedzis teåtris
“Kabata” – apm. 40 viesizråΩu gadå no 100 (1998) un 150
(1999) izrådém. Izñémums ir Rîgas Kamerteåtris, kurß strådå
tikai uz savas skatuves, un Rîgas Mazais teåtris, kurß varbüt
vél nav paguvis piedzîvot viesizrådes (atklåts 1999).
Salîdzinot skatîtåju skaitu gadå, neatkarîgie teåtri veido vairå-
kas grupas. Skatîtåju skaits lielå mérå ir atkarîgs no skatîtåju
vietu skaita zålé.
• Nelielas auditorijas teåtri: Rîgas Mazais teåtris (500 skatîtåju
gadå), Måras teåtris, Brîvo aktieru sabiedrîba (1500)
• Vidéji lielas auditorijas teåtri: Krievu jaunatnes teåtris
(4200), “Kabata” (6300), Rîgas Kamerteåtris (6320), “Müris”
(7200), “Skatuve” 
• Plaßas auditorijas teåtri: Bérnu un jaunatnes teåtris (20
000), Ce¬ojoßais le¬¬u teåtris (45 000)
Paståvîgo darbinieku skaits ir neliels: no viena lîdz trim cilvé-
kiem, parasti – gråmatvedis, administrators un direktors, bet
bieΩi vien darba uzdevumi nav strikti nodalîti, vieni un tie paßi
cilvéki ir gan aktieri, gan administratîvie un tehniskie darbi-
nieki. Aktieri galvenokårt tiek piesaistîti konkrétiem projektiem
uz noteiktu laiku (Rîgas Mazais teåtris, Måras teåtris, “Mü-
ris”). Lielåkås trupas darbojas Rîgas Kamerteåtrî (32), “Ska-
tuvé” (10 – 12), Bérnu un jaunatnes teåtrî (15). Paståvîgas
trupas darbojas Rîgas Kamerteåtrî, da¬éji arî Bérnu un jaunat-
nes teåtrî, Ce¬ojoßajå le¬¬u teåtrî.
Galvenie ienåkumu avoti ir 
1) Bi¬eßu ieñémumi, kas çetriem teåtriem ir vairåk nekå puse
no ienåkumiem (Bérnu un jaunatnes teåtris, Ce¬ojoßais le¬¬u
teåtris, Krievu jaunatnes teåtris, Brîvo aktieru sabiedrîba).
2) Fondu pieß˚îrumi veido nozîmîgu da¬u ienåkumu (Måras
teåtris – 50 %; “Skatuve” – 70 %). Arî citi teåtri 20 – 25 %
ienåkumu sañem no fondu pieß˚îrumiem (Bérnu un jaunatnes
teåtris, “Müris”, Rîgas Mazais teåtris). Palîdzîbu divu – trîs
projektu realizéßanå sañémußi Ce¬ojoßais le¬¬u teåtris, “Kaba-
ta”, Krievu jaunatnes teåtris, Brîvo aktieru sabiedrîba. 
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JÅ 3) Sponsori. 50 – 65 % ienåkumu no sponsoriem sañem Må-
ras teåtris un Rîgas Kamerteåtris. Nereti sponsoru un atbal-
stîtåju lomå ir paßu darbinieku paziñas un radinieki. 
4) Nozîmîgi blakusienåkumu avoti ir arî kafejnîcas (“Müris” –
55 %), müzikas kluba (“Kabata” – 50 %) darbîba. 
Laikaposmå no 1995. lîdz 1999. gadam atbalstu bijis
iespéjams sañemt no Sorosa fonda Latvija (SFL), kopß 
1998. gada – no Kultürkapitåla fonda (KKF). Atbalstu nav
pieß˚îrußi Jaunrades fonds un Kultüras fonds, kuriem ir 
citas prioritåtes.
Neatkarîgie teåtri sañémußi atbalstu arî no Kultüras
ministrijas (KM) Kultüras projektu konkursa (1996–1997).

11999966..  ggaaddss
• SFL: Neatkarîgie teåtri sañémußi Ls 11 710. Atbalstîti 5
iestudéjumi teåtrî “Skatuve”, 1 iestudéjums teåtrî “Müris” un
6 Nepanesamå teåtra arte¬a iestudéjumi. Kultüras un måkslas
programmu budΩets kopå bijis apm. Ls 301 961.
• KM no kultüras projektu konkursa lîdzek¬iem Ls 2900 pie-
ß˚îrusi teåtrim “Müris” un Nepanesamå teåtra artelim.
11999977..  ggaaddss
• SFL: Neatkarîgajiem teåtriem pieß˚irts Ls 3864. Atbalstîti 2
teåtra “Skatuves” projekti un 2 Nepanesamå teåtra arte¬a
iestudéjumi, kå arî Måras teåtra dalîba teåtra festivålå Maro-
kå. Kopå måkslai un kultürai pieß˚irts apm. Ls 289 685.
• KM: Kultüras projektu konkurså lîdzek¬i pieß˚irti teåtrim
“Skatuve” un Gluka operas “Orfejs un Eiridîke” iestudéjumam
Liepåjå. Kopå pieß˚irti Ls 2500.
No speciålå budΩeta lîdzek¬iem Ls 5000 pieß˚irti jauno reΩiso-
ru diplomdarbu iestudéjumiem teåtrî “Skatuve”.
11999988..  ggaaddss
• SFL: Pieß˚irts Ls 4982 Marioneßu teåtra meistardarbnîcas
“Pusaudzis – Pasaule – Teåtris” rîkoßanai Liepåjå. Måkslas un
kultüras programmu budΩets bijis apm. Ls 281 494.
• KKF: Tiek rîkoti 2 kultüras projektu konkursi, kuros neatkarî-
gajiem teåtrim pieß˚irti Ls 9100 (kopå teåtra nozaré pieß˚irti
Ls 88 652). Atbalstîti 3 teåtra “Skatuve”, 1 Bérnu un jaunat-
nes teåtra un 1 Brîvo aktieru sabiedrîbas projekts.

11999999..  ggaaddss
• SFL: Pieß˚irti Ls 2139, atbalstot 1 teåtra “Skatuve” projektu
un Måras teåtra lîdzdalîbu starptautiskå festivålå Klaipédå.
Måkslai un kultürai kopå – apm. Ls 108 750.
• KKF: Neatkarîgajiem teåtriem pieß˚irti Ls 46 575 (kopå teå-
tra nozaré pieß˚irti Ls 337 471 ), atbalstot 4 teåtra “Skatuve”,
2 teåtra “Kabata”, 2 Ce¬ojoßå le¬¬u teåtra, 2 Krievu jaunatnes
teåtra, 2 Bérnu un jaunatnes teåtra, 2 teåtra “Müris”, 1 Brîvo
aktieru sabiedrîbas, 1 Måras teåtra un 2 Rîgas Mazå teåtra
projektus.

Pieß˚îrumi neatkarîgajiem teåtriem 1996 – 1999

SFL – Sorosa fonds – Latvija
KM – Kultüras ministrijas Kultüras projektu konkurss
KKF – Kultürkapitåla fonds

KM SFL

1996: Ls 14610
1997: Ls 11364
1998: Ls 14082
1999: Ls 48714

Pieß˚îrumi neatkarîgajiem teåtriem 1996 – 1999

KKF
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Homo Novus ‘99

ATZIˆAS

• kriti˚u atzîtåkås izrådes –
studijteåtra Teatrum / Igaunija izråde Peleass un Melizande;

Igaunijas Dråmas teåtra izråde Çüskas ce¬ß (reΩ. P.Pedajass)
• kultürpolitisks notikums – 
Albånijas Dråmas teåtra izråde Ve¬u pårnåkßana Latvijas
Nacionålajå operå
• izråde – atklåjums – 
Tallinas neatkarîgå teåtra Theatrum izråde Peleass un
Melizande
• skatîtåju favorîti – 
Shopping & Fucking (reΩ. O.Korßunovs / Lietuva),
Sargs (reΩ. J.Butusovs / Krievija), 

Lielbritånijas grupas Volcano izråde Pilséta, kas sajuka pråtå
• pårsteigums – 
çehu izråde Pißkanderdula
• underground favorîts – 
lietuvießu reΩisora B.Íarkas izrådes Kokakola un Carefree
• visnepieraståkais pasåkums – 
Jam Session studijteåtrî Skatuve
LKA Kultüras menedΩmenta ma©istrantüras 2. kursa studentu 
Homo Novus ’99 sociolo©iskås izpétes rezultåti:
• festivåla skatîtåji pårsvarå ir patståvîgie teåtru apmeklétåji,
lielåkå da¬a no tiem apmeklé JRT;
• optimålå bi¬etes cena – 2-3 Ls, skatîtåji labpråt izmantotu
iespéju bi¬etes rezervét iepriekß;
• 80 % HN auditorijas ir rîdzinieki vecumå lîdz 28 gadiem;
• informåciju par festivåla norisém skatîtåji ieguvußi no reklå-
mas presé, reklåmas pilsétå, draugu ieteikumiem, atsauksmém
presé (50 % laikrakstå Diena, 15% Ωurnålå Rîgas Laiks, 8 %

Ωurnålå Måksla+), reklåmå LNT (analizéjot reklåmu TV un radio,
reklåma LNT attiecîgi ietekméjusi 37 % skatîtåju);
• skatîtåju atsauksmes liecina, ka izrådes vélams rîkot
netradicionålås vietås.
Homo Novus’99 komandas atziñas ce¬å uz Homo Novus 2001:
reklåmas akcentus medijos vél vairåk virzît uz reklåmu pilsétå;
• programmå nepiecießami atklåjumi; 
• saglabåjot principu izråΩu kolekcija, veidot alternatîvåku,
novatoriskåku, izmeklétåku izråΩu programmu;
• prominences nav vajadzîgas;
• saglabåt Baltijas valstu teåtru izråΩu pårsvaru programmå,
obligåti tajå iek¬aujot arî Krievijas pårståvjus – gan izrådes,
gan viesus, gan ekspertus;
• vienu kopîgu notikumu plaßam skatîtåju lokam;
• izrådes spélét vairåkas reizes festivåla norisé;
• programmå iek¬aut Interneta teåtri;
• vienu, bet nopietnu paralélås programmas notikumu –
konferenci vai seminåru, vakaros – neformålas diskusijas;

• nepiecießamas programmiñas katrai izrådei;
• péc izrådes organizét tikßanos ar teåtra grupu;
• jåtiekas ar sponsoriem, lai novértétu sadarbîbu ar festivålu;
• aktîvåk jåsadarbojas ar Rîgas kafejnîcåm, båriem, jåturpina
reklåma ar flaijeru sistému;
• veidot mér˚tiecîgu sadarbîbu ar kriti˚iem, teåtra zinåtniekiem;
• piesaistît partnerus un sponsorus gadu pirms festivåla, ierobeΩot to
daudzumu, bet strådåt ar konkrétiem partneriem ilgstoßå laikaposmå;
• nopietnåkun savlaicîgåk koordinét atklåßanas un nosléguma
pasåkumu menedΩmentu;
• aktivizét sadarbîbas attiecîbas ar teåtriem.

Latvijas Jaunå teåtra institüta

DARBÈBAS PROGRAMMA 2000

• Informåcija
… JTI måjas lapas papildinåßana: http://www.vip.lv/jti.
… Izdevums Jaunåkås Ziñas 4x gadå — informåcija par fes-
tivåliem, grantiem, fondiem, måcîbu iespéjåm un notikumiem
Latvijå.
… Informatîvs JTI buklets.
• Starptautiskå sadarbîba un producéßana
… Projekta Hotel Europa lîdzproducéßana. 2000. gads.
Piedalås reΩisors Viesturs Kairißs un måksliniece Ieva Jurjåne
(sadarbîbå ar organizåciju Intercult (Zviedrija), Wiener
Festwochen (Austrija), Festival d’Avignon (Francija), Bologna
2000 (Itålija), Parkteatern/Stockholms Stadsteatern
(Zviedrija) u.c.).
… V.Kairißa izrådes Çüska producéßana. 
Producenti: Latvijas Jaunå teåtra institüts un Jaunais Rîgas
teåtris
Kopproducenti:
THEOREM (Austrum- un Rietumeiropas teåtris: tikßanås
nåkamajå gadsimtå. Rietumeiropas teåtru un festivålu sadar-
bîba ar Austrumeiropas måksliniekiem); Hebbel Theater
(Berlîne, Våcija); La Filature (Mulhauza, Francija); Festival
d’Avignon (Aviñona, Francija); Ambassade de France en
Lettonie (Rîga, Latvija)
Ar Kultürkapitåla fonda un Eiropas komisijas  (Kaleidoscope
‘99) finansiålu atbalstu. 

… ViesizråΩu cikls. 
Nekomerciålå teåtra festivåls – akcija Homo Alibi 1. – 7.maijs
– paredzamå programma Von Krahl teåtra / Igaunija;
Edmundo Studio 3 / Íau¬i, Lietuva; Jevgeñija Grißkoveca /
Ka¬iñingrada, Krievija; G.Abramova Ekspresîvås plastikas
klases / Maskava, Krievija viesizrådes.
Jozefa NadΩa viesizrådes Rîgå (sadarbîba ar Francijas vést-
niecîbu Latvijå).
Starptautiskå teåtra festivåla Baltic House (Sanktpéterburga,
Krievija) satelîtprogramma Rîgå. 
… Sadarbîbas projekts ar Lietuvas teåtri Miraclis – izrådes
kopproducéßana festivålam Homo Novus 2001.
• Kultürpolitikas diskusijas veicinåßana. Publikåcijas
… Izdevums Homo Novus rezuméjums ar kopsavilkumu par
festivåla diskusijåm. 2000. gada marts.
… Kultürpolitikas diskusijas, lekcijas.
… Starptautisks seminårs Baltic Theatre Policy Review II –
Vi¬ña. Seminårs par Baltijas teåtru attîstîbas politiku ar starp-
tautisku ekspertu piedalîßanos.
• Izglîtîba
… MenedΩmenta seminåru cikls teåtru direktoriem. 1. – 7.
marts (Rîga), maijs (Amsterdama), augusts (Amsterdama),
novembris (Rîga). Sadarbîbå ar Nîderlandes Teåtru un kon-
certzå¬u vadîtåju asociåciju.



Starptautiskais Jaunå teåtra festivåls Homo Novus 2001
notiks 2001. gada septembrî. Tas iek¬ausies Rîgas
astoñsimtgades svinîbu norisé un papildinås Rîgas kå Eiropas
kultüras galvaspilsétas pasåkumu virkni. Festivåls büs viens
no nozîmîgåkajiem Rîgas un visas Latvijas teåtru notikumiem
2000. – 2001. gadå.
Konkursa mér˚is: Rîgai nozîmîgajå gadskårtå 
rosinåt un apliecinåt jaunus priekßstatus par teåtra måkslas
nozîmi sociålajå un kultürvidé,
• provocét jaunas attiecîbas starp teåtri un skatîtåjiem, 
• izmantot visdaΩådåkås telpas un pilsétvidi, 
• eksperimentéjot paplaßinåt teåtra Ωanriskos jédzienus, 
• iesaistît starpΩanru, multimediålus, deju un kustîbu teåtra
projektus.

Konkursa vélamais rezultåts: viena vai vairåkas izrådes,
kuras:
• ir novitåte Latvijas un Baltijas valstu teåtru kontekstå,
• paver jaunu teåtra spéles telpu un paplaßina teåtra jédzienu,
• nodibina netradicionålus kontaktus ar skatîtåjiem,
• decentralizé Rîgas kultüras notikumu ©eogråfiju.

Konkursu izsludina JTI 5. maijå Nekomerciålås teåtra akci-
jas HOMO ALIBI ietvaros, kå arî Latvijas presé — laikrak-
stos DIENA, LML, Ωurnålå MÅKSLA+, TV kanålå LNT, Latvijas
Radio programmå KLASIKA, teåtru informatîvajos izdevumos,
JTI speciålizdevumå. 
Konkursa rezultåtus vérté: 
Latvijas Jaunå teåtra institüts kopå ar ekspertiem - pårståv-
jiem no Kultürkapitåla fonda Teåtra måkslas padomes, Rîgas
Domes, Kultüras ministrijas, a©entüras Rîga 800, Rîgas
teåtru tehniskajiem speciålistiem un menedΩeriem.
Konkurså atbalstîtos projektus producé: 
festivåls Homo Novus 2001 (Latvijas Jaunå teåtra institüts).

Konkurså atbalstu neieguvußo projektu autori var vienoties 
ar JTI par turpmåko sadarbîbu, projekta attîstîbu lîdz
atbilstoßam måkslinieciskam un reåla menedΩmenta lîmenim.
Autortiesîbu neaizskaramîba ir garantéta.      
Konkurså var piedalîties: Latvijå strådåjoßie reΩisori, dra-
maturgi, scenogråfi, producenti ar zinåmu (vérå ñemamu)
pieredzi, horeogråfi, multimediju u.c. spéles måkslas jomu
måkslinieki ar vai bez konkrétas piesaistes kådam no profe-
sionålajiem teåtriem.
Ja projektå paredzéts iesaistît Latvijas profesionålo teåtru
ßtata darbiniekus (arî aktierus), projektam jåpievieno sadar-
bîbas lîgums ar attiecîgå teåtra administråciju, kas saista ar
labvélîbas statusu ßo darbinieku izmantoßanai projektå, kurß
uzvarés un tiks realizéts.

Konkurså jåiesniedz: detalizéti izklåstîts jaunuzveduma plåns, kura
• izrådîßana ieceréta netradicionålå spéles telpå, brîvå dabå,
pilsétas re©ionå, kur vél nekad nav spéléts teåtris;
• ir atraktîvs, dinamisks, saprotams ne tikai tekstuåli,
adreséts netradicionålai publikai, kam ßî izråde ir tramplîns
nåkamajiem teåtra apmekléjumiem;
• sakñots måkslinieciski mobilizéjoßås idejås, literårå vai
vizuålå intertekstå, saistîts ar tådas netradicionålas teåtra tel-
pas izmantoßanu, kas radîs neparastu, negaidîtu emocionålu
baudîjumu skatîtåjiem;
• piedåvå iespéju latvießu teåtra notikumos ienest svaigu,
neaprobétu teåtra måkslas valodu uz radoßas saskañas
pamatiem dibinåtas grupas izpildîjumå.

Projektam var tikt pievienots iepriekß piemeklétas telpas
izmantoßanas plåns un iekårtojuma tehniskie parametri, bet,
iespéjams, tikai ideålås telpas modelis un izrådei
nepiecießamie nosacîjumi. Vadoties péc tiem, radoßå grupa
kopå ar JTI piemeklés konkurså prémétå projekta realizåcijas
telpu. 

Konkursam iesniedzamais projekts ietver :
1. Ieceres vadoßo ideju, moto, telpas un publikas revolu-
cionizéßanas saukli.
Virsuzdevumu — kå izvélétajai telpai piesaistît publikas
uzmanîbu, radît vilinåjumu jaunam teåtra måkslas
pårdzîvojumam. 
2. Lugu, scenåriju vai detalizétu sinopsi. Dramatizéjuma
plånu, sinopsi vai paraugfragmentus, kas sniedz priekßstatu
par dramatizéjuma galveno domu.
3. Uzveduma vizuålå risinåjuma skiçu sériju, fotokolåΩu ar
telpas vai vides izmantoßanas redzéjumu, spéles vietas plånu,
publikas izvietoßanas shému.
4. Tehniskå iekårtojuma projektu, tehnikas izmantoßanas
shému, uzbüves un papilddarbu perspektîvo plånu.
5. Visu ßo uzveduma darbu grafiku un tåmi.
6. Izrådes tapßanas, mé©inåjumu, uzbüves un izrådîßanas
kopéjo tåmi , radoßo darbu apmaksas tåmi, prognozéjamo
pe¬ñu.
7. Projekta galveno izpildîtåju CV un lîdzdalîbas izklåstu.
8. Sadarbîbas lîgumus ar projekta lîdzdalîbniekiem un viñu
pamatdarba devéju piekrißanu.

Konkursa pieteikums — projekts jåiesniedz Latvijas Jaunå teåtra institütå 
lîdz 2000. gada 1. augustam.
Adrese: RLB, Mer˚e¬a 13 – 426, Rîga LV-1050
Telefons: 7212622, e-pasts: jti@latnet.lv

Konkursa rezultåti tiks paziñoti laikrakstå Diena, Latvijas
radio un LNT lîdz 2000. gada 15. septembrim

Festivåla Homo Novus

2001 KONKURSA NOLIKUMS

Fe
st

iv
ål

a 
Ho

m
o 

No
vu

s
20

01
KO

N
KU

R
SA

 N
O

LI
KU

M
S

30





Fe
st

iv
al

 H
om

o 
No

vu
s

G
U

ID
EL

IN
ES

 F
O

R
 C

O
M

PE
TI

TI
O

N

32

International New Theatre Festival Homo Novus will be held
in September 2001, within the broader programme of Rîga
800th anniversary celebrations and will also supplement cul-
ture programme of Riga as European Culture Capital city. It
will be one of the most important theatrical events in Rîga
and the whole of Latvia in the years 2000 – 2001.
Aim of the competition: During this very important anniver-
sary of Rîga to inspire and affirm a new image of theatre art,
its role in social and culture environment, 
• to provoke new relationships between theatre and its audience, 
• to use various venues and urban space,
• to experiment with and to widen concepts of theatrical genres,
• to involve interdisciplinary, multimedia, dance and move-
ment theatre projects.
Desirable result of the competition: one or more perfor-
mances that would:
• be and important innovation within the context of Latvian
and Baltic states theatres;
• open new theatre performance spaces, would widen the
concept of theatre;
• establish new, unorthodox contacts with the audience;
• decentralise the geography of Rîga s vulture events.
The competition will be announced on May 5 during non-
commercial theatre event in Latvian newspapers, TV chan-
nels, Latvian radio, theatre  newsletters, and special edition
of the New Theatre Institute newsletter.
The results of the competition will be judged by:
New Theatre Institute in co-operation with invited experts from
Theatre board of Culture Capital Foundation, Rîga City Municipali-
ty, the Ministry of Culture, representatives of agency Rîga 800,
technical specialists and managers from Rîga theatres.
The supported projects are produced by Festival Homo
Novus 2000 (the New Theatre Institute of Latvia).
The authors of the projects not supported in the competition
can negotiate with NTI about  future co-operation, further devel-
opment of the project in order to attain sufficient artist and real-
istic management level. Copyright protection is guaranteed.
The competition is open to: directors, playwrights, stage
designers, producers with (considerable) experience, choreo-
graphers, artists working in multimedia, performance artists,
active in Latvia, either independent or connected with any of
the professional theatres.
If the project plans to engage staff members of Latvian profes-
sional theatres (including actors), the project should include
agreements of co-operation with the administration of these the-
atres, that would grant favourable status to involvement of these
staff members in the project in case it wins and is realised.
The applicants should submit: a detailed plan of the perfor-
mance that 
• aims to stage untraditional performances in a venue, 

open air, a part of a city that has never housed a theatre 
performance;
• is attractive, dynamic, understandable not only on the 
level of the text, addressed to unorthodox theatre audience,
for whom a contact with this performance might turn into a
springboard for further visits to the theatre;
• is based on an artistically mobilising idea, literary or visual
intertext, connected with unorthodox use of theatrical space,
that would create in the audience unusual, unexpected 
emotional reaction;
• offers the possibility to bring into Latvian theatre events
fresh, unexhausted theatre art language, in the performance
of a troupe, created freely, on the basis of creative harmony.

The project might include the floor plan of the space or venue
chosen for the performance and the necessary technical data,
But it might as well be the ideal model of the space and the
conditions for the performance, on the basis of which the
artistic team and NTI would find the space for the implemen-
tation of a project winning the competition.
The project submitted for the competition should include:
1. Slogan, expressing the main idea, motto and venue, revo-
lutionising the audience.
The supra task – how to attract the audience to the chosen
venue, to create an attraction promising new theatrical emotions.
2. Play or script, or detailed synopses. Plan for the stage ver-
sion, synopses or a sample fragment that would express the
main idea of the dramatisation.
3. Series of sketches of the visual image, photo collage,
expressing the ideas about potential use of the space or envi-
ronment, plan of the performance place, the scheme for pub-
lic seating.
4. Project of technical set up; plan for the use of technical
equipment and the plan for stage set up and other technical
works.
5. Time schedule and total budget of the performance.
6. The total budget of the production of the performance,
rehearsals, set up and performance costs, salaries for the
creative team, potential income.
8. Agreement of co-operation with the members of the pro-
ject and the agreement of their employees.

The applications should be submitted to::
The New Theatre Institut
RLB, Mer˚e¬a 13 – 426, Rîga LV-1050
Phone: 7212622
e-mail: jti@latnet.lv

Deadline for submission: August 1 The results will be
announced by : September 15

Festival Homo Novus

GUIDELINES FOR COMPETITION



Sometimes you have to wonder – what curios and inexplica-
ble pictures our memory keeps. Probably our memory knows
better what and how to keep, or maybe we are busy lying to
ourselves, perceiving as something important a thing that
should not be valued more than an empty eggshell.
In my memory files of striking, inexplicable and fatal pictures
one conversation from stormy and legendary life of Daugav-
pils Theatre Latvian troupe has been saved. It looks as fol-
lows: I sit in some kind of dark and dreary office of Daugav-
pils nouveau riche operator, who has via some long chain of
acquaintances expressed a vague wish to give some sort of
funding to the theatre of his native city, which had all of a
sudden became notorious. And this nouveau riche, smiling
impishly asks: “Let’s say, if we give you money and you pro-
duce Hamlet?” Finally neither money nor Hamlet transpired,
but after that for a long, long time I kept thinking: What does
Hamlet mean to him and he to it?
I do not think that Hamlet for him was a guidebook or a ref-
erence book. But if we generalise this phenomenon, it hap-
pens so, that a person, in arrogant self-righteousness, whim-
sically dreams – “Hey, what would happen if I could put in
my home the Venus of Milos or order dinner from Maxim
and have it transported by plane directly to Daugavpils, or
Sophia Loren’s bra? Or Hamlet? Or something else? For his
heart – no, for his mind – no? (but, indeed, which organ is
craving for it?)
And now let us think what should our cherished, dreamed of,
abused and adored Homo Novus be like?
Sometimes we are not at all different from that nouveau rich
little man from Daugavpils. Each of us has limitations to his
or her cultural files (Shakespeare – yes, I’ve read him!), each
of us has his or her own archetypes of dreams – something
that we want to acquire, to have as our own property, belong
to experience, arrogance, order of things (if X were doing
THIS, but not this, whatever he is doing, it would be so right,
so beautiful, and I would love him so much! All of us want to
issue orders – “Hey,… come here!” And now this COME HER
(i.e. – Homo Novus) is over.
What does Homo Novus mean to us and we to it?
We are putting this and other questions to ourselves and to
others. And we look at the fragments of this event, trying to
discern in them the features of the New Man. Is his face
nice? Clever, smiling, attractive, understanding? Is our audi-
ence able to perceive this face the way we see it? Are critics
interested in talking with it? Are the wrinkles in this face from
ironic smile or old age? Does it have the features of Russian
theatre, Korshunovas theatre or the wandering British people?
We would like the New Man (the Upstart) to be real, uninven-
ted, without artifice, free, courageous and joyful.

Péteris Krilovs
Director, Homo Novus 

February, 2000
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GUESTS

Theme: 
the text of the play as the basis of contemporary perfor-
mance
12 Latvian and 12 foreign performances (Macedonia, Finland,
Britain, the Czech Republic, Russia – 2, Lithuania – 3, Estonia – 2)
6 discussions
1 seminar
5 press conferences
2 master classes
2 parties
Exhibition of British Drama 
Jam Session

37 special guests
10 partners of co-operation: Intercult. Sweden, the Latvian
National Opera, the New Rîga Theatre, Daile Theatre, the
National Theatre, Russian Drama Theatre, studio theatre
Skatuve, Museum of Sports, Liepåja Theatre, independent
theatre Müris, Rîga Latvian society

With the financial support of: Rîga City Municipality, Board of
Culture. Culture Capital Foundation, Soros Foundation –
Latvia, The British Council, Goethe Institute Riga, Svenska
Institut, EU/Kaleidoscope, Open Society Institute

Katrin Klingan – festival Wiener Festwochen / Austria
Ivana Vujic – director of theatre Belef / Yugoslavia, Belgrada
Nathalie Vimeux – director of programm Theorem of Avingon festival / France, Paris
Bernard Faivre d’Arcier – director of festival Avingon / France, Paris
Christoph Bladin Estournet – director of ONDA (Office National de Diffusion) / France
Ivica Buljan – theatre magazin “Frakcija” / Croatia – Sweden
Peeter Jalakas – artistic director of Van Krahl theatre, director of festival Baltoscandal / Eesti, Tallinn
Kulii Holsting – head of Eesti drama agency / Eesti
Marco Martinelli – director of Ravenna theatre / Italy, Ravenna
Yelena Nevezina – theatre director / Russia, Moskow
Inna Sterligova – director of festival centre Baltic House / Russia, St.-Petersburg
Michail Gruzdov – theatre director / Russia, St.-Petersburg
Lucy Neal – director of LIFT festival / Great Britain, London
Audronis Liuga – director of Theatre & cinema centre / Lithuania, Vilnius
Oskaras Korshunovas – theatre director, artistical director of O.Korshunova theatre / Lithuania, Vilnius 
Martynas Budraitis – manager of O. Korshunova theatre / Lithuania, Vilnius
Theo Ruyter-Lantaren / Venster-Rotterdam- generalmanager of Lantaren Venster-Rotterdam / the Netherlands / Roterdam
Kjetil Skojen – artistical leader of project Passage Nord / Norge, Oslo
Jukka Hytti – director of  Q-teattero / Finland, Helsink
Harri Toivonen – technical director of the festival Helsinki 2000 / Finland, Helsinki
Heikki Kuijanpaa – theatre artist, director / Finland, Helsinki
Lajos Sandor – theatre magazine Szinhaz / Hungary
Nele Hertling – director of  Hebbel Theater & director of festival “Theater der Welt” / Germany, Berline
Hannah Hurtzig – theater critic / Germany
Tankret Dorst – director of Bonn Biennale, playwright / Germany, Bonn
Ursula Ehler-Dorst – director of  Bonna Biennale / Germany, Bonna
Lena Josefsson – artistic director of Skanes Danstheater / Sweden
Barbro Smeds – theatre director, playwright / Sweden
Chris Torch –artistic director of production centre Intercult / Sweden, Stockholm
Mamadoe Sene – improviser / Sweden, Stokholma
Andreas Drufva – participient of social and exchange programm / Sweden, Stockholm
Asa Lundmark – leader of dance and theatre department of Swedish Institute / Sweden, Stockholm
Vladimir Milchin – director /  Macedonia, Skopje

14 sponsors: Hotel Latvija, Latnet, Finnair Rîga, LDC – Ricoh,
LNT, Arnavs, A-Raminent, Ekva, Rîga Taxi, Diena, radio
Klasika, radio SWH, The Baltic Times, Santa
42 supporters
13 info sponsors
70 accredited journalists, representatives of mass media
60 volunteers – students of Latvian Universities
Total budget of the festival: 80 000 Lats
Audience – 7080

Team:
Péteris Krilovs – festival director
Baiba Tjarve – festival programme director
Zane Keißa-Kreicberga – programme co-ordinator
Edîte Dancberga – general manager
Ilze Rudzîte – PR manager
Ilze K¬aviña – editor, information manager
Izolde Césniece – artist (visual image in the city)
Linda Lüse – artist (design of printed materials)
Agnese Treija – guests co-ordinator
Ieva Ozoliña – translation co-ordinator
Gatis Gåga – technical director
Inete Gadzjus – accountant
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LATVIAN PERFORMANCES

g Daile Theatre
Blow, Wind (by Rainis), directed by Olgerts Kroders
Le Bon Ami (by Guy de Maupassant), directed by Mikhail
Gruzdov
The Flight Over Savanna in the Helicopter of Mr. Mirror ,
directors and authors Gatis Smits and Regnars Vaivars
g The National Theatre of Latvia
The Eldest Son (by A. Vampilov), director Regnars Vaivars
g The New Riga Theatre
XX gadsimts.Pojezd – prizrak. Vision Express. (by A.
Hermanis), directed by Alvis Hermanis
Idiot (by F. Dostojevskis), directed by Viesturs Kairiss
Werther (by J.W. Goethe), directed by Peteris Krilovs
The Queen of Spades (by A. Puskin), directed by Alvis
Hermanis
g Russian Drama Theatre of Riga
On ne badine pas avec l’amour (by A. de Musset), directed by
Jelena Nevezhina (Russia)
g Independent Theatre Müris / Liepaja
ART (by J. Reza), directed by Lauris Gundars
g Liepaja Drama Theatre
Madame Bovary (by G. Flaubert), directed by Imants
Jaunzems
g Independent Theatre Skatuve
The First Act (by J. Ramba), music by Orests Silabriedis,
directed by Ansis Rutentals, The project of Artistic
Association The Fourth Spotlight
Tanya, Tanya (by O. Mukhina), directed by Zane Kreicberga

IDEA:
g In 1998 the experts from the Council of Europe and the Mi-
nistry of Culture of Latvia produced a report “Culture Policy in
Latvia”, which analysed also theatre policy development, most
favourable development models for Latvia culture environment
were suggested. And yet no clear criteria have been developed
thus far. That is why the New Rîga Theatre jointly with the New
Theatre Institute of Latvia and production centre Intercult /
Sweden undertook the initiative to organise international seminar
with the participation of European experts, dedicated to the Baltic
theatre policy development.
AIMS:
• to draw the attention of the makers of Latvian culture policy
to the problems of theatre funding, management and deve-
lopment,
• to arrive at the formulation of clear and precisely defined
principles and criteria for subsidies, in order to make long-
term strategic planning and investment possible, and more
efficient control of financial, technical and artistic resources,
thus facilitating artistic development;
• to facilitate definition of such Latvian theatre culture policy
that would reflect the local conditions, but would simultane-
ously be functional, mobile and would correspond to the rec-
ommendations provided by EC expert;
• to start a dialogue between the makers of culture policy and
theatre people on the issues of the tendencies of development
of independent structures and groups, international co-opera-
tion, income, sources of subsidies, work with target audience;
• to invite to the seminar alongside the makers of Latvian cul-
ture policy – officials from the Ministry of Culture, National
Culture Council, members of the parliament, theatre manag-

FOREIGN PERFORMANCES

g Estonia
The Serpent’s Way in a Rock (by T.Lindgren), Eesti Drama
Theatre, directed by Priit Pedajas
Peleas and Melisande (by M.Maeterlinck), Studio Theatrum,
directed by Lembit Peterson
g Lithuania
Heda Gabler (by H.Ibsen), Kauno Drama Theatre, directed by
Gintaras Varnas
Shopping & Fucking (by M.Ravenhill), O. Korshunovas
Theatre, directed by Oskaras Korshunovas
Kokakola/ Carefree, Theatre Gliukai, directed by Benas Sarka
g Great Bitain
The Town That Went Mad or Macbeth (by D.Tomass), Theatre
Volcano
g Finland
Roach Voices, Theater Venus / Universum Prodaction
g Russia
Careteker, Theatre on Liteythny, St.Petersburg, directed by
Yrij Butusov
Beekeepers, The Ship of Fools, Debut Centre Moscow, direct-
ed by Nikolay Roschin
g Macedonia
The Late Coming Bones (by T.Dervishi), Albanian Drama
Theatre / Theatre of Nationalities, directed by Vladimir Milcin
g Czech Republic
Pishkanderdula (sublitled Josefs!!!), Archa Theatre, directed
by Vera Richarova and Frantishek Vitek

ing directors of theatres, also representatives from Estonia
and Lithuania, with the aim of receiving information about the
situation of theatres, their financial and legal status, as well
as culture policy principles of the neighbouring countries.
IMPLEMENTATION:
g Part I was dedicated to the characterisation of the situa-
tions and problems, comparison of the three Baltic states (re-
port of the representatives from each Ministry of Culture, the
view of public foundations, the views of theatre managers on
the possible solution of financial problems, paying special
attention to the different models of state subsidised and inde-
pendent theatres, common trends and problems).
The objective was to give a specific, but as much as possible –
all embracing and objective insight into the local cultural situa-
tion, to give the possibility to the experts to listen to different
views, in order to give most effective suggestions for the further
development of culture policy, to start discussions with theatre
managers about the creative problems at the theatres in the con-
text of attracting funding and new possibilities in this field.
g Part II – the views and suggestions of the experts, stem-
ming from specific examples, in order to facilitate the devel-
opment of functioning plan for future development of theatre.
Participants: representatives of Latvian, Lithuanian and Esto-
nian Ministries of Culture, managing directors of theatres,
managers, Homo Novus guests, theatre critics, representa-
tives of mass media, other interested persons.
Experts:
Chris Torch – director of Intercult, production centre, Sweden
Marco Martinelli – Teatro delle Albe artistic director,
Ravenna, Italy
Barbro Smeds – playwright, director. Sweden
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BALTIC THEATRE POLICY REVIEW
Part I
(Moderated by Baiba Rubess, director of Statoil)
Reitern’s House, October 28,1999

LATVIA
The seminar was opened by the Minister of Culture of the Re-
public of Latvia Karina Pétersone, she gave a brief overview
on the state budget allocations for culture (1% of the total
state budget, 4% of the GNP) and expressed the belief that
many issues in the field of culture could be solved without
immediate increase in subsidies – legislation, improvement
of culture policy.
Karina Pétersone. The decision, taken in 1998 to establish
Culture Capital Foundation (KKF) was very important. It is an
agency founded and financed by the State, the basis of its
work is seven boards of experts and one general council.
Presently the foundation receives 2.5 million Lats annually,
that is more than 5 million USD. The total state budget for
culture in Latvia is approximately 18 million Lats per year.
The Ministry used to finance predominantly culture institu-
tions, museums, libraries, professional state theatres, music
and arts schools. The balance between the support to institu-
tional part of culture and the creative process was disrupted.
The Saeima decision to establish KKF was taken with the aim
to support creative process. KKF allocates money on the
basis of competitions. Four competitions are organised annu-
ally; seven boards evaluate the submitted projects. Members
of these boards are experts, delegated by professional asso-
ciations of the branches, as well as two persons representing
the Ministry of Culture. The Ministry is supervising financing
and reporting to the State. Usually approximately one out of
five projects receives financing. Talking about taxes, we have
exemption from income tax, if the company sponsors money
for the development of culture. We have drafted a new law
that would increase the number of sponsors and will define
more specifically the rights, duties and responsibilities of
those giving sponsorship and receiving it. Direct donations
will also be allowed, not only using foundations as go-bet-
weens. The status of the artist has not been defined by Lat-
vian legislation, it is a problem. The Ministry plans to deal
with this issue in the nearest future. We try to adopt the
model existing in Scandinavian countries. The following
issues should be clarified: who is a self-employed person,
also issues of social security, legal status, definition of the
profession.
Eduards Liniñß. I would like to turn to the National pro-
gramme Culture. In 1998/99 I was the head of the working
group dealing with issues of theatre. Characterising the finan-
cial relationships between theatre and art two aspects should
be stressed. First, the theatres that receive state subsidies are
predominantly state theatres that have to observe rather
strict process of planning state budget. Secondly, the budget
is approved under conditions of permanent financial stress
and deficit. The founding of Culture Capital Foundation (KKF)
in 1998 was very important. For the first time independent
theatres and state theatres were seen as equal competitors
for financing.
National programme “Culture” defines the core problems that
hinder normal development of theatre branch. First of all, clear
criteria should be defined that are used for allocating state finan-
cing to theatres. Secondly, relationship between the state and
theatres might seem eternal, but on the other hand there is a
threat that might end at the end of the financial year. Thirdly,
there is a strict demarcation line for receiving state subsidies
between state and public sector. Independent theatre in reality is
unable to receive state support. It also creates a psychological

barrier: the state theatres, founded previously, do not think of
the newly established independent theatres seriously. One of the
first steps that should be taken is – establishment of advisory
board for theatre arts.
Presently there is one municipal theatre, seven state theatres
and approximately 10 – 12 independent theatres in Latvia.
State and municipal theatres attract the largest number of
audience. The box office income constitutes 35% of the the-
atre budget. 65% comes from state subsidies and sponsors.
For example, Daile Theatre’s subsidy is 25 – 27%, for the
regional theatres this number is larger – 60%. The subsidy
for the National Opera is 56 %, which is the lowest in Europe.
The criteria for allocating subsidies are historically estab-
lished, the state tries to support theatres founded by the
state, to give them average possibilities for survival. It is a
policy of survival.
• Did I understand you correctly – that Latvia does not have a
professional advisory council and that subsidies are allocated
by the Ministry of Culture, following political criteria?
• Unfortunately you are almost right.
• What about international co-operation?
• The Ministry of Culture mainly is responsible for the inter-
national activities of the theatres, tours, as well as participa-
tion in international events abroad. These are usually organ-
ised by the Ministry of Culture. This event, in its turn, was
organised by an independent organisation – the New Theatre
Institute of Latvia. The national culture program mentions
special programmes that would support participation at vari-
ous international events. We are orienting ourselves towards
the Baltic Sea region, at least for now. As regards internation-
al exchange, the initiative usually comes from theatres.
Sometimes the Ministry of Culture facilitates this process,
but not always is financing it.
• Is the Ministry of Culture allocating special financing for
international exchange?
• No, there is definitely no such budget.

ESTONIA
Report by secretary general of the Estonian Ministry of
Culture, read by Kuli Holsting, head of Estonian Drama
Agency.
Estonian government supports nine state theatres, as well as
private and municipal theatres. The activities of amateur
groups are co-ordinated by Estonian Association of Amateur
Theatres and the headquarters of International Association of
Amateur Theatres, which since 1998 is situated in Tallinn.
Presently the average annual number of the audience in
Estonia is 800000; the price of the ticket is 1% from the
average salary. The Estonian Drama Agency receives state
support, it is allocated funding for new productions, and spe-
cial support is given for the staging of Estonian drama, pro-
moting tour performances, giving approximately 1% of its
financing. The task of the ministry is to analyse and to super-
vise the system of theatres in the state.
The plans for the technical development of the theatres have
been the following: from 1997 till 199 the building of
Estonian National Theatre was reconstructed, the building of
the Opera will be finished by the end of this year, the building
of Tallinn Theatre is under construction, funded by the
municipality of Tallinn. The basis for state funding is the Law
on Theatres. This Law stipulates that the theatres have the
rights to receive their funding from the following sources:
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example, buffets, cafes, funding from different foundations
and charities, donations, support coming from municipal
budget and allocations from the state budget. The Ministry of
Culture decides distribution of resources. Local municipalities
approve the municipal budgets. Municipal and private the-
atres receive state support that reflects their contribution to
the national culture. The budget of the Ministry of Culture has
definite sum for all the theatres. A certain sum is allocated
also to commercial institutions. The allocations are made,
taking as the basis the achievements of the theatres in the
past years, as well as by taking into account reports by
experts from several ministries. Theatres receive their budget
allocations at the beginning of the year, funding for tours,
guest directors, guest actors is envisaged, that allows staging
of new performances of exceptionally high level. Special tar-
get allocations alongside the regular financing are allocated
for separate projects of the institutions and can be made at
any time of the year. The Tallinn City Theatre recently
changed owners; now the city of Tallinn is covering large part
of the expenses of the theatre, including construction costs.
This support is indeed commendable. The city of Tallinn can
afford it, but smaller towns it is still quite difficult to find
financing to support their local theatres. Let us hope that in
the future local authorities will support their theatres more
actively. The amount of financing granted to the theatres
financed by the state and Tallinn City theatre depends upon
the number of audience per year. The allocations per one
spectator have not changed even though the theatre and its
activities have changed. Financial support according to the
number of the spectators makes life easier for theatres and
allows staging classical works and works of Estonian litera-
ture. Independent theatres have no institution taking care of
their interests, one common organisation, but nevertheless
several independent theatres receive state financing.
Peter Jallakas. I used to be a member of the working group
that drafted the Law on Theatres, now it has been approved,
but it seems to me silly. The Law states that Estonian the-
atres have the right to apply for state funding. It is a philo-
sophical problem, because, once we started looking for defin-
itions we arrived at the stage that within this Law theatre has
been defined as a venue that has regular theatre perfor-
mances. The only measurable criterion is the number of
spectators. We all know that this is a very dangerous way of
defining criteria for evaluation. It seems that the state is buy-
ing the audience from the theatre. The spectator in Tallinn is
cheaper for the state. The spectator of an experimental the-
atre is more expensive to the state than a spectator of a com-
edy theatre. No one from the theatres has objected to this
law. In terms of percentage the amount of money allocated
from the total budget is the same as before, and the situation
is also the same as before. There is no commission of
experts that could decide how much one spectator should
cost in each theatre. Estonia like Latvia has no advisory
council that would take decisions. It is difficult to take as the
basis for the budget the indicators of the previous year.
Electricity companies also decide about sums to be paid at
the beginning of the year, and then later they check how
much we have actually used. Up till now one person – the
minister, took the decisions.
The independent theatre Von Krahl...which I work was found-
ed seven years ago, For the second year now we receive
state support, in comparison to the state theatres it is very
small, but I hope that it will increase.

LITHUANIA
Ramutis Rimeikis (the Ministry of Culture of Lithuania)
For the government of Lithuania one of the main priorities in
the field of theatre is to support the art of theatre by granting
additional funding that would supplement the box office rev-
enue. After Lithuania regained independence there are 3 pro-
fessional theatre companies, 3 musical theatres, 8 drama and

2 puppet theatres. New independent theatre company, which
has achieved official recognition, is the Small Theatre of
Vilnius, headed by Rima Tuminas.
Facts on the income and expenditures of Lithuanian state theatres:
In 1998 the total number of performances in Lithuanian the-
atres was 2267, these were visited by 594 thousands of
spectators. The total income last year was 76771000 Lits or
almost 2 million USD. The total state subsidies to state the-
atres in 1998 were 3760000 Lits or almost 1 million USD.
The budget of state theatres could be divided into three cate-
gories — state subsidies (79%), box office revenue (15%)
and donations and other additional income (6%).
Alongside state subsidised theatres there are also theatres
supported by city municipalities. The average amount of subsi-
dies granted by municipalities that have theatres is 645 000
Lits or 150 000 USD. There are 9 independent theatres in
Lithuania that receive small state subsidies for special produc-
tions. Independent theatre companies like E. Nekroshus’ and
O. Korshunovas’ theatres are the most active and creative in
Lithuania, their productions attract more spectators and pro-
fessionals, they have participated in many international festi-
vals and received more awards than traditional state theatre
companies. The most famous contemporary theatre directors
are Eimunts Nekroshus, Rima Tuminas, Oskaras Korshunovas
and Jon Vaitkus.
Now about difficulties that Lithuanian theatres are facing. The
theatre artist in our country has the same status as any other
employee. Now we are working at amendments to the law on
employment, so that that theatre artists could be employed
on the basis of separate contracts, depending from the time
period the performance is shown. Our political concern –
high level of professional theatres, social support to actors –
old age pensioners, the education of young directors and
modernisation of the technical equipment of our theatres. In
general we could say that Lithuanian theatre is standing at a
crossroads. Everyone understands that a reform is unavoid-
able, but how to implement it – without inflicting damage
upon the infrastructure of the theatre and, more importantly,
to its soul? It is a question addressed not only to the govern-
ment, but also to the leaders of the theatrical world in our
country.
• Is there a council, advisory or executive that could be
named national arts council or independent council in the
sense that it is not part of the Ministry of Culture?
• State theatres receive state subsidies without involvement
of independent experts. The independent theatres are granted
state subsidies following a decision taken by independent
experts. Theatres submit their subsidy applications, which
are then considered.
• Are there private theatres in Lithuania working only as com-
mercial theatres, receiving no state subsidies whatsoever, for
example, musical theatres, cabarets, private initiatives?
Audronis Liuga (head of Lithuanian Cinema and
Information Centre): Commercially the most successful the-
atres are the ones already mentioned – theatres of
Nekroshus, Korshunovas, Tumina. Can we consider these to
be commercial performances? These are performances of
high artistic quality, but they are also high earners, because
they attract the largest audience. A curios fact is that almost
no one of the leading directors works at state theatres, all of
them – Nekroshus, Korshunovas, Vaitkus — have got their
own independent troupes. Tuminas for some time was the
head of the National Theatre, now he has left it and is work-
ing at an independent theatre. It shows that during this so-
called transition period the most interesting artists left state
theatres, even more, the majority of state theatres are the
venues where independent theatres show their performances.
Thus we are gradually loosing repertoire theatres. The state
wants to preserve repertoire theatre, but the reality is that the
repertoire theatre is disappearing altogether. Even the
National Theatre is a roof under which the best productions
of Lithuanian directors can be shown, as well as independent

37



Se
m

in
ar

 B
AL

TI
C

TH
EA

TR
E

PO
LI

CY
RE

VI
EW groups and directors – like Nekroshus, Korshunovas, Vaitkus

show their productions only at the National Theatre.
• Are they co-produced together with the National Theatre?
• No, they use National Theatre only as a venue and pay rent.
• When you say “group” – do you mean that these directors
are always working with one the same troupe of actors?
• No.
• In what way do they attract the actors?
• Nekroshus chooses and invites the actors, and they come.
The majority of the actors working with these directors are
the actors of the National Theatre. Nekroshus and
Korshunovas employ theatre actors and travel around the
world, and during these periods the actors are not working at
their theatres, it is a big problem.
• Is the theatre paying their salaries?
• They are being paid, because the theatres wants to keep
them. This is the problem of the individual status of the
artist. Nekroshus and Korshunovas say – come, I am going
to pay, you will be able to work at my productions. So it
turns out, that formally the actors are on the pay roll of the
theatre, but in fact are not working there.
• It is very interesting that you started to discuss these issues
from the point of view of theatre as a troupe, not as a build-
ing, as an institution. This morning we have talked about the-
atre only as a building. My question is – when talking about
theatre, do you mean performing arts in general or only the-
atre, not including circus, dance theatres, etc.?
• In Lithuania we talk more about theatre companies, because
they have outstanding personalities. This is in fact a tradition
of our theatre – personalities of directors and actors, not the
theatre. Concerning the question about performing arts, in
this case the representative of the Ministry of Culture was
talking only about dramatic theatre.
• I think this is the most essential difference between Estonia,
Latvia and Lithuania: I have the feeling that if we went out into
the street and asked the first passer-by: “What is theatre?”, he
would immediately explain that it is a building in which
something happened. When asking the same question in
Lithuania, you would hear something about a form of art.
Karina Pétersone: I think that his question was addressed to
all three of us. We have gone through several stages. Talking
about National Theatre – sometimes it is a company and
sometimes it is indeed the building, associated with the
national awakening and with our understanding of what is
our national state. But as a Minister I have to say that
presently we see new development tendencies in the culture
policy; we have one city having a theatre building as its prop-
erty, and the state is responsible for the legal person – it
might be municipal, sate subsidised legal entity as National
Theatre, Liepåja regional theatre and several other examples.
We have found out that there is no conflict, on the contrary,
we have this partnership and we would like to widen it and
apply also to other theatres. Talking about performing arts or
dramatic art, we have separate boards at the Culture Capital
foundation – Music and dance, and so on. We have tried to
introduce this distinction also into the budget, now we have
separate sections for opera and dramatic theatre. I would
also like to add something concerning the advisory board –
we have no theatre advisory board, but we have the National
Culture Council, which is an advisory institution for the
Ministry. And in the theatre branch we have the board of
directors – all the theatre managing directors work in this
council, and if the Ministry wants to consult with the theatres
concerning the funding for the next year, legal issues, the
National Council is convened, they all together either accept
the decision of the Minister or renounce it, and then we are
jointly looking for other proposals.

DISCUSSION
Baiba Rubess. Now we have heard three different views on
financing, policy development, what is the general attitude of
the state towards theatre. We have several people here

among the audience, who are heading theatres and who
might have something to say about their experience and also
about the future development of theatre. What are the objec-
tives of your theatre, what is your policy in choosing reper-
toire, how often you change the performances and how long
they are shown, what is your audience, in what way you
develop your audience, is it even possible to identify who
your spectators are? Financial structure, property, manage-
ment, leadership – very complex issues, impossible to solve.
Employment – some theatres employ relatively few people,
others – comparatively many. What are the criteria that you
follow. And finally – what are your views concerning the role
of the government, what should the future system of financ-
ing look like?
Audronis Liuga. What is the role of theatre in contemporary
society? Discussions on this theme have started in Lithuania.
It was mentioned before, we have theatres of strong persona-
lities – directors, they depend upon the creative initiative of
the theatre and sometimes have very little in common with
the surrounding society. The director creates his perfor-
mance, for instance, like Nekroshus, he is not too dependent
from his surroundings, he can create his performance in
Italy, in any other place. And indeed we have grounds for
saying that in Lithuania the answer to the question What is
theatre? we would first of all mention the names of several
people, who create theatre. There are other problems – build-
ings and performances, but this is not theatre in our under-
standing, and neither from philosophical point of view.
Therefore the main task of theatre is to look into the reality.
One of the examples of co-operation with Korshunovas in the
performance Shopping & Fucking that was presented here at
this festival. We, Lithuanian Cinema and Information Centre,
try to work together with independent groups, in order to
voice real problems of society, not only to stage perfor-
mances for the sake of staging them. I also think that within
the theatre funding policy the reality should be acknowl-
edged, it should be identified and clearly stated that we, for
instance, have independent theatres and sate theatres, and
what we, as a state that is funding these theatres, want these
theatres to do. Do we want all of them to be fully subsidised
repertoire theatres, which is completely impossible in con-
temporary situation. Do we want one or two fully subsidised
state theatres that we would call national theatres, and some
of the theatres, let’s say – 1/3 , would be subsidised by the
state, all the rest could be independent companies, structured
differently than the national theatres. Their basic way of
functioning would be projects, ideas. If the idea that national
theatres should be structured like performance producing
centres, were supported, than the responsibility of choosing
the repertoire should lie with the theatres themselves. One
national repertoire theatre should live, but it depends not so
much from funding as from the personality heading the
theatre. Theatre directors as managers are one of the most
topical problems. The director of Lithuanian National Theatre
is a composer, director of Russian Drama Theatre is an actor.
They are not managers, they work like artists, they bring
ideas to these theatres, but they have no skills that are really
needed under contemporary conditions.
Alvis Hermanis (managing director of New Riga Theatre).
Good afternoon, my name is Alvis Hermanis, I am a director
and an actor and, forced by circumstances, for three years
now I have also been the managing director of the NRT. I
would like to get rid of this responsibility at the first opportu-
nity. Like our friend from Lithuania just said – certainly the-
atre management is a recent profession, and in our times
moreover. The NRT is a state repertoire theatre. It means 7 –
8 productions per year, performances almost every night,
permanent company. The theatre is relatively small – about
15 actors and the other staff. There are 50 employees in
total. The specific feature of our theatre is that we give sec-
ondary role to the box office success and pay more attention
to the artistic quality of the production. It is a conscious
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has been simple  -theatres, which had greater box office
incomes, received larger subsidies from the government. As
far as I know, in Europe I can’t find country, which would
think that the subsidies a theatre receives should depend
upon box office success. I would very much like to hear the
opinion of our foreign guests concerning this issue: In what
way should the state support the commercial theatre? 
Måris Jaunozols. (Director of the Latvia National Theatre).
I can only speak about financial structure of our theatre, up
to 25% (during the last 5 years this figure has not changed)
of our theatre budget is made up by state subsidies. So, we
have to make 75% of the income ourselves. Comparatively,
as our staff is 170, then the average state subsidy per
employee is 3 Ls. We have to earn 70 Ls of the salary our-
selves, plus we have to earn the taxes, building maintenance
expenses, plus we have to get the income to produce new
performances. Thus we have to earn quite a lot. During the
season we have up to 160 000 spectators to our theatre. The
state provides 57 000 Ls, and we make over 230 000 Ls. 
What is the role of the state and what do you expect from
this council?
The role of the state is difficult to define. During the past ten
years we have been successful enough in creating a mecha-
nism for allocating budget and subsidies of the state. And I
hope that it will change for the better.
Baiba Rubess. And now we will go to the oldest theatre of
Latvia – Russian Drama Theatre, having its entire repertoire
in Russian. Here you should remember the proportion of
nationalities in Latvia. But the Russian Drama theatre was
founded long ago – 115 years ago.
Eduards Cehovals (managing director of the Russian
Drama Theatre). Our theatre is indeed the oldest theatre in
Latvia; it has existed for 116 years. Stanislavskiís student
founded it and he continued the Russian theatre tradition
established by Nemirovic-Danchenko. We cherish this tradi-
tion and maintain the Russian theatre school outside Russia
There is no analogue – this is the only example of profes-
sional Russian theatre, which has existed for such a long
period of time outside Russia – in Latvia. Lithuanian Russian
Drama Theatre is much younger.
• I would like to speak about my personal understanding of
the financing of the theatre, when we speak about the
amount of the percentage of expenditure. The budget of the
theatre consists of two things. I am talking of the state reper-
toire theatre, working in a building of its own. These are the
state subsidies first and plus the revenue. I consider that the
state has to cover the following expenses – the maintenance
of the buildings, modernisation of equipment, salaries by
certain established criteria and the taxes related to salaries,
which are defined by certain principles of the state. These are
the three positions, which should be covered by the state.
Concerning designing of the new building, the new repertoire
this is the question of the form and that has to be subdivided
into two aspects. The first aspect is the public procurement
when the state covers fully the expenses for the commission
that is given to the theatre. The theatre agrees to accept that
commission and it takes upon itself that commission then it
has to honour the commission. And secondly it is creation of
theatre’s performances using the sponsors’ money also.
• If I am not mistaken, the maintenance of the building, its
reconstruction and the salaries of the employees could make
up more than 80% of the annual budget. Does that mean that
you want greater participation of the state?
• In our situation up to 50% from the whole budget goes for
salaries.
• What would you expect from this council on Saturday?
• Nothing.
Baiba Rubess. Thank you, Mr. Cehoval, I can guarantee that
this is what you are going to get.
Audronis Liuga. I think that the discussion – money or art –
mentioned by Alvis, is artificial. Maybe this is a provoking

statement. If you say – I want to create art, but I do not want
to assume any responsibility for the income and for the way
the performance is received – that is the end of the theatre.
In Lithuania those who are considered to be artists within the
theatre world – Nekroshus, Kosrshunovs, think both ways,
they think how to survive in their theatre. If you are not think-
ing about the economic situation of the production, then it is
the end of repertoire theatre. Another problem – in Lithuania,
for example, many claim that the task of the government is to
give money, and that’s it. I think that is one of the views
widespread in Eastern Europe, that there is no need for struc-
tural changes, that with large sums of money all problems
could be solved. I think that this view is wrong.
Christoph Bladin Estournet ( secretary general ONDA, France):
At the very beginning we have to discuss what artistic project
is. That does not mean that we are not thinking about what is
going to happen with this project from the economic point of
view. Allowing that the question of quantity is very important,
what about quality? Where do we want to proceed to in arts?
I have not heard anything about artistic projects.
Alvis Hermanis. What I said before should not be taken so
seriously. Money for us is in the second place, not in the
eighteenth or eightieth. Of course, we depend upon our
income. But, when watching a performance, you cannot fail
to notice that money has been the primary motivation for the
director or managing director in producing this performance.
In Lithuania you are lucky that commercial theatres are not
developed.
• Should state grant subsides to theatres depending upon the
number of audiences?
• The government should evaluate theatre only as to its non-
commercial productions.
Bañuta Rubess. I have worked predominantly in Toronto,
Canada, that has more than 100 theatres, but these are not
identified with theatre buildings. I am a director and writer, 
I have worked at the Toronto Arts Council as the chairperson
of theatre arts council. I think that the most interesting
statement today was what Audronis said about objectives. 
I agree to what Alvis said. I am confused by this notion
“commercial theatre”, for me it creates associations only with
the musical Cats, the only aim of which is to earn money, it 
is indifferent toward art. There is a difference if you are
managing a building with 800 seats and trying to pay salaries
to 35 actors and think about performances that should bring
in money during the season. I can employ and experimental
director for the small hall. But we have to come to the
question – what this money is meant for. We are talking so
much about the buildings, but not about the need to support
new art, new theatre in Latvia. Should all Latvian theatres
receive subsidies? There are no sufficient arguments why
money should be given except for buildings and salaries. 
I think the discussion could become more interesting if we
talked more about the aims of art.
Måris Jaunozols. In my opinion theatre is a comparatively
crazy art, different from painting, literature, music where the
artist can become famous after his death. Theatre consists of
two important things – the actor and the spectator who is
ready to pay for what he/she sees on the stage. I am very
much afraid of what was mentioned by the Minister of
Culture that now qualitative evaluation of theatre art will be car-
ried out. I donít know according to what criteria theatres can be
evaluated qualitatively. If the government decides to provide for
a minimum number of the theatres in the country and minimum
of staff… We have about 30 professions in the theatre. Lighting
operator, for example, cannot have a job outside the theatre, so
this person has to receive a decent salary. I completely disagree
with judging the quality of the theatre, because it will be subjec-
tive. Instead we have to give funding to people who are
employed by certain theatre, and then the director has to be
responsible for misusing of the allocated funds. 
Anna EiΩvertiña (manager of the independent theatre
Skatuve). So far we have spoken about professional state the-
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atres and I dare to take the floor as the founder and director of
an independent theatre. In 2001 I will have ten years experience
of this work. All these talks about money seem quite complex
from my point of view. I quite agree with Mr. Cehoval and with
Peter Jalakas that I don’t expect much from the Saturday’s
meeting. I think we lack the most important thing. If the state,
which in this specific situation is represented by the Ministry of
Culture, does not agree to allocate specific amount of money
for artistic education of each citizen of the country, for example,
for theatre visits, we have to make these calculations, estimate
– how much the government could spend on theatre visits.
Then the problem will become clearer. In the Soviet times we
talked about ideological goals, we had censorship. It seems to
me that in the circumstances of developing democracy we have
to think of idea as well. The term – the blue-collar worker of
Latvian theatre – has appeared recently. I consider myself to be
one of these blue-collar workers. Every year I enrol the studio
of theatre students privately, I do not pay taxes, I cheat on the
state, but naively I think that I am working for the good of the
Latvian theatre in the future. I believe that every year I give the
country at least well prepared audience, 10 – 15 people who
have been educated in the theatre art. Even though our theatre
is in a geographically very disadvantageous location. I donít
hear any response, any support. I have given the past 20 years
of my life to the future of the Latvian theatre, and I am tired of
looking for support and begging for support everywhere. You
have to realise – if the government has a clear objective con-
cerning the theatre art in the country, then the action should be
clear as well. Therefore I think that the main thing is – for the

SUMMARY of Part I
Christoph Bladin Estournet (secretary general ONDA/ France)
1) The majority of the participants of the seminar were dis-
cussing theatre as a building, institution which is situated in a
building. The question of the maintenance of the building is
very difficult. Also, theatre was predominantly characterised as
a very special field, different from other performing arts. Music
and dance are supervised in separation from the theatre.
2) The funding of theatres, in its turn, was basically seen in
terms of state funding. Sometimes municipal funding was
also mentioned, but examples of combined financing models
were altogether missing.
3) The question of statuses, statutes – using French terminol-
ogy, it could be a question about the status of the organisa-
tion, about the fact that theatre is organised on different lev-
els. Independent, alternative theatres and state theatres were
mentioned, but how the issues of the status of the artist are
dealt with within these organisations?
4) Question about time, about length of contracts, etc.
5) The problem is that we are simultaneously discussing very
different concepts, relating to three levels – legislation, artistic
and economic, as well as to different artistic and economic
entities – independent and state theatres. We could also dif-
ferentiate between public and private, commercial and non-
commercial theatre.
Marco Martinelli (Ravenna theatre director / Italy):
• Latvian and Estonian representatives were talking predomi-
nantly about structures, but Lithuanians were emphasising
artistic values and individuals. What are the relationships

bureaucratic operators (excuse me for using this word) to cope
with this problem. And then everything will happen. I have not
lost all hopes in this respect.
Chris Torch: I am not going to sum up everything what was
said today. It was very informative. I have asked my col-
leagues from European countries not to try to offer any solu-
tions, because there are no solutions. Situations in France,
Italy, Germany, Sweden are very different, they are defined by
local, regional needs. We might give some concrete examples
of successful solutions that facilitated development, maybe
these ideas will help in your discussions, when you will try to
work out strategies in your countries. The colleagues who are
invited here are experienced people, they have had unusual,
exceptional careers, they have tried out interesting things,
participated in various hybrid, new things, and that might be
interesting. The central question that I am going to take up
on Saturday is aesthetic cultural diversity within the limits of
one country. Not ethnic or age diversity, but aesthetic diversi-
ty. If you have also national theatres and no independent the-
atres it is a catastrophe, because in a few years time you will
have no national theatres either, independent theatres are
hotbeds for new ideas. Cultural diversity and existence of
various methods should be promoted. It is not difficult, it is
not a question of subjective assessment of quality, everything
is subjective. IT is the same in education – how much money
should be allocated for a school. You evaluate the quality of
the school, its graduates. It is always subjective. We should
not be afraid of subjectivity in art, this is the thing the art
should be afraid least of all.

between individual artists and structures, created by the
state? Do you feel that you have resources, that you are
important, or do you have the feeling that the institutions pay
more attention to themselves as institutions, not to you? Are
institutions sufficiently taking into account individual talents?
Christoph Bladin Estournet:
• There is the question – how to establish a professional,
independent commission at the Ministry of Culture that could
deal with the issues of allocating subsidies? A very crucial
question – how to maintain and safeguard diversity in culture,
despite the limited economic resources in the Baltic States
allocated to culture, that no doubt won’t be enlarged? How to
find permanent structured state financing for independent
projects, instead of focusing all the attention to four, five
national institutions? How to cultivate permanent renewal of
the theatre in these countries? The question reappeared sev-
eral times about the need to establish a structure (profession-
al council), that would realise the function of mediation in
state culture policy between the Ministry of Culture that devel-
ops culture policy, and artists and artistic institutions.
We could discuss the relationship between cities and regions
that are not well provided for financially, but could set up their
own artistic structures. How to establish joint foundations for
the organisations of different levels, for instance – state and
region? But in the end the questions concerning artistic pro-
jects always come to the foreground, how they are defined,
what their aims are, what you want to achieve with the help of
this project. I think that if an organisation is transformed into
a too formal structure, the results can be very bad. In France I
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unite a bureaucratic organisation – large, important centre of
production and distribution with free, almost underground
culture. How to organise tours, trips, avoiding as many prob-
lems as possible.
• How National Drama Centre in France is organised?
• This organisation was established to have troupes and com-
panies not only in Paris, but also in smaller towns. France has
approximately 45 national drama centres; for the last 20 years a
similar structure has also existed in the field of dance. The dif-
ference between theatre and centres of choreography is that the
latter have no premises of their own where to stage their per-
formances, theatre seems to be the most privileged of all the
performing arts. Decentralisation is developed in France. There
are approximately 20 choreography centres in France. Artistic
groups have been founded in some towns. National drama cen-
tres have the so-called combined funding, with different propor-
tions, involving the funding by the local authorities.
Alvis Hermanis:
• I would like to draw the attention of Western visitors to the
fact that in the Baltic States professional theatre in fact is
working only in state repertoire theatre buildings. All profes-
sionals of good level work at state repertoire theatres. For us
the concept “independent theatre” means that it is a bad the-
atre, whenever a young, good artist appears, he is immediate-
ly engaged by a professional theatre. You are asking what
repertoire theatre is, does that mean that there are no state
repertoire theatres in France?
• I want to clarify this concept, because we use it to denote
traditional, classical theatre in contrast to contemporary the-
atre, dealing with young authors and directors. 
• I think – repertoire theatre according to the structure of its
activities.
• French and Latvian systems are quite different. Of course,
there is no need for this kind of “independent theatre”. But we
do know that there are artists in the Baltic States who are now
faced with the choice – to work outside structures or not. O.
Korshunovas is an excellent example. I know of several direc-
tors who would very willingly work outside these structures.
At present because of the lack of resources that means a sec-
ond-class theatre. In France you can choose to work outside
the structure of national or repertoire theatre, you can find
resources for that. Of course, if your work is good.
Nele Hertling (director of theatre Hebbel and festival Der
Welt)
• I think there was a misunderstanding. We are not talking
about national or non-national theatre. Repertoire theatre
means that there is a building, a company that is connected
with this building, and that every night a different play is
shown, and there is budget relating to this building and to this
company. In a repertoire theatre the artistic and the technical
personnel is joined in one structure, they work in one building
on the basis of a contract, sometimes for years, sometimes
for the whole of their life. This unity can be very positive, it
gives sense of security for creative work. The situation in the
Baltic States is similar to the German one – the most interest-
ing theatre people are still attracted by repertoire theatre,
because it gives confidence and sense of security. As regards
repertoire theatre – financing and the structure of theatre is
not the main issue. When a German company goes on tour to
France, it receives positive acclaim because of artistic strength
and effectiveness. These are the special achievements of
repertoire theatres – continuous work with a permanent com-
pany, creating special kind of co-operation with actors, stage
designers, etc. It is this artistic unity that makes German pro-
ductions, to our great surprise, into important events of cul-
ture life in France. In Germany it is a normal way of existence
for theatres. In order to achieve artistic results, continuity is
ensured – the director is working with one and the same
actors maybe for five years. 
Chris Torch: An opposite example, and very striking, can be
seen in the Netherlands, there are in fact no companies that

would keep together for longer time. There are theatre build-
ings, venues, supported by the government, they invite artists
for specific projects our tours, but there is no such continuity.
Producing centres are the basis, not companies or troupes. I
think these systems should not be set off against each other.
On the contrary – in small countries, like Sweden and the Baltic
States, with small population, combining of repertoire theatres
with other structures, ensuring aesthetic diversity, could be the
most dynamic model. I hope that we reach this conclusion.
Marco Martinelli: At the beginning of the 80s I founded my
own theatre company named Teatre dell Albe, “albe” means
“the rising sun”. It is a radically independent troupe. My col-
leagues and me had the chance to work at a large Italian insti-
tution, but we prefer to work as a small, independent group,
because we do not like the way theatre is produced by large
institutions. Ravenna has big, traditional Opera Theatre with
lots of venues, the government of the city paid no attention to
us and was ignoring our work for 10 years. But gradually our
small group became famous in Italy. Then one day city munic-
ipality offered to me to take over two historic theatres of the
city and to work there as a director. I was very surprised and
felt honoured. We accepted this challenge on the condition
that we would keep our independent way of directing.
Ravenna theatre was born as a connection between a radical
group and the city municipality, between independent and
public sector. It is a marriage of convenience, we ask the city
to support our radicalism, and the city asks us to work on the
behalf of the city, for different target audiences.  We are
together now for eight years, no one has demanded divorce.
We ask ourselves constantly how to keep our spirit and simul-
taneously go on working for the city.
Nele Hertling: (managing director Hebel theatre, Berlin/
Germany)
• In Germany the tradition of repertoire theatre is very deep and
strong. There are many ways of structuring financing – state, re-
gional, municipal theatres, but the principle of theatre is one and
the same. It is a theatre with a building, a company, and every-
one working in this building belongs to this building and work
within this structure, in other words, very often this institution is
quite unwieldy. Ten years ago we, just like you, tried to create
something different, using the municipal system of subsidies.
We were offered a beautiful, dilapidated house that had not been
used for many years. In 1987 reconstruction work started and in
1988 when Berlin was on of Europe Culture Capital cities, we
were offered to use this beautiful building for a programme that
we had developed for the context of European Culture Capital.
The idea of the programme was to show Europe to Berlin, espe-
cially taking as the basis contemporary European art works. To a
great extent we succeeded. At the end of 1988 we offered to the
city to continue this type of international co-operation. I would
like to stress once again that is not a question about who is
financing repertoire theatres. A decision has to be taken con-
cerning who is going to make the programme. There are very
contemporary repertoire theatres in Germany and the Baltic
States. We decided to offer to the city something completely dif-
ferent, because Berlin had many good repertoire theatres, but
lacked international theatre activities. That is the main drawback
of repertoire system. Repertoire theatre is given allocations basi-
cally for financing of this structure – staff and the building (80 –
90% of the funding is for the upkeep of this system). Of course,
if the city is paying so much for any structure, it cannot afford,
for example, to send the actors home on unpaid leave in order
to host foreign touring company that has to be paid additional
money, which the theatre within the framework of the existing
system, does not have. That is why Germany for many years
was almost excluded from international theatre circulation. We
tried to organise a type of theatre management with very few
employees. We were approximately 14 people. No permanent
company, playwright or technical personnel. We decided to plan
our programme ourselves, inviting artists from all over the world
and working either in their country or in our theatre – for a spe-
cific project. Producing units are formed for each project, these
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the same system of financing as other German theatres. Initially
the budget was quite small, because politicians did not under-
stand this system, the fact that we were producing these pro-
jects not with our own, but invited artists. The main thing is that
our theatre is producing projects of its own choice, using the
German system of financing. Now we have an annual budget
that we can use according to our considerations, preserving cer-
tain artistic integrity. In Germany we seldom see co-productions,
there are no possibilities for it. We wanted to find partners in the
whole of the world with similar ideas, in order to create co-pro-
ductions. We travel a lot, we spend lots of money for travelling.
We have succeeded in creating something that could be called
European repertoire or world repertoire theatre. This is the pos-
sibility to implement complex artistic projects, that one individ-
ual structure – repertoire theatre – would no be able to do. This
model of co–operation allows showing the projects after first
night in ten places, fifteen and more times. It is a very complex
form of functioning, we have approximately 200 performances
annually, involving 18 – 19 projects and also one-off events. We
realise large projects with a very limited budget, because we
share the expenses with our partners. One difficulty is to con-
vince the politicians, because for them it is quite difficult to fol-
low our changing system. You have to very convinced about
your artistic ideas, you have to know who you are, where you
are, and only then you can defend your ideas. If you know your-
selves and your audience, then it is easy to work with interna-
tional co-operation, that means distribution of the work of an
artist, not only popularising your project in some small town,
because you have been paid to do it. The touring performances
have to suit the audience, the context of the city, there should be
mutual trust in order to form long term partnership and co-oper-
ation. The best way of producing an artist’s work should be
found, as well as the best partners for the realisation of the pro-
ject. We work for this town and state, but simultaneously, by
taking our projects on tours, we show the theatrical culture of
this city to the world.
Alvis Hermanis:
• I was one of the initiators of this meeting, but I see now this
idea turning into a complete fiasco, a failure, because we have
nothing in common. We are normal state repertoire theatres.
You have been talking only about special projects.
Nele Hertling:
• Ten years ago nothing like that existed, we had to work real-
ly hard to convince the city to give us a small budget in order
to try it out, we used all our abilities to convince in order to
change the repertoire system from within. We wanted to show
a new example of the existing possibilities.
Alvis Hermanis:
The city of Rîga might be the only city in Europe not in the
least participating in subsidising theatres. Can you suggest
how we could make them understand that they should do it.
You will agree that the situation is normal – the city is not
involved in subsidising theatres.
Nele Hertling:
• There is no difference – state or municipality, the problem is
to convince politicians to subsidise the idea of a theatre that is
outside their control, is not in their hands. We managed to do
that with the help of lobbying. You cannot imagine how often I
went to the parliament, how long my visits were, in order to
break through, to reach the political institutions, to make eco-
nomically influential people interested, who could then
influence the minister, so that he would do something to help
Berlin. Lobbying is awful work, after some time you start
loathing yourself. There are independent theatres in Berlin, but
the problem is the same one that you already mentioned –
they are swallowed by the system. For about eight years now
Berlin has had a special budget for independent theatres,
every three years and independent committee is elected that
evaluates and surveys the work of independent theatres. It is
very difficult, because Berlin has approximately 300 theatres
of this kind. Nevertheless in the course of a few years certain

trust between political institutions, artists and this committee
has developed, as result the connection between politics and
theatre seems to be quite adequate. It happened by people
joining in groups that wanted to introduce changes into this
system. We got involved into politics, and we continue doing
it. We have organised compulsory meetings, public debates,
using all our power to influence industrial power.
Chris Torch:
• I do not think that the distance between us is so big. The
projects described here are not something very common in
our system either, these are exceptional cases. The situation
in the Baltic States is quite fresh. You have the old repertoire
system, you have the old system of state financing, in which
municipalities do not participate, and you have no tradition of
independent theatres. The good thing is, you are not living
here in a desert, and you have well prepared soil to cultivate.
You have wonderful actors and directors that I keep admiring
every time I come here. Not always independent structures
should be set up, but you should be looking for new solutions
all the time, you cannot create theatres the way that was done
in the past, you have to create anew. I do not think that the
idea of this meeting has failed just because we cannot offer
recipes for immediate solution. We can just have a look at the
experience gained by previous experiments.
g Financing has always been a combination of state and re-
gional funding. Regional institutions cover 49% of the total
funding. State subsidies are allocated to: national institutions
27% (3 national theatres, very expensive), 20% – independent
theatre companies, which, comparatively, is a high, 4% –
independent dance companies.
In 1992 economic recession started in Sweden, the number of
audiences at the theatres fell dramatically. The reason for that
was the structure that not only the work is guaranteed but also
the buyers of the work. Enormous difficulties started, when the
money ran out. These dramatic changes fell to a very realistic
level – shortage of purchasing power started. Official financing
went bankrupt. Since then the state budget allocations for
health care, social security, sport etc. have decreased signifi-
cantly. Vast process of privatisation has started, everything is
being privatised, in all spheres, and market economy was
introduced into the country. This is the present situation – we
have to fight for theatres; we have to defend the theatres.
Official culture politics today means supporting culture that is
unable to survive under these conditions of open market. That
is the basic formula. Special emphasis is always put upon sup-
porting children and young people in culture. Another point of
emphasis is immigration. Sweden, if compared to other
Scandinavian countries, has always had high level of immigra-
tion, and the Swedish philosophy has been to try to integrate
them. That has given rise to lots of misunderstandings.
Contemporary culture policy is project oriented. It is a new
phenomenon. The subsidies for the support of institutions are
decreasing, but instead you have to compete, to try to imple-
ment a specific project. One problem is becoming more topical
– what to do with the old structure, how to adapt to the new
demands. Art has little chance to survive within this structure.
Project planning is comparatively easier for independent
groups. The main key words: assessment – aims and objec-
tives should be defined, you have to know who you are, and
you have to define what quality is. You are made to implement
these aims; it is a sphere that demands extreme innovations.
In order to implement these aims, to exist, you need audience.
The next key word: co-operation with agents, institutions,
museums, schools… with the surrounding world. That reveals
to you new opportunities and defines the next key word, defin-
ing what theatre is – research. To define art as the studies of
human resources, social resources, economic, technical,
organisational research. Within the framework of Swedish cul-
ture policy the support for the theatre and art as such is being
discussed, democracy, freedom of speech, peace. There are
business organisations that are looking for creative projects at
the theatres, implementing one idea. Not always it is exactly
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have set ourselves different aims, they might sound high-
flown: truth and beauty, awareness of unity, ecstasy, aware-
ness, anticipation, recognition. We find stimulus for our work
in what we want, what keeps us going. We are not producing
performances to promote democracy, to upkeep lesser privi-
leged groups. It is not the true artistic motivation in theatre.
We have to carry out certain work in order to explain it. Art in
Sweden is not considered to be an independent value. Artistic
qualities are, undoubtedly; some kind of criteria, but it is very
difficult to define these and to follow them.
Audronis Liuga
• When we in our country talk about structure of theatres, we
end up with two extremities – old-fashioned, state financed
repertoire theatres and flexible independent companies,
always in opposition, and that has been going on for several
years now. During this discussion I heard that the conflict
could be solved by means of structure, and also by artistic
criteria. We, in the Baltic States think that the artist has to fit
into the existing structure, you, on the other hand, stressed
that the structure should be created to fit the needs of the
artists. Now all the artists flow into the state theatres, because
they have no choice. The state is as if keeping up propaganda:
go to that theatre and I will you money. Alvis Hermanis, who
as to his artistic thinking and method, is not a director of state
theatre, nevertheless works at a state theatre, the same as O.
Korshunovas. At present he has a company of his own, but
maybe in a few years time he is going to head the National
Theatre. At present for his way of creation he needs a struc-
ture. I would like to stress that we have to think about artistic
demands, and then see – who should head the structure. It is
very important to lobby politicians. We say – the state is not
giving us money, but it is the same as to shout in a market
place – no one is buying my products. You have to do some-
thing to get the money, you have to be able to do it. But that
should not be done by artists. In Lithuanian theatres the
artists themselves are looking for money, but that is foolish,
because our theatre managers are not strong enough.
Chris Torch:
• A structure centring only around the artist quite soon will
find itself in relative isolation. This hybrid should be based on
two types of people, with very different needs, they should
mutually recognise each otherís needs. The artist cannot say:
I want to work, leave me alone, he has to assume responsibil-
ity, that is asked by the state and the public money he
receives.
Larss G. Linstrom is the producer of Stockholm City Theatre.
There is a special project at the Stockholm City Theatre that
he is involved in. This institutional stricture is trying to revive
itself, but, at the same time, it is very much afraid from this
revival. This movement is going on behind the scenes at the
theatre, Backstage – an attempt to reach another audience,
especially young people.
Larss Linstrom: Stockholm Theatre is very big. It employs three
hundred people annually. 2500 to 5000 spectators buy a ticket
each year. We have several stages, fully autonomous within one
theatre. We have no artistic director; we have an artistic council.
Backstage has been going on for 4 years now. Several times we
had to stop our activities and then resume again because of eco-
nomic reasons, because the Big theatre ran out of money.
Backstage had defined its expenses very precisely, but the Big
theatre needed the money, so we had to wait. During the first
year we produced seven performances for young audience. We
wanted to produce contemporary, new plays, to employ new
directors, new costume designers and to find new, young audi-
ence. It was a complete failure. The spectators were not coming,
the press was not writing about us, and we did not receive any
kind of recognition. During the next season we produced two
more plays, we had to stop these performances, because the
system just did not work. At that time a playwright, a profes-
sional marketing specialist and I were involved in these projects.
The playwright left, the marketing specialist left, another market-

ing specialist was employed, and the view was prevailing at the
theatre that Backstage would never work, that it should be
closed down. I went to the artistic director and said that we had
our own, new artistic council. He agreed. We started reading
plays, got acquainted with a guy who had worked at the televi-
sion. He was like an icon, an idol for the young generation,
young audience, we talked with some other young people from
the TV and asked them what they would like to see on the stage.
They answered: we want to talk about life, about death, about
love. I agreed. We wrote a play. It was rehearsed in a small
group – the director and two actors, tow of those who had writ-
ten the play also participated. The play had enormous success.
All Swedish newspapers wrote about us, big colour photos were
published, everything we had hoped for. Everything came true.
So we continued, we had our own graphic design, target audi-
ence – young people. We went to bars, restaurants, placed our
information there. We opened this theatre as social space. We
had a small lobby with a small stage; it was possible to organise
parties there. We co-operated with recording studios, youth
magazines; from the very beginning we tried to earn their trust.
Now we can have free barters – we can put enormous ads in the
newspapers, they can use our lobby free of charge.
Young people are not used to going to theatres, but presently
we are doing very well. In the time period from 1997 to 1998
our box office income increased for 199%. The number of
performances increased for 35%, and the number of the
spectators who are coming to our performances has
increased for 250%.
Chris Torch: Backstage is a very interesting project within Swe-
dish theatre life. Never ending search, trying to find a structure
that would suit the target audience, works with their specific
artistic aims. City Theatre could no longer ignore this project.
In fact it even gave to it funding for the next two years. It was
something that allowed the theatre to survive. It proved that
serious work with clearly defined aims could reach the audi-
ence and renew this audience. It is very important, because the
audience is essential. We can only pretend that art has some
exceptional function if the audience is not coming to see it.
Another thing typical of Sweden – a very strong culture of
commercial theatres. We have to compete with it. Subsidised
theatres are not producing musicals, but we have many the-
atres doing it, it is a commercial business with large audience,
but they do not receive any subsidies.
There is one problem that we identified while listening to our
Baltic colleagues, the question what to do with the buildings
that have been built as structures and have to be maintained.
If art turns into a venue, not activity, danger is close at hand.
We have to define activities, happenings, for which the build-
ing is needed. What Backstage did, they found a very strong
motivation, to turn the building into a meeting point of cul-
ture. There is this question about the building of the New Rîga
Theatre – is this only a place where to work, to rehearse, or is
it a place where people can meet. How can we change the
function of this building?
Brigita Stroda (Manager of the Latvian National Opera):
• This discussion has been very successful. Even though the cul-
ture policy makers from the Latvian Ministry of Culture partici-
pated in this discussion, they are not going to wake up tomor-
row morning enlightened and will not change the way they work.
It means that we have to work with this issue. Latvian theatre
community now has got a number of alternatives, the choice is
not only between black and white, we can choose between twen-
ty alternatives or create the twenty-first, more contemporary and
radical than what is going on in Lithuania now.
Barbro Smeds (playwright, working at a theatre):
• The strong Swedish culture policy was formed exactly 25
years ago. At that time great emphasis was put upon reaching
all regions of the country, opposing commercialism, making
culture accessible to children and other less privileged groups
of people. With this aim 15 regional theatres were established.
Some were created anew, as a pure construct, on other occa-
sions independent artist institutions were joined together.
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Discussion

BALTIC THEATRE POLICY REVIEW 2000

Discussion on intercultural co-operation

WHO AM I?
October 26, 1999, Cafe Íarls

The discussion that was started in Rîga, in October, 1999 will
continue in Vilnius (in June) and in Rîga (in autumn),
analysing and publicly debating theatre policy problems and
future development of the theatres in the Baltic states.
The circle of co-operation partners is widening in 2000 – the
seminars will be organised by the New Theatre Institute of
Latvia, Theatre and Cinema Information and Education Centre
of Lithuania, Lithuanian Dance Information Centre in co-oper-
ation with Intercult (Sweden).
Baltic Theatre Policy Review II: Vilnius, June. During the
seminar and the discussions new theatre organisational
models will be discussed: the open stage, producing centres,
project organisation, etc. Each model will be presented by a
representative from Western Europe and Eastern Europe. 
The participants will be informed about the statistics and
problems of Lithuanian independent theatres: both with the
functioning of the most important independent bodies, as
well as the experience of state theatres in the field of co-
operation with independent theatres. The discussion will initi-
ate debates on the possible transformation of the experience

MODERATED BY: 
Chris Torch, artistic director of producing centre Intercult/
Sweden
PARTICIPANTS:
Vladimir MilcHin – Theatre of Nationalities/ Albanian drama
director/ Macedonia/ Skopje
Marco Martinelli – Ravenna theatre director/ Italy
Mamadoe Sene – improviser/ Stockholm/ Sweden
Refet Abazi – actor/ Skopje, Macedonia

Chriss Torch: It is very important to find the differences bet-
ween the concept of globalisation and the conception of
structuralism. It is not one and the same. … Intercultural
meeting means seeing myself reflected in the other person. It
is impossible to talk and to communicate with someone,
unless you yourself wish to change.
Vladimir Milcin is the director of the performance Late
Coming Bones. I would like to ask him to tell about Albanian
Drama theatre, what is the situation like in this theatre, it
being a minority theatre. The population of Macedonia is
approximately 2 million, almost the same as Latvian, the his-
tory of both these nations has certain similarities, and they
both were occupied for some time. Macedonia only recently
defined itself as an independent state, it has 20 – 25 % of
ethnic Albanian minority, Rumanians, Turks. What is your
interest in working with an ethnic minority company? What is
the history of this theatre?
Vladimir MilcHin: Next year the theatre will celebrate its 15th
anniversary. It was founded by the government, by the
Communist party, when Macedonia was part of Yugoslavia.
The Theatre has two permanent troupes – Turkish and
Albanian. They have at their disposal a building that has the
best stage in Macedonia, it is very well preserved. The capital
of Macedonia, Skopje has four professional theatres: Theatre
of Nationalities, Drama Theatre, Youth Theatre and Children’s
Theatre. This theatre plays a very important role in
Macedonian culture. In 1976 I was sent to work as a guest
director at Bratislava Theatre within the framework of cultural

in the Baltic States. Target audience: Ministries of Culture,
theatre and mass media representatives from the Baltic
States.
Baltic Theatre Policy Review III: Rîga, autumn. During the
conference and the discussions the research on Baltic theatre
strategy will be presented, emphasising the differences in the
postulates of cultural policy and real picture in the theatre life
of each country, and the financing allocated by the State.
Models, facilitating diversity in theatre development, will be
analysed (for example, the activities of Culture Capital
Foundations in Estonia and Latvia, Art Council experience).
Officials from the Ministries of Culture of the Baltic States,
foreign experts, representatives of mass media and theatres
will be invited to take part in the discussion.
One of the aims of the conference is to show the necessity 
of diversity in theatrical life – international festivals, existing
outside State financing, information centres, independent
theatres, educational and training programmes, the branch 
of contemporary dance, and to make topical the lack of this
diversity within the existing culture policy.

exchange programme and to stage a Macedonian play. I
speak Czech language, which is similar to Slovak, so that
allowed to communicate. It happened during the time of the
famous Helsinki Conference. The political regime prohibited
me to work, that happened during the second dress
rehearsal. Apparently I had used too strong metaphors in
connection with the situation in the Czech republic. Special
files were opened in my case. As a persona non grata I was
sent to Macedonia. I returned home. I wanted to work as a
director, but I did not know how to realise my wish. The gen-
eral manager of Theatre of Nationalities/ Albanian theatre
invited me to co-operate in the staging of one play. I told him
that I would really like to finish my work, I found actors who
also felt like outsiders, on the margins of society. We sup-
ported one another, enriched one another. Despite the fact
that my grandmother from mother’s side knew Albanian very
well, I did not know a single Albanian word, for me it was a
completely different world. I started learning the language
and found ways of sharing knowledge. We staged a play that
was very well received. It was like an answer to the directing
in Slovakia. Later I went to Albanian theatres in Krishtina and
Tirana, and this work became a very important part of my
life. Very often I am attacked because of the cultural idiom I
advocated, that we have to cultural Janissaries. Cultural
Janissaries are people that are like bridges, overcoming
national differences.
Chris Torch: Talking about the last 10 years in the history of
the Balkans and ethnic conflicts in this region, what is your
stimulus for intracultural work – political or creative?
Vladimir Milchin: Personal and artistic self-expression is a
creative need. I want to know myself, the way I am related to
others, but there is one level that I cannot influence – the
political level. It is stronger. I feel the need to say: no, I do
not agree and I do not want to live in such a society. I live in
an age when it is necessary to add this kind of political level
to the personal, artistic level.
Chris Torch: Marco Martinelli is the head of Ravenna Theatre
company at the South of Italy. In Italy the difference between
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in common with the Milanese. Sicilian language differs quite
distinctly from the one spoken by Italians living in the North.
Ravenna Theatre is 12 years old municipality theatre. Marco
has worked with actors and musicians of different origins
and nationalities.
Why did you decide to co-operate with Senegal?
Marco Martinelli: I live in the North of Italy, which is a very
rich region in terms of money, but very poor – in others. In
mid-80s I met several immigrants from Africa. My company
decided that this could be a possibility for us to become rich-
er in the opposite meaning of riches than money, because
these young immigrants had lived in harmony with nature,
know how to talk with plants and animals. Mamadoe is an
African artist who left his country because art as an idea can-
not exist there. The ability to join the talent to sing, act and
dance that has been born in the human body itself, is not too
often seen in European theatre. Mamadoe helps us recollect
the past, Greeks, comedy dell’arte, Shakespeare, the great
traditions. Mamadoe is a natural genius, and these are true
riches – to see ourselves as if in a mirror, to understand how
similar we are in fact, to believe that we are one and the
same in order to discover how different we are. It is a true
pleasure. Today man is alone in the face of society. It is the
end of life, end of eroticism, when I talk of erotics, I have in
mind the mystery of theatre, the ancient Greek theatre god
Dionyssius, the god of body movements.
Chris Torch: Do you teach these actors of other nationalities
to become your actors?
Marco: Do I want to train my actors so that they would
become European actors? No. They teach me what European
actor should be like.
Chris Torch: And what is Europe?
Marco Martinelli: Europe is what is being created, what is in
the process of becoming. It is not a phantom, but a living or-
ganism, mixing our blood with strange blood. Mixture, mesti-
zo – that is Europe. Have you ever encountered it, are you
able to receive the gift that is given to you by other culture?
I am a vampire. I feel irresistible need for strange blood.
Blood, of course, in a broader understanding of the word.
Any nation – Latvians, Americans, Senegalians, Italians have
in them the spirit of Dionysius. Mamadoe is very capable as a
singer, very strong; he is even stronger than Swedish folk
singers. When I work with actors from Senegal, Northern and
Southern Italy, I want them to look for the differences among
them. I have no wish to search for harmony; I want to find –
not exactly conflicts – but short circuit. Dionysius is an elec-
tric God, a God giving us energy. The audience has to feel
this energy and give back to us. True theatre has sexual inter-
course with the audience.
Péteris Krilovs (director of Homo Novus, director): It is
strange that we have merged this question with theatre art,
because your work in a way is living outside reality.
Chris Torch: In a way it is true, but at the same time the
reality of the world is not intercultural, intercultural are the
powers dominating over it. Reality is very well structured.
Marco Martinelli: Maybe we should talk about intercultural
reality within cultural policy, it also has close ties with the
theatre, because in multicultural situation everything is inter-
connected. Cultural policy is something coming from above.
Society should work together, while the artistic stimulus;
impetus to work in this sphere is positive curiosity.
Péteris Krilovs: A very dangerous situation might arise – that
politics start playing theatre and to reflect the real world with
images. It plays with states, nations, and relations between
them, using the same language that we use at the theatre:
creative personalities, actors, emotionally influencing the
audience. It is the most important thing in connection with
small countries and the question of nationalities in Europe.
Chris Torch: With time it becomes more difficult to defend
your own stimulus and to oppose various types of manipula-
tions. To disagree to what is given by politics. I have asked

myself this question very often – do I still follow my initial
stimulus, my taste, or am I approaching the border, crossing
it, where I start selling out. There are no guarantees, no
answers, it is an eternal question, and this problem cannot be
solved. I have always hoped that I would feel that I have to
stop, before someone else would say it to me. It is important
to keep in mind that other roads in some ways, of course,
drive you into some kind of market.
I have had a life of an immigrant; I was born into an Italian fa-
mily. My grandfather learned English and refused to speak
Italian. He wanted to become an American. My father and his
twin brother at the age of 6 refused to speak English. I grew
up in an Italian community, where in the streets and in the
shops Italian was spoken, my grandfather was not allowed to
come to visit us, because he spoke English, but my parents
did not want it. When I grew up, I went to Italy and lived there
for a few years, but in two years time I understood that it was
for me too easy. Everyone whom I met looked too similar to
me. They spoke in the same way I did. Then I returned to
Sweden and saw how beautiful it was to be different. This
feeling stimulated me artistically. I have several identities. I
have my national identity; I have lived in Sweden for 22 years,
Sweden is my national identity. I cannot imagine myself as an
American, but, when asked about my culture, I am American.
My childhood memories are connected with America, with
soccer, baseball, and hamburgers… If I were asked about my
ethnic identity, I would have to answer that it was Italian. The
colour of my skin and my hairs, sensations, food – everything
is connected with Italy. I have also a professional identity,
which is the most important. In China and in Venezuela I meet
someone from theatre, and immediately we start speaking in
the same language. But if I meet a Swedish farmer, even
though I live in Stockholm, I have nothing to say to him. This
is my professional identity… I, being a male, have also my
sexual identity, which is very important as well. I think that
ethnic and cultural identities are very closely connected, art is
capable of uniting people with different identities.
Refet Abazi: Unfortunately I live in a world where people
have felt political pressure even in the way that ethnic
Macedonians should be Orthodox, and Albanians have to be
Muslims. If they are not Muslims, they are no longer
Albanians. On the outskirts of civilisation choice is no longer
possible, you feel the pressure. That challenges us, making
us give up our personal choice – our identity. We either give
it up altogether or publicly refuse being reduced, simplified
and, for example, announce that we are Patagonians. This is
one of the possibilities how to refuse suppressing of identity.
Anna EiΩvertiña (director, managing director of independent
theatre Skatuve): I would like to express my gratitude for the
Albanian performance Late Coming Bones that we had the
opportunity to see tonight at the National Opera. The festival
programme has been made with the aim to make us establish
new contacts and to enrich one another. I noticed a wonderful
thing concerning identity in the performance, I remember one
phrase – “If I have my language and a place for my grave,
then I have myidentity”. This conclusion to a great extent is
similar with national problems of Latvians. I won’t discuss
now the artistic qualities of the performance, that could be the
subject of another and quite lengthy conversation. Each of has
a taste of his or her own. The performance either is or is not
alive. I think that this performance is alive. I am not talking
about older or more contemporary means of artistic expres-
sion, but mainly about the essence of the contents. Theatre in
this sense offers so many possibilities. God help us use at
least a small part what we feel and to become better.
Chris Torch: This performance is indeed very much alive.

Live people see other live people from another part of the
world, who in their performance touch upon problems that
speak to them very personally. This is a unique event. The
Albanian actors ask a question. This play is one enormous
question: 
who am I?
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S MEETING OF FESTIVAL DIRECTORS
Restaurant Parlaments, October 27, 1999

PARTICIPANTS:
g Péteris Krilovs, director of International New Theatre festi-
val Homo Novus / Latvia – the initiator of the meeting of festi-
val directors.
g Baiba Tjarve, director of the New Theatre Institute / Latvia
– represents festival Homo Novus.
g Juris Visockis, chairperson of the Rîga City Municipality
Committee of culture, art and religious affairs – has a twofold
interest in festivals: first, as part of cultural tourism it is one
of the priorities of Rîga City Municipality; secondly, Rîga City
Council is considering the possibility of organising annual
Rîga City Festival in co-operation with the already existing fes-
tivals.
g Sarma Freiberga, director of Festival Foundation / Latvia,
represents an organisation founded one year ago with two
aims – to organise festivals and to unite in the future non-
governmental festivals in Latvia. The Festival Foundation has
published a brochure in Latvian and English with information
on festivals of different genres in Latvia.
gBoriss Avramecs, director of Early Music Festival / Latvia, repre-
sents an independent institution that organises annual festival of
early music – concerts in churches, castles in various Latvian cities
and towns, as well as performances, lectures and master classes.
g Lita Beiris, International Baltic Ballet Festival / Latvia –
represents a festival that has existed for five years. The aim of
the festival is to enrich the field of dance and ballet in Latvia,
to show different styles and approaches, from classic to
avant-garde.
g Brigita Strode / Latvia – represents the Latvian National
Opera and Rîga Opera Festival that during a very concentrated
period in summer shows opera performances to Latvian and
foreign audience.
g Vilnis Rullis, TV culture news journalist / Latvia – repre-
sents public organisation Latvian project, that was founded
two years ago by representatives of mass media with the aim
of creating the image of Latvia abroad. One of the aims of the
organisation had been also to co-ordinate festival activities.
g Hannah Hurtzig / Germany – organised two important
international festivals in Germany – Theater der Welt, that is
organised biannually in different cities of Germany and Bonner
Biennale showing production of contemporary European
drama; now is engaged in festival criticism and analyses.
g Jukka Hytti / Finland – represents the project Baltic Circle,
its culmination, festival, will be held in January, 2000, in
Helsinki; the participants of this festival are small theatres
from the Baltic Sea region.
g Harri Toivonen, Finland – the technical director of the fes-
tival Helsinki 2000.
g Ivana Vujic / Yugoslavia, theatre director from Belgrade,
the artistic director of a large-scale two months long festival;
the programme of the festival encompasses visual arts, the-
atre, dance, music.
g Lajos Sandor, Hungary – representative of Budapest festi-
val Boom.
g Inna Sterligova, Baltic House Festival Centre director /
Russia – represents a festival that started its activities 10
years ago after collapse of the Soviet Union with the aim of
maintaining contacts among Baltic states, including best per-
formances from the Baltic states in the programme; presently
the idea and the programme of the festival is being enlarged.
g Audronis Liuga. Lithuania, head of Lithuanian Theatre and
Cinema Information Centre, which is also organising the festi-
val New Drama Action – an activity that promotes production
of contemporary plays in Lithuania.
In June 1999, International New Theatre festival for the first
time gathered in Latvian directors of international festivals,
raising questions:

Do the organisers of international festivals need their own
official or informal association, strengthening of their joint
position in order to show and to prove how effective festivals
can be in bringing the image of Latvia into the world and
showing Latvian art at internationally acceptable level?
Should we start at dialogue with the State and defend our posi-
tion? What could be the best way of doing it? Are mutual con-
sultations feasible, as well as co-operation, exchange of infor-
mation and co-ordination? Is there a need for joint publication?
The festivals in Latvia today are brilliant examples of culture
organisations functioning very effectively under the existing
conditions – attracting sponsorship, developing their target
audience, creating successful management model.
Presently festivals held in Latvia more often than not on the
level of State culture policy are ignored or equalled to private
events. The Ministry of Culture of Latvia has no farsighted
strategy in this field; its functioning is chaotic, spontaneous
and intuitive. Festivals, by co-operation, could facilitate
change of attitude at the level of State culture policy, to create
a dialogue and a model of co-operation with the State.
The discussions of festival director organised during Homo
Novus, with the participation of guest from foreign festivals,
continued the debates about the necessity of establishing a
union of Latvian festival directors, common platform with the
aim of co-ordinating separate activities, to join in order to
attract the audience and tourists, to plan joint marketing strat-
egy, but, most important, to develop a common stand and
model concerning the necessity of festivals, in order to achie-
ve its inclusion in the State culture policy. 
Juris Visockis admitted that for Latvia very serious drawback
is lack of information on culture events and lack of co-ordina-
tion among them, this was the reason why he could not an-
swer to the question how many and what festivals were held
in Rîga. Several suggestions concerning co-ordination of festi-
val activities were voiced – by Sarma Freiberga, director of the
Festival Foundation, and by Vilnis Rullis, representative of the
public organisation Latvian Project. Péteris Krilovs said that
the repeatedly voiced idea about establishing a festival co-or-
dination centre is both very pleasing and frightening – it stres-
ses the topicality of the problem, but could also lead to oppor-
tunism and diverting attention away from the core problem.
The discussion foregrounded the following problem – what is
the level of an international festival – is it defined by the profes-
sional qualities of the participants or the organisers? How to find
understandable criteria that would help determine what a good
festival is. As almost all of the festivals in Latvia are structures
independent from the State, a creation of such a set of criteria
could help proving to sponsors and to the State the need to sup-
port the festivals; is the quality of the festival determined by
good organisation, topical ideas or high artistic quality.
The participants of the discussion expressed different opin-
ions, when answering the question what is festival, why
events like these should be held and how to determine what is
good festival like. And yet these diverse opinions did not ex-
clude, but supplemented one another.
WHAT IS A FESTIVAL?
• Festival is a festivity for the city and the audience.
• Festival is meeting space for artists, a possibility for
exchanging opinions.
• Festival is enlarging of experience.
• Festival is a chance to change reality.
• Festival is an alternative.
• Festival is a risk.
• Festival is a possibility to educate oneself.
• Festival is joy.
FESTIVAL? WHY?
1) A good festival changes the landscape of the city and man.
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realising their functions, being lobbying organisations, initiating
changes in legislation, campaigning for the necessity of State
subsidies for art, offering democratic criteria for allocation of
financing? What is the status and the role of recently estab-
lished NGOs, which quite often function very efficiently within
the system of projects that is becoming increasingly dominant.
• Are professional artists’ organisations included in the same
category as other NGOs, have they been granted an excep-
tional legal status?
• What is the situation of the organisations, working with
experimental and alternative projects?
• What are the relationships between organisations / founda-
tions allocating financing and attracting financing?
• What are the most serious obstacles to the development of
the so-called third sector?
• In what way the system of funding projects is organised in
Latvia?
• How developed are the traditions of patronage? Is State
promoting patronage and involvement of sponsors in financ-
ing of culture projects?
• What are the means that NGOs could use in order to influ-
ence State institutions, process of legislation?
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A connection is formed between the guests and the inhabi-
tants of the city.
2) Festival creates and alternative to conventional art, institu-
tions, offers diversity.
3) Festival helps the artist and the audience to open up and
perceive different type of art and culture better. Festival can
become a form of exchanging views and opinions between
artists and the audience.
4) Festival offers possibilities of self-education.
Hannah Hurtzig: In Western Europe the number of new festi-
vals was exceptionally high in the 60s, this tendency grew in
the 70s and reached its highest point in the 80s. They were or-
ganised in summers, when the theatre season was closed, in
order to fill the emptiness. The main aim usually was to show
how extremely diverse theatre could be. Only in 20 years time
they turned into serious alternative to the state and municipal
theatres. But the festivals in Eastern Europe that started in the
90s from the very beginning had more serious political mean-
ing – the festivals proved that there were other ways of sup-
porting artists, to influence development of art. Therefore a
good festival should have a very clearly defined aim. It should
be understood why the festival is organised in each specific
country, and the festival should be built, following from this
basic problem. One festival might have the aim of facilitating
the development of contemporary drama, another – to involve

the whole of the city in festival events. Festival by no means is
only showing performances or concerts to the audience. The
quality can be evaluated in correspondence to the aims set.
AND THE STATE?
Boriss Avramecs: It has been admitted on the level of national
culture policy that festivals have become an integral part of
cultural life of Latvia, but financing is not allocated, each year
closing one festival we do not know what is going to happe-
ned with the festival financially the next year. So it is very dif-
ficult to plan programmes, because all famous artists plan
their schedule two, three years in advance.
Lita Beiris: Presently the aim of our festival is to plan a prog-
ramme that would be so convincing that the state would allocate
funding to us. Our festival is professional, therefore it is im-
possible to organise it only with the support of the sponsors.
The festivals of Latvia should unite, in order to convince the gov-
ernment that our festivals are necessary, that they have their role
in the culture, that they have attracted an audience of their own.
Hannah Hurtzig: The task of the festival director is to plan the prog-
ramme, to find the funding and to organise the festival. You have to
think about national culture policy, about statistics, about the way
you could prove the importance of the festivals and the need to sup-
port them. Those who create culture policy at the city council and the
Ministry of Culture should do it. But it seems to me that you have not
only to organise the festivals, but also to educate your politicians.
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Participants of the discussion chaired by Ruta Çaupova, vice-
president of the Artists Unions of Latvia, were representatives of
NGOs, a representative from the NGO Centre and foreign guests.
The conversation raised questions, gave an overview of prob-
lems that should be solved in the future, it was not an attempt
to provide ready-made answers and clear-cut solutions:
What are the legislative documents regulating activities of
NGOs in Latvia? Is there special legislation pertaining to the
third sector in the sphere of culture?
• What financial sources are available to NGOs? How effec-
tively the State is involved in supporting NGOs? Is there a
mechanism providing State financial support to NGOs (for
instance, there is a special foundation functioning in Lithua-
nia to which NGOs from all spheres can apply for financing
that is allocated on the basis of competition)?
• Which law states what kind of professional organisations or
other NGOs are entitled to direct subsidies from State budget
for the implementation of their functions?
• What is the co-operation like between NGOs and State insti-
tutions within the framework of dialogue about cultural issues? 
• Are the NGOs founded earlier – associations of a branch (for
example, unions of artists, composers etc.) – still effectively

Discussion

ON THE ROLE OF NGO’S IN CULTURE
Restaurant Parlaments, October 29, 1999

Discussion 

WHAT IS NEW DRAMA?
Cafe Íarls, 30.10.1999

MODERATOR: 
Bañuta Rubess, stage director (Canada, Latvia)
PARTICIPANTS:
Franciska Cimare (playwright, Latvia)
Paul Davis (Volcano, UK)
Audronis Luga, head of Film and Theatre Information Centre
(Lithuania, Vilnius)
Måra Zålîte, playwright (Latvia)

Bañuta Rubess: Although my parents are Latvian and my
native language is Latvian for the most of my life I have
worked in Canada in English. I have worked as an actress,
stage director, playwright, taking part in creation and staging
of the plays. 12 plays have been produced in such a way.
Canada is a place colonised by two large states. Politically it
is the colony of England, culturally it has been and still is  an
American colony. 30 years ago the creative people in Canada
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know Shakespeare is not Canadian, therefore they wanted to
create something similar, only authentic. I would like to say
that for the time being there is not a single dead Canadian
playwright. That gives large freedom and inspiration that
many other writers lack.
• A question for the participants of the discussion: What is a
play?
Måra Zålîte: I will certainly not be the one to define what a
play is, it is equally difficult in the contemporary society to
define what is a novel, what is poetry. I think it is a spectrum
within which we can speak about drama today, it is very wide
but each of us consciously or unconsciously is writing what
comes from within us. Many factors influence the process of
writing: the perception of the world, tradition, introvert or
extrovert nature of the personality, focusing upon social
issues, and finally belief or lack thereof that all forms of art
serve to reveal the essence of man, of life. I hope I have
made the notion of drama sufficiently unclear.
Audronis Luga: It is completely unnecessary and impossible
to define what drama is. There is one thing we could learn
from Americans – it’s their pragmatism: whatever happens,
happens. The question is rather what is a good play and what
is a bad play and why? We could also discuss why in a par-
ticular time and space a certain kind of drama emerges. Why,
for example, the theatre in Latvia is like it is, why have they
staged in Lithuania Shopping and Fucking which has been
duly estimated in Britain. Apart from Shopping and Fucking I
have produced in Lithuania two more Lithuanian plays.
Bañuta: Are those classical plays?
Audronis: No, they are rather new. I represent The Film and
Theatre Information Centre in Lithuania. For the first time in
about 10 years we organised a competition for Lithuanian
drama. We wanted to understand what is the new Lithuanian
drama like, what kind of people are writing it. Before that
there was a view that there are no new plays in Lithuania.
About 100 plays were submitted. For a country like Lithuania
it is a very big number. We singled out three best plays and
decided to produce them. One was really outstanding. There
is an idea it could be translated and staged in Latvia as well.
Bañuta: What were the criteria for choosing the three best
plays out of a hundred?
Audronis: The Jury consisted of two playwrights, one stage
director and several critics. It is hard to say what in fact is a
good play because I as a producer might have one opinion
but the director might have another one. It can only be a
certain feeling and if this feeling is  shared by everybody
then obviously something good can come out of it. I find it
quite normal to have co-operation between the director and
the playwright, by writing the play in the process of
rehearsal. In Lithuania there is a fruitful co-operation between
Sigitas Parulskas and Oskar Korshunovas. Evidently co-oper-
ation will develop among other directors and playwrights too.
• A question from the audience: I saw the play PS Case. O.K.
and I got the impression that the playwright Parulski has
staged the director Korshunovas. I stick to the view that the
space in the play is created by the playwright and the director
works within its boundaries. It is a question of approach, it
can be both ways.
Bañuta: I know some playwrights who are ready to kill the
director if a single line is changed. I have a democratic atti-
tude. The question What is play? was posed with the idea
that it might interest the audience. I have a complete allergy
to this theme. One of the reasons might be that I don’t like
plays. And if I, as a stage director, when I take a ready made
play, my first thought is to change it. Yet at the same time I
remain faithful to the author. Another reason why I don’t like
this question is traditionalism – its ideas about certain stan-
dards: that plays should have the beginning, middle and end,
and the audience should be able to follow it through. I have
taken part in putting on plays which had practically no text,
that are based upon music, where slides are used, film on

stage and yet it is theatre and not dance or pantomime. And
people have said afterwards: yes, I liked your play. Play is a
dialogue with audience. And the dialogue can have thousands
of forms.
• I would like to ask a question for Franciska, how can a dra-
matic work get to the stage? And what are the obstacles?
Franciska Cimare: The director comes to the playwright and
asks him to write a play. The other way – the play already
exists and the director reads it. It is rather a long process.
Audronis: About drama agencies. The agency takes the play
to a theatre but a normal theatre would hardly take the
chance of staging somebody’s first play because it may turn
out to be a flop. The director might come and say: all right,
let’s take it, I could stage the play but for what resources?
The plays get to agencies and stay there. Obviously some
other forms of activities are needed. We start participating in
creation of plays. At first we invest some resources, the work
begins, then we show an outline of the work, establish if it
can evolve into something and if there’s someone who wants
to finance it. In such a way we managed to interest the play-
wrights, directors and actors. If the process begins then it is
perhaps possible to interest also the theatre which eventually
invests money and finishes the work. And if that particular
dramatic work is a flop, it’s a good lesson for the playwright
and the director. By all means the playwright has to live in
the theatre and know its rules, instead of sitting by the
table. This approach gives a chance for both parties to co-
operate. 
Bañuta: Such a system is widespread also in Canada. In Ca-
nada it is a common process: the play has a public reading, it
is rewritten, then comes work with the actors, then, the play
may be rewritten once more, then again work with actors be-
cause when the theatre takes up a play it sees it as its invest-
ment and wants to polish it to perfection.
Volcano: There is a very “bourgeois system” in Britain. Play-
wrights have personal agents who represent them in all sphe-
res of life. They may often play cricket together and never
discuss drama issues. To stage a play there might be three
approaches: to be born in the country where such agents
work; if one has not managed to do it, one should try to meet
a person who might read this play who will like it and pass it
over to the theatre. The third option: hard to say if in the
playwright’s life all his plays are failures…
• From the audience: The agencies in fact are great. Perhaps
not all are too successful but they do a great job, know all
about the theatre, control the situation.
Volcano: Agents are only part of the market but they are not
obligatory part of it.
Måra: None of the agents have ever offered my plays to the-
atres. In Latvia it’s impossible to sustain agencies. Our new
drama agency has just been born. If we like Lithuanians all of
a sudden would have a new absolutely outstanding play writ-
ten either by a school student or a pensioner from a small
town, it would be immediately known. I don’t know what
agent is, I have never met one. Despite the fact all the plays
which are written in poetic form have been staged at theatres.
Ingmårs Çaklais, Director of Latvia Drama Agency: The Agency,
having assessed the present day situation, has understood that
it cannot do its agency work yet. Indeed, everybody knows
everybody in Latvia which is good and bad at the same time:
there are things that can be more easily noticed for that reason
and there are things that are not noticed at all. What does the
author do? Gives happily his play to the director, that could
happen. But the other example is Måra. She has found a form
of talking to the directors, therefore Måra has never had this
problem. I believe one should learn to be tolerant – the director
talking to the playwright, and the playwright talking to the direc-
tor. Speaking about problem areas, there is no system in Latvia
which would help the Latvian drama get on the stage. One can
speak of author’s rights, about other spheres because there is
no need to look for ways of buying a good play, one has to look
for the ways of selling it, and then you will be a playwright.
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Audronis: I would like to disagree that everyone knows
everyone, it’s a sort of a stereotype seriously restricting real
creativity. There is a closed circle within which young names
appear rarely. At the same time the European practice shows
that the first plays by the young authors are normally the
best ones. These young authors can emerge from quite a dif-
ferent layers of society therefore they can vanish unnoticed.
The director should be able to encourage and inspire the
playwright since the artist needs responsiveness to be able to
work. The playwright should be inspired by the thought that
what he writes will not stay in the drawer of his writing desk,
that there is a chance for the play to get onto the stage.
Bañuta: I know the situation in Latvia very well and I have
been confronted with several stereotypes. The first stereotype
is that everybody knows everybody. The second, that Riga is
too small for anything to happen there. And the third view is
that Latvian drama is bad. Irrespective of the number of plays
the agencies might have, even if they had 900 – they’d any-
way be bad, except for those authors who are already dead.
Some words about Canadian experience. The situation was
similar there – all the Canadian playwrights were automatical-
ly regarded as bad. Certainly many of them indeed wrote
badly but a certain solution was to be found. A person
appeared who considered that everything that gets written
should appear on the stage. Unfortunately there is no agency
system in Canada but if the agency works only with ready
made plays good theatre cannot appear. Good theatre is cre-
ated by the people who understand it and who are insiders.
Måra: Unfortunately even I who has really good relations
with theatre people have never had the luck of working
together with them at my play. I would be happy if somebody
would take my text and would say: this bit is not too good.
None has ever helped me to write a single sentence. I have

MODERATOR: 
Hanna Hurzig: theatre critic, festival director/ Germany
PARTICIPANTS (stage directors):
Regnårs Vaivars (Independent director, Latvia)
Benas Sarka (Gliuikai theatre, Lithuania)
Nikolai Roshchin (Creative Union Ship of Fools, Russia)
Viesturs Kairißs (New Riga Theatre, Latvia)

Hanna Hurzig: Tonight we have a lot of problems. I started
this morning at 10 o’clock with a discussion, then I saw
four plays, and now we have another discussion about
theatre. The next problem is that we have at the table only
stage directors who unfortunately do not like talking about
their work and they like even less talking to each other:
Viesturs Kairißs and Regnårs Vaivars from Latvia, Nikolai
Roshchin from Moscow. This is the chair where the
Lithuanian director Benas Sarka was to sit. Perhaps he will
come later. At first we will introduce the directors and I
will try to put some questions to them. Each will talk for
about 10 minutes, then we will have general questions that
might be interesting for all. And then your questions.
Let us start with Regnårs because he has the most beauti-
ful coat.  Regnårs is an actor and stage director, he has
studied with Péteris Krilovs. Many of you must have seen
The Eldest Son today which took me by complete surprise
because two years ago I saw two entirely different plays. If
I look at the authors’ choice – he has staged G. Genette, L.
Carroll, O. Wilde. What I had seen was pop art. Skating

never received such help from theatre although I wish I
would. The best example in my life was when a theatre said:
we want you to write for us a play about this or that.
• A question from the audience: What is the problem, why
does this mechanism not work?
Måra: I have noticed that among the participants of this festi-
val and this discussion as well there are few directors from
the large theatres. I have the feeling that apart from a few
really creative, new theatres, in general the large theatres in
Latvia are stiff and don’t know how to establish contacts with
the authors.
Volcano: It sounds terrible that the play is commissioned. It
is intolerable hell for the playwright and actors. Who will
think about the audience?
Bañuta: When I was stage directing for the first time I liked
it, together with actors we rewrote the play.
Måra: I have to agree that art cannot be created in such a
way because the first precondition is that art cannot be creat-
ed from what the audience expects. Art can be created from
what the audience does not expect. On the other hand it
would be very interesting to find out about the stereotypes of
people, what they wish to see at the theatre, and then show
them what they hadn’t expected. I agree to a large extent that
a great work of art cannot be made to order. I have had two
commissioned plays which I would rather call invitations for
co-operation. In one case it was Daile Theatre who offered a
composer to me and gave me complete philosophical and
thematic freedom but not by the genre of the play, it was The
Wild Swans. Another offer was to co-operate with Liepaja
theatre with rock opera Kaupéns, Beloved!. There are certain
advantages if you know for whom you write. In other words,
it stimulates, helps, inspires imagination, but I have retained
my creative independence.

women, painted with wonderful flowers, multimedia show.
There were beauty queens, actors mostly behaved on the
stage like pop stars. When I saw his plays I decided: “He
is one of those who will try to bring pop art unto the
stage”. Today’s play was completely different.
It was a play in which the central role was granted to rela-
tions among actors in a carefully planned story.
The first question: Is this the end of the wild period or the
end of the bad boy? You may refuse to answer.
Regnårs: No? Why? I don’t want to talk too much about
beginning or end because in actual fact nothing is done
only because it marks a certain period or because I am
some kind of a boy or whatever. Perhaps I might want to
mention my plans for future which I intend to implement
at the end of the next season. The first is Know-Nothing
on the Moon. I don’t want to talk about this play except
that it is planned to be put on the large stage of Daile
Theatre and that the stage designer will be Andris
Freibergs. I am planning to invite the multimedia artist
from Hamburg Mike Henze and the lighting artist Sandra
Marcroft from Toronto. 
Hanna: Will it be a play for children?
Regnårs: Yes!
Hanna: It is astonishing that the young stage directors in
Latvia in two years time have  done so versatile projects in
various genres. The German young directors maybe could
do that in ten years.
Regnårs: Yes, we’ve had a multimedia performance,
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diversity.
Hanna: Why children’s play?
Regnårs: It’s the usual story. I simply want to stage it and
that’s it. The same about The Eldest Son. The fact that the
play has been staged now and is like it is, actually is a
coincidence. That’s got nothing to do with periods. I have
been thinking about this play for a long time, it’s been
deep in my heart. If you want to know why the children’s
play, – I simply like it and I want to make it. Besides,
before my studies at the Academy of Culture I worked for
a while as a puppet artist in the studio Kabata (Pocket), I
simply feel what the children in Latvia lack now. It really is
much on the agenda. I think children deserve to be shown
quality plays. That is the only reason.
Hanna: About the authors... It is possible to establish a
link between Genette, Wilde and Carroll if we remember
that Carroll was a pedophiliac...But there is a radically dif-
ferent choice, for example, Goran Stefanowski. How does
the text reach you? Do you talk about plays with friends or
do you have a playwright who specially reads the plays
and offers them to you? How do the authors come to you?
How do you choose?
Regnårs: Since I cannot boast of the habit of reading
many plays and much literature the field of my choice is
not as large as I would wish. It is more of a coincidence.
There are things I want to talk about and I find a text for
them. Therefore it is significant that I decided to stage The
White Wedding and Salome when I hadn’t read these
plays. I had heard about The White Wedding a comment
from Silvija Radzobe about the Estonian stage version, as
for Salome I was simply told it’s something really good. 
Hanna: Do you select the material by analyzing what’s
missing in the Latvian theatre? For example, there are no
multimedia shows, that means one should be staged.
There are no plays for children because children’s theatre
is almost dead, then one should stage a children’s play. Is
there no space for children’s plays here? I know there is a
view in Latvia that children’s theatre is easier to stage than
any show. Do you analyze the society, see the need for a
children’s play and stage one?
Regnårs: It’s not quite like that. Perhaps I slightly overdid
it talking about The Know-Nothing and children’s theatre.
That gave me strength to believe that I really want to stage
a children’s play because there are many texts that I like
but it does not mean I am trying to stage them all. The
major motive is what I really feel like doing at a particular
moment.
Hanna: The last question. A Belgium stage director has
said that all the directors are cowards behaving like
Napoleons. Can you define what a stage director is?
Regnårs: I absolutely agree. Look at this coat… And the
rest of it. What else could it mean?
Benas Íarka
Hanna: Benas Íarka is from Klaipeda, Lithuania. The funny
thing is that the booklet about the festival says he was
born  in 1987, graduated in 1987 and established his the-
atre also in 1987. It means you have a very young person
in front of you.
He is the head of an independent theatre group in
Lithuania. I asked him where he worked and he said in a
room 5 times 5 square metres. Thus it is also a kitchen
theatre. He believes that it’s not the actor who has to go to
the audience but the audience has to come to the actor.
The plays take place in all possible places. Usually at a
very close range to the audience. There was a play for 700
people, then a platform 5 times 5 was built and the audi-
ence had to look up at the play. The play we saw at this
festival had a false transvestite, false Afro-American, lots
of real fire and water and it was an improvization among
actors. It could be compared to Fluxes movement in
Europe a few years ago. Theatre is a transformation into

another dimension. And if one tried to find an explanation
what it is it would be theatre of wakefulness in the style of
Gypsies and Jews. Theatre of nomadic tribes. Hence my
first question – do you really use theatre as a means of
finding the truth? It is an essential question.
Benas: I think it is not true. We show to whoever wants to
see it, we show how things happen and are related to
someone. We do not make children’s plays. Children sim-
ply come. People of different types come: conservative
people, older people, different people. It doesn’t matter
what kind. Perhaps children understand it better.
Hanna: I felt that your play is based on improvisation. Is it an
experimental process with actors that you are conducting?
Benas: I think there is no improvisation. The main idea is
that improvisation is not improvisation. Nothing has to be
improvised. There cannot be contingent things or events.
Hanna: I am trying to understand. Can your theatre then
be called the theatre of errors?
Benas: What can we say about nonsense? Is that a mis-
take or isn’t? D.Harmss said: “I am interested only in non-
sense”. I can only repeat it.
Hanna: I will try to put a very simple question: how did
you manage to survive? For how many years it’s been like
that? For 15 years you’ve been producing this type of the-
atre and survived in such a small town as Klaipeda.
Benas: It’s not a type of theatre. I think it was simply an
interesting process happening to me. But you saw only
two plays, it’s not what we did previously.
Hanna: And what did you do previously?
Benas: The same, but the theatre exits one or two hours.
The play is over and there is no theatre. And what is the-
atre? It’s a moment in which something happens.
Hanna: I do not agree to you, to make a stage perfor-
mance possible, you have to meet people, you have to talk
about it. You need space, money, to do it, you need ideas,
you must find a text or non-text. There is so much work
before the two hours of the performance.
Benas: If a theatre will die for the lack of space and
money it should be so. It serves the theatre right. It’s like
love. If there is no woman to love, there will be no love.
Samurais loved those women who did not know they were
loved.
Hanna: I am a bit surprised, but… As far as I understand
your theatre is something that happens only now – at the
time of happening. Is that so?
Benas: Yes, certainly. It may not repeat but strangely
enough it does repeat.
Hanna: Can you define what a stage director is? Perhaps
tell us what you would do if you were not a stage director?
BBeennaass::  I could be a thief. I think those thieves are good
who are not recognized by anyone because they cannot be
caught.
Hanna: I accept that.
Nikolai Roshchin
Hanna: Now I would like to turn to Mr. Roshchin. I saw
your play today and I was very surprised, and afterwards I
spoke to the Debut Centre manager who told me it was
your first play. I must explain what I saw. I was watching a
group of people with a definite style having worked with it
for a very long time.
Nikolai: Yes, we worked very long.
HHaannnnaa: As I understand after graduating from the
Academy the whole group of actors worked together
briefly at the Moscow Youth Theatre.
Nikolai: Yes, we worked there for a year and then left all
together.
Hanna: You left to establish your own troupe. Is this your
first work in cooperation with the Debut Centre?
Nikolai: Yes.
Hanna: My question will be about the process, about the
way you work with your troupe, this play because for the
time being we don’t know anything about you.
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studied at the Institute. Then there were no directors, the
actors composed the sketches by themselves. During the
last, the fourth year of studies we brought everything to
the result. Method of working? The method of creative
collectivity.
Hanna: And yet you are the director of this play?
Nikolai: At a certain stage of work I began summarizing
everything, moving things into one whole.
Hanna: In the play too you had the part of the bad guy
who makes others do things.
Nikolai: I thought everyone liked it.
Hanna: The catalogue says the play was created under the
influence of Bosch and Bruegel. Did your idea emerge
from them or did you work using the paintings by these
artists?
Nikolai: Our group at the moment has rehearsals at the
Debut centre. Everything around this issue is too
complicated.
Hanna: But you wish to continue like that? Instead of find-
ing yourself in a particular theatre or work as an actor or
director in completely different conditions?
Nikolai: They have the same problems there. Besides it’s bor-
ing there.
Hanna: That indeed is a tendency in Western Europe. The di-
rectors we like, both the old ones like Peter Brook or Ian
Fabro – have worked at least for a decade with a single team,
the same actors, the same stage designers, musicians, light-
ing technicians. Slowly in the course of ten years they have
developed their specific style that we see today elaborated to
perfection. Could it be the same with you?
Nikolai: If the creative team has been working together for a
long time, the level of communication and relationship
becomes deeper and stronger. Then the discussion takes
place not in a professional language but on more subtle level.
Hanna: Yes, those are quite opposite ways and different
talent. To be a stage director who works at different theatres,
styles and with different material or to be a director
elaborating his own unique style together with his own
troupe.
Nikolai: While it is interesting to work with each other, we
stick together. If we get fed up with each other we will part.
Hanna: What would be the definition of a stage director?
Nikolai: Firstly, the director has to be a creative leader who
must be able to inspire everybody. If it is merely a profession
it is sad.
Viesturs Kairißs
Hanna: Another graduate from the Latvian Academy of
Culture who has studied with Péteris Krilovs. But obvious-
ly the first interest was film and only afterwards theatre
direction.
And then things developed fast. After the Academy
Unbearable Theatre Artel appeared which was founded by
three very different people who perhaps even did not like
each other too much and who found it difficult to work
together and yet they did. 
Gatis Ímits has gone to New York. Mr. Gilinger is still
stage directing. But the three people group who worked
together and were looking for money dispersed in about a
year’s time. 
Two years ago there was Ernesto Sabato’s The Tunnel with
only five actors on the stage. Tonight there were 70 people
in Eugeni Onegin. Nothing like that could be possible in
Germany. A young director who has staged only five plays
would never be offered to stage Eugeni Onegin. Viesturs
has also staged a widely popular play by Rudolfs Blauma-
nis, a kind of folk blockbuster. There is no way of compar-
ing. Perhaps in Germany it could be compared to Faust. It
is a play staged numerous times and it has to be watched
at least once a year. And the question – why in the hell did
you chose to stage such a popular play? Why did you
stage it entirely differently from anyone else?

Viesturs: I did not stage it in hell but at the New Riga
Theatre. It was a long time ago and it’s difficult to
remember how it came into my mind. I did not think about
it particularly. Just decided and… Then it all evolved and I
had no intention to undermine traditions. It’s more
important to get carried away for yourself. It was about
the same as I always work. There was no big difference.
Hanna: Then you added to a play staged umpteen times
just another version?
It’s unbelievable!
Viesturs: That’s indeed unbelievable. It could be unbeliev-
able. 
Hanna: What has changed since you worked with the
chamber performance and the first ideas? What happened
that you developed so fast that you can work now at any
theatre, opera. How was the leap possible?
Viesturs: Nothing has changed. The same troupe remained, I
simply followed the actors to the New Riga Theatre. Actually,
I have not consciously changed anything in my life. The
opera is close by. It’s a convenient place to work at. 
Hanna: I still consider that those are big changes. It’s
incredible what has happened to you in the last couple of
years, after seeing opera tonight. As far as I know the next
will be Mozart’s Magic Flute. And then what? For a young
theater director to stage  Magic Flute is a dream that could
perhaps come true in 25 years but you have already done
it all in 2 – 3 years time. What’s next? I am shocked!
Viesturs: I did not understand the question. What will
happen in future? I really hope that my human reserves
will  be so far reaching or deep or interesting that I will
start working for real then. 
Hanna: Then Mozart is only a trial process on the way to a
higher level?
Hanna: Yesterday I met Måra Zålîte and I told her I would
meet the young directors. I asked her what I should ask
you. Måra Zålîte is a poetess, and as we know poets put
their questions in a simple and straightforward way. Måra
Zålîte asked me to put a question which can be answered
by “yes” or “no”. Is God still alive?
Viesturs: It’s not too clever to question the existence of
God with such questions. But it’s a poetic question which
needs a poetic answer. And I don’t have it. I think we will
not discuss if God exists or doesn’t.
Hanna: Perhaps someone else wants to put a question?
Viesturs: I have a question for Hanna. Do you consider Latvian
stage directors Western or Eastern directors? Yes or no?
Yes?!
Hanna: Has nobody got anything to ask? Doesn’t
Mr.Krilovs want to ask something to his students?
Péteris Krilovs: There is nothing poetic in the question about
God.
Viesturs: Could we perhaps speak of the contents instead
of the form? That question was a form not contents
because it certainly isn’t a poetic question.
Péteris: One shouldn’t consider that the things one does
are the most significant ones in the world because it is 
not very healthy.
Hanna: What exactly do you mean?
Péteris: I mean it as a clarification of my position. It has
to be taken humorously, it’s easier to form a distance,
perhaps more convenient to look at oneself from aside.
Hanna: Is that advice to everyone?
Péteris: Not to everyone, but I often say that to my
students. 
Hanna: If it’s advice you are very happy because many of
the young directors are your students. It is so very
mysterious. What is the special thing in that man  if he
has taught all these young people? Speaking about
distancing oneself from yourself, it occurred to me that
perhaps you come from cinema not theatre and that’s 
your secret.
Péteris: Hanna speaks like a traditional Latvian critic.
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MODERATOR:
Zane Kreicberga – co-ordinator of programme HN'99, direc-
tor / Latvia 
Ilze Rudzîte – PR manager of HN’99, actress / Latvia
PARTICIPANTS:
Hannah Hurtzig – theatre critic, director of festivals /
Germany Chris Torch – producer, head of centre Intercult /
Sweden
Silvija Radzobe – theatre critic / Latvia
Valda Çakare – theatre critic / Latvia
Anda Burtniece – editor of Teåtra Véstnesis, theatre critic /
Latvia
Normunds Naumanis – theatre  and cinema critic / Latvia 
Péteris Krilovs – director, International New Theatre Festival
Homo Novus / Latvia
Alvis Hermanis – director, artistical director New Riga
Theatre  / Latvia
Anna EiΩvertiña – director, Independent Theatre Skatuve
/Latvia
Ilze K¬aviña – text editor HN'99 , theatre critic / Latvia
Representatives of mass – media, journalists, interesed.

Zane Kreicberga It would be nice if this discussion would
turn into a conversation. It is important to share the impres-
sions that this week has given or taken away. During today’s
conversation we would like to focus our attention on the
performances of the festival, trying not to separate the
programme of the Latvian performances from the foreign
performances, to look at the picture in its totality.
Ilze Rudzîte We would like to hear the views of Latvian
critics. What should Homo Novus look like in the future, in
which direction should Latvian theatre progress in the future
– what it lacks, what should be changed? Is Latvian theatre
lacking the kind of performances that the audience found in
the programme of the festival guests?
Zane Kreicberga Yesterday I met one of our actresses who
had attended several foreign performances, and for the first
time I had the experience that the colleagues have so differ-
ent views concerning one and the same show. For me this is
one of the values of the festival – that it provokes radically
different views, and that the performances themselves are so
different. I am convinced that all the performances embody
certain values. The question is – what the cocktail of offers is
like? Is Homo Novus a unified whole or just separate frag-
ments that seem to have exploded in conscience?
Silvija Radzobe Each of these questions could serve as a
basis for separate discussion. I shall tell now what to me,
trying to sum up initial impressions seems most important.
First of all, after seeing seven performances of this festival
and reading its very interesting catalogue, I arrived to a ques-
tion – is there a meaning to the word “new” in the title of the
festival and what this meaning is. Thus – festival of new the-
atre. I tend to agree to what was said by Péteris Krilovs in the
catalogue – that the new could not directly mean innovations,
unseen in the history of the world theatre. It seems that at
the end of the 20th century it is impossible to find and to
create anything new in the theatre. I perceive the term new as
a metaphysical word, perhaps it does not mean anything as
such, but I see its meaning manifested in the condition that
these productions of undoubtedly high artistic quality would
awaken Latvian audience from deep provincialism that is so
typical of our theatres. To show what we lack.
I noticed two tendencies in the formation of festival pro-
gramme, and they seem be fighting each other. One tendency
is related to the two Estonian performances – The Way of a

Serpent and Pelleas and Melisande. They both could serve as
fantastic role models, in the best sense of the word, to
Latvian theatre. The form and content were harmonious in
both of them, which we have not seen too often here in
Latvia. They were an expression of a very similar philosophy
that for me personally, living in the world of ecstasy and
power, is very important. Pelleas and Melisande perfectly
realised theory of restoration of theatre of symbols. Up to
now I had only read about it in theatre history books. I was
surprised on seeing that this tradition of the theatre of sym-
bols, so perfectly revived, seemed to be so alive. As to The
Way of a Serpent, it must be said that the director develops
the language of mythological theatre that he used in such a
wonderful way at the beginning of the 90s, in several perfor-
mances. The heroes of both of these performances seem to
be like depersonalised figures that are playing out a myth,
typical of humanity – about doomedness of human fate and
the way heroes reconcile themselves to it. In this philosophy
of reconciliation, which contrasts sharply to the official
ideology, which currently dominates in Latvia, I saw
extraordinary strength and vital energy.
The negative tendency, which is contradictory to this devel-
opment of the festival programme, I saw in performances like
Macedonian Late coming Bones and Welsh performance The
Town that Went Mad. What was shown by the Welsh theatre 
I could characterise as outburst of the underground of the
60s. In this sense I think that the average level of Latvian
theatre is higher. 
The situation with Albanian theatre from Macedonia is more
painful. This performance was dealing with an issue that is
also very topical for Latvia – that of national identity, but this
theme was expressed in a very primitive artistic theatrical
language. In the Soviet period the dominant ideology
demanded ideological basis to be held high above aesthetic
quality. The inclusion of this performance in the festival pro-
gramme seems to me depressing and I want to put a ques-
tion – is this the ideology of the festival?  I hade the wonder-
ful possibility to see a superbly talented performance –
dramatisation of Chinghiz Aitmatov’s novel “Longer than Life,
this Day…” in the interpretation of the director Eimunts
Nekroshus, which was dedicated to the very same theme –
the problem of national identity – watching so primitive per-
formance seemed to be an act of blasphemy. Furthermore,
last theatre season in Latvia saw a performance that is
putting the same question and the quality is not at all poorer
than that of Albanian show. 
It is the musical Kaupéns, my beloved!, but no place was
found for it in the festival programme, maybe that is the
reason why my attitude towards Albanian performance is so
openly negative. I would like to thank the organisers of the
festival for the interesting Estonian performances, Heda
Gabbler, interesting Korshunovas’ performance.
Zane Kreicberga Is there anyone willing to defend the Alba-
nians? Any supporters?
Anna EiΩvertiña Silvija mentioned the word “provincialism”.
In my understanding provincialism means that people are
incessantly yearning for something to happen. Maybe this is
a manifestation of our provincialism, that we want to see
Homo Novus. So this event has finally happened. I have only
one objection to the organisers of the festival – probably the
audience should have been given the possibility to see more
plays at the beginning of the week, now one part of the audi-
ence has to deal with this huge load of the last days. Even
though I saw only one Estonian performance of this festival,
for me it was the most interesting, even though it was staged
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post-modern mess was conspicuous with is unique simplici-
ty. I think that the festival has one nice advantage, both as
regards the audience and as regards the whole of Latvian
professional theatre. We can compare our theatre with what
is being done in Europe, to engage in really close-up studies.   
Talking about the Finnish performance, this wonderful female
team at the beginning of the play, the first two thirds from
the point of view of form, human and artistic possibilities, the
creation of sound score, they were wonderful, but in the end
the question arises – where it all leads to, because I, logical-
ly, am interested in this question. 
When representatives of affluent societies start preaching
Apocalypses, I start thinking that they probably have nothing
to do really. Korshunova’s performance tries to convince me
that the problems of ancient Sparta and Greece should be
raised to the level of modern Apocalypses. Notwithstanding
wonderful acting, it seems to me the material of the play,
does not rise to generalisation. But anyway, it is positive that
we see these things. There are things that the Latvian audi-
ence has not seen; though Europe has already left them
behind. Regnårs, being young and crazy, tried to fill up this
niche, maybe he was even more aesthetic.   
Hannah Hurtzig I would like to return to Albanian perfor-
mance. You sharply criticised this play, using the word “prim-
itive”. I would like to talk about the functions of festivals
today. Is it important for a festival to collect only good per-
formances, or is festival an event that gives us information
about different countries, developments in them. The motif of
the Albanian performance is taken from Kadare, but the text
was written by journalist Teki Dervishi. It is saturated with
diverse information about problems of Albanian identity,
nationality. The context in which this performance was shown
was wrong. Watching the performance I could not under-
stand what it was about. It was too specific, too detailed for
those who have only superficial understanding of Albanian
problems. It would have been much easier to understand the
performance if we had had a context, a discussion, if we had
talked about these problems before the performance. I think
that the role of the festival is to acquaint us with different
theatres in different cultural contexts, and I am of the opinion
that the idea to include this performance into the festival pro-
gramme was right, but the context was wrong. I liked that he
festival was functioning on several levels.  
Chris Torch. Teki Dervishi is not only a journalist; he is a
well-known Albanian poet, novelist and playwright.
Ilze K¬aviña. The festival understood Albanian cultural con-
text problem, and we did our best to explain the cultural
peculiarities, there was an article published in the magazine
Rîgas Laiks, a special programme was printed yes, only in
Latvian, and that tried to explain the signs of Albanian history
and culture for this event.
Silvija Radzobe There are two absolutely opposite concepts,
and we represent these. The one, defined by Hannah Hurtzig,
is that a festival is a list of different performances; the other
– the festival as a list of only good performances. I was talk-
ing subjectively, because I live in Latvia that has only one
international festival, and very seldom have the chance to see
something outside Latvia, that is why I want a festival in
which each performance were a good performance.
Chris Torch If we compare Homo Novus, say, to a rock’n roll
group, then to buy and listen to only one CD of this group
would be very boring, even if the group is good. It is very
good that Latvian performances were combined with foreign
plays. It creates interaction. The situation might turn indeed
dangerous if only five best foreign productions were brought
to this festival.
Péteris Krilovs I would like to turn back now to the previous
theme that was raised in connection with the Albanian the-
atre.  We are not reading the works of Karl Gustav Jung on a
daily basis, but we did follow one of his principles. He,
opposing Western and Eastern philosophy, noted that an

Eastern person, seeing different objects, chaotically washed
ashore, is not counting, evaluating, comparing them, but just
thinking – what meaning is hiding behind the fact that all
these different objects have been washed ashore.
As a spectator I permitted myself to relax during the Albanian
performance. I eagerly wished to see how Albanians perceiv
this performance in their own country, where it means to
them much more than we even begin to understand. It makes
me think that our ambitions towards the art of theatre are
conditioned to the same extent as the text of the Albanian
performance was conditioned. I would like to experience at
least once a situation, when I could watch something like that
among those people and with the eyes of the people who
have created it and for whom it means a lot. That could be
more disturbing for me than an excellent theatre perfor-
mance, highly praised and acclaimed by everyone.  
Hanna Hurtzig I would like to go on and talk about the way
contexts are created for performances. I would like to talk
about the play Shopping & Fucking. Korshunovas has taken
this play very seriously and turned it into a serious, dramatic
event. But in fact this play is a comedy. It is a story about
British life, a very satirical, cynical view. It would have been
very interesting to see this very play, produced by another,
British theatre. That would make it easier for us to compare
Western and Eastern European interpretation of this type of
drama. The festival should focus on one theme. These could
be thematic groups, in order to compare the Western and
Eastern concept of the theatre. 
Valda Çakare Chris Torch just said that it could be very bor-
ing if the festival offered only the five best European produc-
tions. I could only dream about this kind of boredom,
though, I have to add that sometimes that which is deemed
to be good and is highly acclaimed by everyone, indeed is
not the most interesting thing.  
I treated this festival very pragmatically, in comparison to the
previous festival, and I tried to define what was different and
what was good in it. For me the usefulness rate was higher
than during the first festival. It offered more productions that
were worth discussing, debating, and that were, I permit
myself to use this discredited word, – good. 
I share Silvija’s view that the Estonian performance was
good, very stimulating was also the play by Finnish actress-
es. They managed to fulfil those functions that are usually
realised by the totality of visual and audio elements only with
the help of sound. As regards Korshunovas’ production, he is
a very strong and talented personality as a director, so he will
use any material very purposefully to advocate his own ideol-
ogy and philosophy. And that has been going on now already
for several years. Korshunovas used a work of a British play-
wright, and I was very surprised to hear from Hannah that it
is a comedy. He is using also this comedy to define the ideol-
ogy of the new successful man or new successful generation,
to take revenge upon those who, to his mind, are to blame,
namely – the previous generation.  
Aesthetic and ideological or political problems are closely
intertwined in the Albanian play. I would like to disagree to
what Hannah said that it  was also a possibility to receive
information about this society. We have other sources of
information – newspapers, magazines, and theatre is an art,
with rules of its own concerning the way this information
should be presented. If bringing this production to Rîga was
a gesture of solidarity, the way it was put in the newspapers,
then I would have liked Latvian theatres to be spared this
gesture, because it was very humiliating. 
And finally – about the Welsh play. It seemed to me that this
indeed was a collection of Western clichés, talking about the
problems of this society, namely, being carried away by
garbage bin aesthetics as an end in itself. All together this
festival had many interesting, stimulating points of this type.
For me these were both Estonian productions, Finnish perfor-
mance, in a way – also, to a certain extent, Korshunovas’
production.

53



R
ev

ie
w

 o
f H

om
o 

No
vu

s
fe

st
iv

al
 C

O
-O

R
D

IN
AT

IO
N

S 
AN

D
 R

EA
SO

N Zane Kreicberga That was a conscious move – to provoke
into making a choice, it is impossible to see everything, to
take part in everything. For me it was very interesting to
watch the audience. Before the festival started we had our
discussions and our doubts – whom are we in reality organ-
ising this festival for, the only audience is going to be us our-
selves and the well known circle of people who usually go to
see performances. It was very pleasant that several perfor-
mances, which intrinsically were quite curious, for example,
Ben Íarka’s production Carefree at the studio theatre Skatuve
found their audience, or vice verse – the audience found
them.
Hannah Hurzig All foreign guests have come to see Latvian
productions. I can congratulate you on what we saw. I was
here two years ago, and it is quite surprising to see how
many changes have happened, how important your achieve-
ments are. It was very obvious that the young directors are
working in different field – cinema, multi media, they stage
contemporary plays and operas. I don’t remember having
seen a similar situation in any other country. 
You have a conceptualists Alvis Hermanis, popart representa-
tive Regnårs (except for his latest production), you have
Viesturs Kairißs who has proved that he can work both
inchamber style, small-scale with five or seven actors, an at
the opera with singers, with choir. The young directors know
how to co-operate with Western Europe. Regnårs has invited
one of the most outstanding media artists Maik Henz.
Viesturs Kairißs – one of the best known light artists – Jean
Calman. These developments have happened very fast.
Ilze Rudzîte Hannah, could you characterise the style of
Latvian performances as a whole, the tendencies of develop-
ment as to the choice of drama material?
Hannah Hurzig I refuse to characterise these tendencies, be-
cause I cannot say that there is anything unifying the creative
work of these directors. It is impossible to compare the way
Viesturs Kairißs and Alvis Hermanis work, their concepts, the
way they work with actors; the drama material is totally dif-
ferenaet. They do not choose only contemporary plays. They
are functioning in different spheres. So no one of them would
like to say that they represent one concept.
Chris Torch If we have started discussing one, unifying ten-
dency, it could be movement towards diversity, and each of
these directors is affirming his own individuality. The choice
of material is also very different. There is another tendency,
which I lack in Sweden. The audience follows these innova-
tions with interest. In Sweden the audience is unable to catch
up with innovative tendencies.
Alvis Hermanis I would like to tell a joke about one of the
former US presidents – Gerald Ford. He had co-ordination
problems. They manifested in his disability to chew gum and
walk at the same time. He had to sit down. While watching
the performances it is very important to reach co-ordination
between emotions and reason. Talking about reason – I see
more clearly the importance of context in contemporary the-
atre. From that follows my request – do not mix context with
opportunism. But it is possible to talk about unifying ele-
ments between me, Regnårs and Viesturs – we all, in differ-
ence to the older generation, try to work within the context of
world theatre. But European context is not identical to
European or festival opportunism. That is why I would like to
thank festival Homo Novus on the behalf of Latvian young
theatre practitioners. It is much easier for visual artists to
subscribe to the magazine Kunst Forum and to be in the
know, not about what happened five years, but two months
ago. Therefore the work done by Péteris Krilovs and his team
is praiseworthy, taking into account that the contribution of
the Ministry of Culture was zero, of course, they morally sup-
ported this event.
Anda Burtniece I would like to talk about context, which was
just mentioned by Alvis Hermanis. I think that this festival
shows one common tendency. There is a certain difference
between the theatre of Eastern Europe or the so-called post-

soviet theatre and Western theatre, which was not very wide-
ly represented at Homo Novus, yet certain insight could be
gained. Latvian and Estonian performances, Russian theatre,
which no one talked about, as well as Lithuanian theatre and,
of course, the theatre from Macedonia, to me personally
revealed not only the artistic style of each artist, their differ-
ences, but also where this theatre came from, what his soci-
ety was like. From this point of view it was very interesting
for me to watch the Macedonian performance. I can agree to
what was said that it did lack certain artistic qualities, but at
the same time I understood it and appreciated that this nation
had a totally different temperament, and that determined their
different style of acting, it differed from what we are used to
here or the norm in the theatres of Nordic countries.   
I belong to the disappearing generation that wants to gain
from art something for one’s soul, reach a deeper under-
standing of people and life – from this point of view the
Finnish and Welsh performances left me completely indiffer-
ent. I am capable of appreciating their professionality and
ability to use human voice, body techniques and high level of
acting in Welsh production, but, from the aesthetic point of
view, ideas or any other perspective these productions did
not seem interesting to me.  The young generation of our
theatre is trying to work in European context, I am very glad
for it, but I think that for each nation the main contexts is and
always will remain identity, ability not to loose it and be
strong, not running after everything that is shown in Europe.
It could be felt in several of the performances of the festival.
It is worthwhile to try and affirm one’s own identity, and then
to rise to the level that would make us interesting also for
Europe. The way it was with Estonians. All of their produc-
tions were deeply traditional as to their identity, we could
clearly see the roots, the background of both Estonian direc-
tors. 
Normunds Naumanis I am really sorry that Latvian critics
express themselves as consumers. I would not like our
guests to form the impression that it is always like that. If
you are involved in contemporary art as a professional, you
should not have the attitude of a consumer.
The programme of the festival was too complex for a person
who was challenged to make a choice. As Alvis Hermanis
said –the most advertised performances of the festival turned
out to be the worst. If we believe that this provocation was
purposefully planned, then the ignorant spectator made the
wrong choice. I understand that marketing tricks of the festi-
val have their own chemistry. The festival has to take into
account that you are working with the audience, with groups
of professionals from the East and the West, and also the
local ones.
If the festival wants to reach its aims –to inform the audience
and to provoke – then the maximum of possibilities to see
everything should be ensured. Homo Novus has created a
wonderful possibility for the guests to get acquainted with
the recent and best productions of Latvian theatre. I think, –
watching carefully and evaluating this programme, it is possi-
ble to gain objective and full picture of the situation of
Latvian theatre, that would not make anyone feel ashamed. I
think that it is useless to try to limit oneselves with artificial
concepts. Excuse me for saying it, but a festival cannot be
built just upon two words. For instance, the next festival
could be a gathering of brilliant, professional, traditional pro-
ductions, to which, for example, the so-called creative failure
of Nekroshu’s – Macbeth could be invited. No one in the
world knows what the new art, the new theatre is. Therefore
it seems to me all the more curios to hear the critics saying
that there were no performances that clearly showed – what
the new art was.  
There are no questions concerning financing, Culture Capital
Foundation knew that this was our only international theatre
festival, a chance for the audience to see other theatres, to
widen the horizons of each individual mind and thought, it
had to be supported. I would not like to assume the role of
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clamoring opponent to the Ministry of Culture, but it is
indeed very hard for me to understand why on the territory of
the country called Latvia, the state is so indifferent towards
the development of culture. Let our foreign guests hear that
an international event received no support from the State.
Valda Çakare Do you really think that the picture of Latvian
theatre presented here was objective and exhaustive?
Normunds Naumanis Yes, except for the fact that Kaupéns,
my beloved! and Ivanov from Valmiera Theatre were not
included.
Péteris Krilovs Liepåja Theatre informed us that to show this
performance within the Rîga festival framework was just
impossible. That is an aspect of Latvian theatre management.

This question should not be addressed to the organisers of
the festival.
Valda Çakare What did you mean by consumerist attitude of
Latvian critics?
Normunds Naumanis I am also a critic, I am not excluding
myself. Metaphorically speaking, it looks like this – I talk
about some kind of values, but all the rest I do not treat as
values, because they do not fit into my priority scrapbook. I
even do not begin to try to understand why these perfor-
mances are here. A critic is not an ordinary spectator. The
critic works in order to understand and maybe to explain via
mass media what exactly it is that we do not like, what is
bothering us.
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Homo Novus ‘99

NEWSPAPERS REVIEW

g The halls filled with the audience waiting to see unusual
theatre performances and not a “mere entertainment”. The
audience that applauds to the potential of the idea.
Spectators from the whole Europe who are discussing the
essence and future of the theatre art with earnest ardour.
There has appeared a new, intrepid and viable theatre festival
for Europe. Latvia has been given a considerable energy vac-
cine. And Krilovs and Tjarve will be the first to say what
could have been done better. 
The proof of the importance of Homo Novus were the visits
to Riga paid by a couple of individuals although not connect-
ed with the Bank of New York! These visitors were the direc-
tors of the most famous theatre festivals in Europe. Their
participation was a promising opportunity for the perfor-
mances to enter the “circle “of the foreign festivals. The
Avingnon and London festivals, for instance, many a time
have turned the artists into stars. 
As to Homo Novus, it rather tried to provoke than prove. It
offered several experimental performances praised in the
countries of their origin. The ones I saw did not deserve the
praise given. The Finnish improvisations demonstrated an
approach not a product, the Welsh Volcano seemed primitive,
and attracted only with its free use of the text and the stage
design. But both of the performances received unfeigned
delight of the audience. It showed the thirst for new
approaches, for anything that breaks the stereotypes.
I was not particularly delighted by these experiments, never-
theless, I was captivated by the perfectly done The Way of
the Serpent presented by the Estonian Drama Theatre.
But the greatest experiment of all had no “real” audience
because the audience were the participants themselves.
Maybe some people even did not realise how valuable were
the seminars on the issues of the culture politics organised
by the New Riga Theatre in co-operation with the Intercult
from Sweden and the New Theatre Institute. Here the theatre
people and the representatives from the Ministries of Culture
from the Baltic States could exchange the views with the
leading theatre experts from Europe. There was also a unique
opportunity to break the stereotypes.
One very important factor united all the participants. All of
them are struggling to create art in the conditions of “free
market”.   
Being aware of how much the Latvia state administration has gai-
ned from the foreign specialists and how much money is being
spent for the improvement of the general culture at the working
places on the way to the European Union, I can only congratulate
this historically important experiment – to start solving the most
problems of the Latvian theatre on the same level. 

The experiment demonstrated the possibilities. Yet the
possibilities cannot satisfy the needs. The essence of the
experiment itself lies in repetition. That is the only way to the
revelation, solution, the magic cure.

Bañuta Rubess, Diena 05.11. 99

g Never before, since the time when the idea of Homo
Novus was generated has the input by the Latvian theatre
been so obviously prevailing. Once more revising the
program of Homo Novus one cannot help coming to envious
thoughts – oh, if only it were possible to gather the Latvian
contribution (12 performances in the main show of the
festival) under one roof, this theatre definitely would be
among the most powerful theatres in Europe by its creative
purposefulness.
The last two seasons have marked the theatre as a serious
cultural value. While we are waiting and asking for the new
Latvian novel and poetry, while the achievements in the field
of the classical music have not yet reached too widespread
publicity and love of the public which it deserves, while we
are still searching for new and recognised forces in the visual
arts the new approach to the theatre direction has emerged
and taken a stable place in our theatre – the imminent has
happened in a natural way and without any unnecessary and
bitter pain as befitting the tremendous Latvian affection for
the theatre. The new direction has appeared not only in the
sense of the personalities. But more in the sense of the
theatre as differently understood metaphoricialness.

Normunds Naumanis, Diena 21.10.99

g Homo Novus ‘99 is quite a reason for joy – the joy for
people who despite and not regarding the indifference of the
state institutions are able to produce an international festival,
the quality of which will hopefully rise with every coming fes-
tival and which will be able to host productions of better and
better quality.

Irbe Treile, LML 11.11.99.

g All you need is a positive starting point – coincidence 
of circumstances: for the right people to meet in the right
place and to speak in the language they all understand ( by
this I do not mean the English language). And the place of
this kind was the festival Homo Novus. For the great 
number of the Western guests – theatre strategists the 
greatest, though logical discovery was… 
the Latvian theatre?

Normunds Naumanis, Diena 04.11.99.



THE APPLE SKEP OF THE LATVIAN THEATRE , DIENA 12.11.99.

g In comparison with the previous two festivals this Homo
Novus offered more good stage performances or at least
worthy of discussion, this time not only among the local pro-
ductions but also in the foreign programme – the epic
Estonian performance The Way of a Serpent and poetical
Peleass et Melizande, the captivatingly provocative Lithuanian
Heda Gabbler and aggressively tendentious Shopping and
Fucking, the Finnish subtly orchestrated Roach Voices and
the Russian Beekeepers.

Valda Çakare

g In addition to “ bravo!” for the indisputably culturally his-
toric importance of the event and the declaration of total the-
atrocentrism for a week I venture to give the Top 5 of my
preferences: 1.– Idiot (New Riga Theatre), 2.– The Way of a
Serpent (Estonia),3.–Lithuanian Heda Gabbler, 4.– Art pre-
sented by the theatre Müris (Liepåja), 5.– Piscanderdula pre-
sented by the Czech puppet theatre actors. The conclusion is:
let Latvian Theatre flourish and let the state officials finally
recognise the importance of Homo Novus as a novel feature
in the image of Latvia. 

Normunds Naumanis

g A festival is an event that provides another measure in
the count of time – the experience. You may discuss the
qualities that are existent or non-existent in every separate
production but it is not possible to measure the scope of the
joint idea just like the totality of the gained experience. It is
simply desirable.

Undîne Adamaite

g My lucky lot was – The Way of a Serpent by T. Lindgren,
where I become ascertained how deep are the roots of the
traditions of the national school of the Estonian theatre (Ird,
Panso, Toming). How poetic is the scenic language, musicali-
ty, visuality of form through which the realistic national char-
acters are revealed. The performance as nourishing as a loaf
of rye bread. 

Lilija Dzene
g B. Tjarve, P. Krilovs and their team deserve immeasurable
gratitude for bringing remarkable foreign performances to
Riga, to our lives which are so much pressed for time ( the
Lithuanian productions Heda Gabbler, Shopping and Fucking
and Estonian The Way of a Serpent, Peleass et Melisand ).
These performances as well as its general organisation show
the undoubted progress made by the festival.

Silvija Radzobe

g It is the only international theatre festival in Latvia. For
many theatre people and the especially spectators, it is still
the only opportunity to acquaint themselves with the foreign
experience, to compare it with our local endeavours. Being
the only one the festival promotes active interest. But first
and foremost one has the feelings of gratitude and admira-
tion of the small but consolidated team of organizers that
have managed to carry out the tremendous work in order to
open the window to the world once in two years. Secondly it
also arouses great claims because every mediocre or bad
performance is being emotionally experienced as a meeting
that has been promised but has failed to happen.
This is not an avant-garde festival because the programme
consists of quite regular productions as far as it the literary
sources of the performances are concerned. Neither were the
performances made by or meant for the young only. All this
lets me to conclude that the organisers of the festival have
wished to show us what kind of artistic mode of thinking will
dominate in theatre in the future.

Having no doubt about the importance of this significant aim
I still have to doubt the possibility of its fulfilment. Not only
because some of the performances were distinct examples of
the old theatre. But is it even physically possible for the
organisers of the festival to watch as many foreign perfor-
mances as to be able to make distinct conclusions which of
them belong to the new theatre? And is it possible for our
festival, with the restricted financial resources it has, to buy
the performances that represent the contemporary theatre
and that have been accepted by other international festivals?
Is it possible for anyone at all to define what the term new
means in theatre? And eventually a question on almost meta-
physical level – is there anything possible in the contempo-
rary theatre that may be absolutely new? None of the perfor-
mances even the most convincing ones offered anything
technically or poetically completely unprecedented.
Nevertheless, I am about to contradict my own words – the-
matically there was something new (at least in the context of
the Latvian theatre, here I am deliberately leaving out the
influences of the foreign cinema that are also possible to be
gained here in Latvia), it was provided by the young
Lithuanian star in the theatre direction – Oskaras
Korshunovas who had brought Shopping and Fucking by M.
Ravenhill – the playwright of the new English generation. 
Both homosexual and heterosexual contacts are being imitat-
ed in traditional and unconventional ways on the stage. The
performance is a synthesis of the black humour and painful
dramatic effects. In my opinion too conceited and jeering
intonation overtakes Korshunovas’s production not enabling
to reveal the tragicism encoded in the play thus turning the
theme of the play into an aim in itself. Because the real
drama is that the young bodies stripping themselves physi-
cally and intimately converging with the other person do not
become closer, on the contrary they grow apart becoming
more lonely.
The Estonian director Lembit Petersen’s stage version of Pe-
leass et Melisande by M. Maeterlink was also something pre-
viously unseen in Latvia – in my opinion the most beautiful
production at the festival. It is hardly of any importance to
mention the fact that the aesthetics of the performance was
not new – on the contrary – it was even very old – more than
a hundred years. The director Petersen had precisely restored
the aesthetics of the symbolist theatre that was basically cre-
ated by Materlink himself and whose principles were imple-
mented for the first time in staging of Peleass et Melisande
by the director Liniee Po in Paris, 1893. Unrealistic make–up
and wigs, stylised movements, the conceptual contrast of
light and darkness, the dominance of the voice of the actors
over the conceptual element helped in creating an exceeding-
ly sad and tender world. It is hard to express the excitement
that I experienced watching this poem of fragile beauty and
doom that gives a contrast to the feeling of strength and
ecstasy that in prevails the everyday reality.
Apart from consistently performed yet different aesthetic lan-
guage Peleass et Melisande and the second best festival per-
formance The Way of a Serpent have similar perception of
the world. The characters of Lingren’s story also appear on
the stage primarily not as individualised personalities but as
greatly depersonalized beings. Expressing the drama of the
doom of human destiny and immeasurable abandon to this
doom creates almost a sense of unworldliness. If it is not
possible to rule your destiny you can still stand side by side
with it preserving your self respect. Of course, this is a quali-
ty characteristic of a myth and it appears so topical to the
contemporary person also in today’s Latvia. Through a few
beautiful and witty scenic metaphors on the stage (the
sheets, dance and others) the director expresses the slavish
– sexual dependence of a 19th century Swedish peasant fam-
ily on their landlord. Despite this sin of violence that domi-
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nates over the life of the family – life breeds, is dispersed and
perishes just as senselessly. The grandfather speaks of
Melisande: “She was born without a reason. And that is why
she will die for no reason.” The same is happening with the
Swedish peasants in The Way of a Serpent. And what is hap-
pening with us?
Apart from thought–provoking and undeniably beautiful per-
formances (in addition to those three already mentioned I
should name The Roach Voices created by a group of Finnish
actresses and Lithuanian Heda Gabbler staged by G. Varnas)
there were several performances that in my opinion came to
dramatic conflict with the leading creative tendency of the
festival and even endangered it. For instance, The Town that
Went Mad presented by the Welsh theatre Volcano and
Pinter’s The Caretaker interpreted by Na Liteinom – a theatre
from St. Petersburg turned to be a tasty morsel of self-con-
tent philistines of our theatre, of course if there are any.
Because the Welsh demonstrated the ideas about the avant-
garde theatre characteristic of provincial underground of the
60s.

Silvija Radzobe, NRA 01.11.99.

g The Way of a Serpent is a profound work: a good story
(Lindgren’s novel was described as brilliant, a masterpiece of
neo-provincialism and magic realism), consolidated ensem-
ble, simple but precise theatrical visuality devoid of every-
thing unnecessary, expressively performed characters por-
traying alienated or estranged reality. Besides, the greater
part of the actors were young! The process of growing old
was played out so convincingly and unobtrusively that it
resembled a sorrowful game: for example how is it possible
to show the old age drama of a beautiful woman? With teeth
falling out, change of the manner of speaking and all that is
expressed in the temperate, restrained even modest yet pro-
found Estonian temper.
…The acting space of the performance is filled with strange,
lyrical harshness. That is because the director never treats
his “people from the performance” as a self–righteous judge.
There are no villains and no crystal-clear angels. We are
watching human beings faced with their naked life. They do
not express their love in words. None of them leave any trace
– just like the serpents on the cliffs. Instead, the trace – as
the sound of the violin and harmonica – is all that is left
when you cannot count on the strength of the sun, God and
your own. 

Normunds Naumanis, Diena 28.10.99.

g The Finnish women’s performance – The Roach Voices
were welcomed with warm applause . It was the first day of
the festival, the cultured “new audience” eager to get impres-
sions and still not tired of gaining them were beaming with
interest. 
The Finnish Roach Voices lacked the most important thing –
strength to get over the depressing sense of un-necessity of
what was happening on the stage. This performance might
have lasted for 1h10min (as it did on Monday) or just as well
for fifteen minutes or round the clock. It had neither an end
nor beginning, neither good or bad intentions (of course, I
am aware that there are a lot of arguments to prove the
opposite – for instance, one of them and the most persuasive
one: after all these five women were demonstrating to us the
never-ending flux of time.) But in fact there was no sense in
The Roach Voices. Maybe it was a musical poem of Dada?
But please do not try to squeeze the contents of Venus
Universum into the paradigms and discourse of The Roach
Voices. It was a bit provincial avant-garde art coming late for
this time and space. Nothing more. And – nothing less, too.
However, it is quite possible that the five artists who did not
lack the sense of humour were simply annoying the erudite

public of the festival with their little audio jokes.
Normunds Naumanis, Diena 26.10.99.

g The Way of a Serpent is perfect in all its expressions : an
intelligent director, actors – neither following any routines
nor making use of any stock–phrases, no insincere intona-
tions.

Gunårs Treimanis, Rîgas Balss 27.10.99

g Both performances of Shopping and Fucking in Riga be-
came the highlight of Homo Novus this Saturday at least in
one aspect – there was no place for a pin to drop in the small
hall of Daile Theatre.
A chasm opens up between Ravenhil’s harshly cynical play
and Korshuovas’s staging, the undistanced psychophysiologi-
cal manifestations of the participants of this performance.
Because…Ravenhill’s play is a comedy!
It is obvious that the director has not been able to turn a
criminal fact from life into a shocking fact of art, no matter
how hard the O.K. defenders would try to oppose with the
arguments of the contemporaneity, topicality, uniqueness of
this performance. Still there was something – the young
actors were truly more than good – both on the professional
level and because of sheer daring – I can imagine what it
means to play a homosexual openly in Catholic Lithuania,
besides performing that with enthusiasm and ardour. And I
have no idea who of our young actors could do that without
showing hypocritical or genuine feeling of disgust and other
cheap aping. The actors were truly splendid. All of them.

Normunds Naumanis, Diena 01.10.99.

g It is hard, however, to classify The Town that Went Mad
as a serious and remaining artistic value. It remained more of
a course project of the performing art students. 
I wish to hope that the applause given by the new audience
was rather an expression of delight and relief for the opportu-
nity to rid themselves of the inferiority complex: we know
how to do this and we can do it! I would tell more – we can
do it better!

Normunds Naumanis, Diena 26.10.99.

g Yes – “The Way of a Serpent” by Preet Pedajas (Estonian
Drama theatre), Peleass et Melizande by Lembit Petersen
(Theatrum, Tallinn), Pishanderdula by F. Vitek and V. Richarov
(Arck theatre, Prague) could be ranked among the rewarded
productions. The rest of the performances are traditional pro-
ductions. Some of them were even annoying, for instance
The Beekeepers presented by the association The Ship of
Fools, where I did not manage to grasp “the associatively
florid scenes” ( as it was declared in the preview advertise-
ment, except the cooking of a rat in a pot is not considered
an original association ).
Long live the Festival!
Although without a promise of shock, shattering of nerves,
outburst of anger. Everyone will go on with their work. I am
delighted that the Latvian theatres excelled with their contri-
bution: Idiot, Vision Express, Fernando Crapp’s Letters to
Julia and Art.
Thanks to the consolidated, small team for the work that has
been done!

Gunårs Treimanis, Rigas Balss 01.11.99.

g The Caretaker by Butusov turned into an event, although
there was nothing avant-garde about it.

Harijs Gailîtis LML 04.11.99.

g I like the performance Beekeepers by Nikolay Roschin
because I understand – he is my contemporary. He lives here
and now. Being a true artist, he has this inner understanding.



Beekeepers is a good performance, banally so, it is equally
accessible to those who mistake Bosh for Bosch and those
who have not seen Chapayev. It has purely theatrical drive:
you are carried away by pure play of theatrical textures –
snow falling and heavy boots, still wings and a ship, sailing
solid land, abstract masks and dramatic make-up. The actors
have been given the same exquisite play of balances: a farce
with unexpected elements in combination with cleverly pre-
sented psychological details. 

Aleksey Dubinski

g As regards Caretaker, it is possible to talk about new
approach to drama in the theatre of absurd. The performance
has a strong, ironclad form and it was wonderfully acted.
Harold Pinter seems to be much more sarcastic today than
thirty years ago.
The beautiful statue of Buddha is mercilessly smashed into
pieces and is replaced by the unshaven tramp. This homeless
guy, Davis is a wonderful achievement by actor Semjon
Furman.

Harijs Gailîtis, Respublika, 02.11.99.

The festival proved that the relationship in arts between the
word and actions seems to be quite optimistic, at least each
of the performances offered clearly considered models of the
causal relations between the physical models of expressing
thoughts – words. The real twilight zone where some of the
creators of the performances seemed to be trying to find
their whereabouts, sometimes finding them, sometimes
completely losing any sense, was their visuality.
Out of this year’s offers Estonian Studio Theatrum has most
radically reformed the old vision, they, as the historians
claim, in the performance Pelleas and Melisande have
restored Maeterlinkís aesthetic principles of. Within the high
quality set-up, small theatre space, the actors made this
archaic drama transparent and understandable. Apart from
the so-called “spark of inspiration”, which is impossible to
use as an argument during discussions, this impression was
ensured by at least two more aspects – polite manners or
self-respect, which, as it turns out, is not an obstacle to the
self-expression of a civilised person, and precision, inspired
by the surrounding technological reality, both in objects and
details.
The Lithuanians Ben Íarkas and Oskaras Korshunovas have
real counterculture background, but they provoked very
strong reaction during the festival, because, metaphorically
speaking, underground is conceived in love, but publicly pre-
sents itself as a lady of loose manners. Ben äarkas played
with different objects, showing real physical violence, as if
showing a study performance. But Oskaras Korshunovas
turned from an idol into a whipping boy. With the same art as
two years ago. The only problem was that M.Ravenhill, repre-
sentative of “new writing”, in his Shopping & Fucking shows
the life of declasse types. Korshunovas, with his conviction of
an old punk that life as such is “shit”, has produced psycho-
logical, realistic performance of the play, and has done it very
well, only has overdone with pathos. Of course, theatre will
always be a place for real or imaginary psychophysiological
happenings, at least for the reason that no other form of art
is offering it.
By the way, Regnårs Vaivars has produced a comedy with
lyrical pathos, very much in the same style, which is liked by
everyone (The Eldest Son). The local intrigue hides in the fact
that this production is a conscious curtsey to the traditions
by the former avant-garde director, or, to put it more precise-
ly, director with a fantastic imagination.
The best known Lithuanian production Heda Gabbler (director
G.Varnas) is a piece worth reflecting on, about the war
between human nature and morality. Even though Hedda is

obviously a young man’s ideal, “dreamlike image”,
constructed by an aestheticist, for which the brilliant 
actress J.Onaityte has been used as a medium.
Behind the scenes talented and diligent Viesturs Kairißs has
been mentioned as the possible Latvian export product. He
together with painter Ieva Jurjåne show generally widely
accepted models of the contradictory human existence, real-
istic play assembled together with significant visions. Kairißs
field of activities presently could be the attempts to find a
balance between the amount of information to be communi-
cated with feasible, organic actions on the stage. Exquisite
contingencies argue with sheer coincidences in Jurjåne’s
visual language.
Alvis Hermanis apparently is no longer as eager as Kairiös to
create a performance that would be ideal according to all cri-
teria, in Homo Novus he was represented with a perfect,
highly personal audio project – XX century. Pojezd Prizrak.
Vision express.
For fellow contemporaries more important than theatre
export could be another aim of the festival – the call to
change the old “agreement” between theatre and audience
what to show and how to understand it. “Let theatre help
people understand how they are spending their time”
(P.Krilovs). So that theatre would address also “unrestricted”
persons, the way rock music, cinema, all kinds of literature
and design do. Maybe theatre should give up its imaginary
monopoly on spiritual enlightenment, and maybe the problem
of the audience is not lack of information (in other words –
stupidity), but oversaturation with information that theatre
people are not accustomed to dealing with.

Vilnis Véjß, Studija 4 /99

g I feel grateful for The Way of a Serpent and
Pishkanderdula. For the awareness that everything is the
same it used to be. That first of all works of art are created ,
and only after that tendencies are defined. That the first to
commission is inspiration, and only after that – criteria, con-
siderations about who wants to see what. That the dominant
tendency is the absence of a dominant tendency. Homo
Novus guests’s square (the graphic sign of the repertoire)
shows and embraces strikingly contradictory phenomena.
Of course, I have to add something. All colours, except for
tragedy. There is no tragedy. Tragedy has been cancelled. This
unites all the performances. Many wise people have thought
about this theme. I can only add, only suggest I.Ilyin’s
version: the transformation of a dialogue with chaos into a
dialogue with chaoses cancels tragedy and also – acceptance
of chaos as a norm of life, not a frightening abyss, as natural
environment, not source of suffering and pain.
There is no more fear from chaos. Even more – we have
become so used to chaos as our natural environment, that it
seems – quite soon it will become again possible to start
studies of the eternal problem beauty=goodness . It is possible
to tell about harmony in the language of chaos. It might sound
very abstract, but this is the way I see Homo Novus aesthetic
development. It is impossible to prove it with concrete
examples. It is rather an intuitive forecasts, inspired by the
festival. Maybe just a fruit of my imagination. My moment of
joy and discovery during this festival. Something old, distant
and true in the world of Pishkanderdula. But not because
puppet theatre is known already since the 14th century. I
remembered that director Ariana Mnushkina in her rather brief
preface to the history of French theatre dedicated a whole
paragraph to the theatre of small lumps, made from bread. 
It should not be forgotten. Maybe we are talking about
remembering… Clarity and serenity of vision and expression.
The most philosophical and innocent of all the festival
performances.
Pishkaderdula in very young souls creates a whole series of
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words, questions. Why, for what reason, from where, where
to, what is it, and again – what about, why?
Roach Voices. American avant-garde music group Big City
Orchestra can be recalled, it is collecting noises and sounds.
For example, coffee beans on a tray, under which signals of
special frequency are transmitted. Complicated. But with the
opposite goal. The innocence of sounds. Of course, during
Roach Voices Meredith Monk, the great experimenter with
voice, also comes to memory. Something very healthy in this
performance. Freedom and vitality. This is the way I do it,
watch me. Without protocol, without etiquette. In this age
with so much prudishness, snobbishness, affected elegance.
The actresses in their primitiveness rudely and simultaneous-
ly elegantly ask if all those nice people indeed converse all
the time. Very purposefully do extremely purposeless and
absurd things. A fragment from the culture of fools. They
cannot go to visit the King, unless, of course, it is the King
Ibi. It is possible to note the paradoxical overtones, but also
to perceive this as exultation of the new nonsense wisdom.
Hedda Gabbler. Artistically well thought-over mono show
with Jürate Onaityte s Hedda in the centre. Thus the other-
ness of Hedda is played out in music before the performance
itself. Maybe that is why other heroes seem to be a bit
schematic and caricatured. Until you understand that this is
the principle. The form of the performance turns into a prin-
cipal and meaningful source of images.
Fast, severe, expressive. The texture of the production is
using rather show-business passions than nuances and
details. The director is offering a very risky situation, and
than justifies it admirably. The play is not aged in order to
disclose the theme. The theme itself is staged.
The Way of a Serpent. The perfect performance. A production
with a universe of its own. Different combinations could be
found for definition of the genre. Poetic ballad or lyric saga,
magic realism, everyday magic. Whatever we find, the perfor-
mance will roll away into the world like the newborn girls.
Late Coming Bones. I perceived the inclusion of this
performance into the festival programme as a gesture of
humanitarian solidarity. The performance puts a theoretical
question – how to talk about issues of nationalism and

patriotism, so that the artistic expression would not become
a prisoner of theatre, would not turn into a manifestation for
people having one national identity.

Undîne Adamaitîte, Måksla+ 4 /99

g Why was I touched and moved by Estonian Pelleas and
Melisande and Czech Pishanderdula. Even though I saw these
two performances on two consecutive nights they have left
one common impression upon me.
Of course, also because of the nature of puppets.
Though most probably the Czech artists wanted to show that
puppets are made alive by each smallest trifle: a touch, a
beam of light, even accidental fall. These few hours of laugh-
ter and joy were very exhausting. As any concentrated prod-
uct theatre in pure form is not meant for daily consumption.
It seems that the goal of Estonian actors can be also defined in
very simple words: to play Pelleas and Melisande the way it
would have been done in the times of Maurice Maeterlink. With
the possibilities recently found by Adolf Apias – the possible
use of electricity, contrasts of light and darkness, shadow plays.
With the torturing idea of Gordon Craig – if only the fanciful,
neurasthenic actor were a puppet – he could do everything the
director wanted, without pestering others with all his emotions
and physical imperfections. The Estonian actors realised this
theoretical dream perfectly. Golo and Melisande perfectly fit into
the story of the performance which I, as a spectator, read in the
language of the performance. Maeterlink’s heroes differed from
Czech puppets with their burning eyes, framed in black, and
that the people sitting in the hall were more similar to the pup-
pets, not to the puppet master.
Shopping & Fucking. If the aim of the director was to shock,
then he never reached it – life throws at us hotter potatoes.
Daring has happened – apparently for Lithuanian mentality
this has been an act of very serious daring – but also went
unappreciated in Lithuanian Catholic society. The small red-
headed actress (during the morning show) played brilliantly –
no comments. But for me personally this performance was
beyond the realm where art is perceived, and it left me, if I
can say so, sincerely indifferent.

Edîte Tißheizere, Måksla+, 4 /99
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CONCLUSIONS

• performances that earned the highest critical acclaim – 
the performance of the independent studio theatre Teatrum /
Estonia Pelleas and Melisande; Eesti Drama Theatre perfor-
mance The Way of a Serpent (director Priit Pedajas)
• culture policy event – performance of  Albania Drama
Theatre  Late Coming Bones at the Latvian National Opera
• performance – discovery – the performance of the inde-
pendent studio theatre Teatrum / Estonia Pelleas and
Melisande
• audience favourites – Shopping & Fucking (director
Oskaras Korshunovas/ Lithuania), Caretaker (director Yuri
Butusov/ Russia,  performance The Town That Went Mad of
the Volcano Theatre, Britain.
• surprise – the Czech performance Pishkanderdula
• uunnddeerrggrroouunndd  ffaavvoouurriittee – performances of the Lithuanian
director Ben Íarka Kokakola and Carefree
• the most unusual event – Jam Session at studio theatre
Skatuve

The results of the public opinion poll
carried out by the 2nd year master programme students of the
Latvian Culture Academy, Management department:
• the audience of the festival predominately consisted of the
usual theatre audience, the majority of them go to New Riga
Theatre productions;
• the desirable – optimal ticket price – 2 – 3 Lats, the audience
would like to use the possibility of advance ticket booking;.
• 80% of the audience are inhabitants of Rîga, the majority
younger than 28 years;
• the audience received information about festival events
from ads in the newspapers, from outdoor media, from
friends,  reviews in the press (50% – newspaper Diena, 15%
– magazine Rîgas laiks,  8% – magazine Måksla+), ads in the
LNT(analysing TV and radio ads, LNT ads correspondingly
influenced 37% of the audience),
• reactions of the audience show that it would be advisable to
stage performances at unusual venues.



Currently the number of independent theatres working in
Latvia is approximately ten, even though in Europe there are
tens and hundreds of them, their contribution to theatrical life
is very essential, they, existing alongside institutional the-
atres, prove that with a small company and well planned
management they can successfully implement state culture
policy. Theatres of this kind are indispensable in creating
diversity in theatrical life. In Latvia those professional the-
atres that do not receive subsidies from state budget are
called independent theatres. Thus indicating the dependency
of others.
Different terms are used in Europe; the most often used are -
alternative, experimental, free stage, private theatres.
Collecting this information it was sometimes difficult to
decide what constitutes and what does not constitute profes-
sional, independent theatre. As the main criteria the profes-
sional level of directing and acting were chosen.
Within the national culture policy independent theatres up till
now have not been “legitimised”. They go on with their pri-
vate lives, their private problems “undefined”, even though
sometimes they are very successfully eduators, travelling to
schools in rural areas, while at the Centre Decentralisation is
only being discussed.
Will and how strictly state theatres will be separated from
independent theatres, proceeding from the historically estab-
lished different legal statuses (state theatre), without
analysing artistic achievements and economic efficiency. Is
there a need for independent theatres and what they should
be like? Are independent theatres viable under conditions of
small country (and - small market)? What are the financial
possibilities and strategies the independent theatres should
choose in order to survive? What was the reason why young
directors easily adapted to large, state theatre? Why
“Unbearable Artel” theatre, formed by at that time young and
“unbearable” directors - Viesturs Kairißs, Gatis Ímits and
DΩ.DΩ. DΩilindΩers did not finally emerge as an alternative the-
atre model and did not establish itself organisationally?
These questions are the main reason why this collection of
legal, administrative, financial information about independent,
professional theatres in Latvia is presented here.

Baiba Tjarve
(director, the New Theatre Institute of Latvia)

Theatre for Children and Young people
Address: 96 Brîvîbas, Rîga, LV-1001
Telephone: + 371 9491962
Contact person: Uldis Tomsons (director)
Legal status: non-governmental organisation
Special characteristics: 

performances for children and young people
Founded: 1992
Most important/ recent productions:

“To all Fairy Tale Kings”, director 
D. Romanoviça V. Haufs “Dwarf 
Long-Nose”, director V. Pavlovskis, 
A. Volkov “The Magician of the Emerald 
City”, director S. Rozhov (Moscow)

Free Actors’ Society 
Address: Mi˚e¬a 1–21, Rîga, LV-1010
Telephone: +371 7324987
E-mail: koljunka@yahoo.com
Contact person: Semyon Losev (chairperson, director)
Legal status: Non-governmental organisation
Special characteristics: 

The aim of the society is to liberate 
creative potential of actors and to raise 
their professional level. 
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Forms of activities: production of performances, 
popularisation of theatre art among 
young people, creative workshops,  
participation in festivals, sharing of 
artistic experience.

Founded: 1997
Most important/ recent productions: 

Shalom-Aleihem “Boy Motel”, director 
S. Losevs,“Edith Piaf”, dramatised for 
the stage and directed by S. Losevs, 
“The Life of Pushkin”, written and 
directed by S. Losevs

Travelling puppet theatre “The House of Puppets”
Address: Råvas 5, Liepåja, LV-4311
Telephone: + 371 3432602, + 371 9514855
Fax: + 371 3480242
Contact person: Péteris Trups (managing director)
Legal status: Limited company
Special characteristics: puppet shows
Founded: 13.10.1994
Most important/ recent productions: 

“Pinocchio”, directed by P. Trups, 
A. LieldidΩa, N. Nosovs “Nezinîtis”, 
director P. Trups, “Once upon a time…”, 
director P. Trups

Independent theatre “Kabata”
Address: Peldu 19, Rîga, LV-1050
Telephone: + 371 7223334, + 371 9509221
Contact person: Indulis Smilténs (managing director)
Legal status: Limited company
Special characteristics: Offers possibilities to show their 

performances to representatives of various 
trends, a place for experiments.  Until 1993 –
permanent company, at present the theatre 
space is used for performances by the 
creative group “Kabata”, Russian Youth 
Theatre, Hermanis Paukßs Academic 
Theatre, Theatre of Movement and 
Improvisation, Children’s group.

Founded: 1987
Most important / recent productions: 

Antoine de Saint-Exupery “Little Prince”, 
director D. Balçus, “Henry VIII and his Six 
Wives”, director G. Vérenieks

Russian Youth Theatre
Address: Peldu 26/28 , room 304, Rîga LV-1050 (office)
Performances at: independent theatre “Kabata”, Peldu 19
Telephone: + 371 7212064
Fax: + 371 7 212064
Contact person: Oleg Shkatov (director general)
Legal status: Limited company
Special characteristics: Russian language performances for

children and young people
Founded: 1995

“Måra’s Theatre”
Address: Blaumaña 12-46, Rîga, LV-1011
Telephone: +371 9277355
Fax: + 371 7 283814
Contact person: Nikolajs ‰rglis (director)
Legal status: Non-governmental organisation
Special characteristics: Non-commercial theatre, producing 

performances of spiritual character and 
is searching for new language of theatre

Founded: 1999 (functioning since 1998)
60
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tions, two are non-profit limited companies (“Skatuve”, “Müris”)
and one theatre (Rîga Small Theatre) is private enterprise.
Analyses of the statistics of the last two years shows that inde-
pendent theatres produce on average two to three new produc-
tions per season. “Skatuve” can be singled out in this respect, in
1999 it produced four new plays. It can be explained by the fact
that the students of the Academy of Culture produce their gradu-
ation works at this theatre, and the artistic association “The
Fourth Searchlight” is also using this venue.
For “Müris” and Travelling Puppet Theatre the number of new produc-
tions is smaller, in 1998 and 1999 they have had only one new produc-
tion each, but Travelling Puppet Theatre has had the largest number of
performances per year – 430 - 450 performances annually.
The number of annual performances can differ greatly. It is
possible to single out several groups:
10 – 20 performances annually – Måra’s Theatre, Rîga Small
Theatre, Free Actors’ Society
40 – 70 performances annually – “Skatuve”, “Müris”
80 performances annually – Rîga Chamber Theatre
100 – 150 performances annually – Theatre for Children and
Young People, “Kabata”
430 – 450 performances annually – Travelling Puppet Theatre
The majority of independent theatres are renting a permanent stage
of their own permanently. These are theatres like “Skatuve” (number
of seats – 180), “Müris” (80-100), Rîga Chamber Theatre (100),
Rîga Small Theatre (54-70). “Kabata” after lots of effort managed to
privatize their venue (90), where Russian Youth Theatre is also pro-
ducing its performances. As can be guessed from the name,
Travelling Puppet Theatre is looking for and finding its own audience
and is the only theatre whose all performances are guest perfor-
mances. And yet in 2000 a joint project with the municipality of
Liepåja starts “House of Dolls” – in order to set up a permanent
stage in Liepåja. Måra’s Theatre up to now has played all its perfor-
mances at festivals and as guest performances, permanently they
rent only space for rehearsals. At present the future fate of Theatre
of Children and Young People is not clear, previously they were rent-
ing venue at former Theatre of Musical Comedy, Brîvîbas 96.
A very typical feature of independent theatres is the great number of
tour performances. Måra’s Theatre has performed only at festi-
vals and on tours (In 1998 10 performances, in 1996 out of 16
performances 10 were played in Australia.) “Müris” approximate-
ly half of its performances plays while touring schools and hous-
es of culture ( in 1998 out of 51 performances 30 were guest
performances, in 1999 out of 69 performances 32 were guest
performances). “Kabata” has given as many guest performances
– approximately 40 out of 100 (in 1998) and 150 91999) annual-
ly. The exception is Rîga Chamber Theatre that works only on the
stage of its own, as well as Rîga Small Theatre, which maybe has
not yet managed to experience a tour (opened on 17.109.199).
Comparing audience numbers annually, independent theatres
can be subdivided into several groups. To a large extent audience
numbers are determined by the number of seats in the hall. 
• Theatres with small audience: Rîga Small Theatre (500 spec-
tators annually), Måra’s Theatre, Free Actors’ Society (1500)
• Theatres with medium size audience: Russian Youth Theatre
(4200), “Kabata” (6300), Rîga Chamber Theatre (6320),
“Müris” (7200), “Skatuve”
• Theatres with large audience: Theatre of Children and
Young People (20 000), Travelling Puppet Theatre (45000).
The number of permanent employees is small: from one to
three people, usually – accountant, administrator and director,
but very often the tasks are not strictly divided, the same persons
are actors and also administrators and technical staff. The actors
generally are employed for specific projects for a specific period
of time (Rîga Small Theatre, Måra’s Theatre, “Müris”). The
biggest troupes are employed by Rîga Chamber Theatre (32),
“Skatuve (10 – 12), Theatre for Children and Young People (15).
Rîga Chamber Theatre, partly also Theatre for Children and
Young People, Travelling Puppet Theatre have permanent troupes
The main sources of income
1) Box office revenue, for four theatres this constitutes more than a
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Most important / recent productions: “The Book of Ruth”, 
director M. imele, Shakespeare’s sonnets 
“Shakespeare Loves Me”, director M. imele

“Müris”
Address: Bîriñu 32, Liepåja, LV-3401
Telephone: + 371 3480202
Fax: + 371 3480202
E-mail: muris@cs.lpu.lv

muris.sia@apollo.lv
Contact person: Mårtiñß Vilsons (managing director)
Legal status: Non-profit limited company
Special characteristics: Performances for young people and 

teenagers. Performances that are more than 
just entertainment, for those who like to think.

Founded: 1996
Most important/ recent productions: 

A. Íaks “Mirrors of Imaginations”, 
director M. Vilsons, J. Reza “Art”, 
director L. Gundars

Rîga Small Theatre
Address: Stabu 18, Rîga LV-1011
Telephone: +371 7377749, + 371 9145004
Fax: + 371 7377749
E-mail: dd@parks.lv
Contact person: Ìirts Sils (managing director)
Legal status: private enterprise “Dvése¬u dejas” 

(“Dances of Souls”)
Special characteristics: hygiene of souls
Founded: 1997 (opened on 17.10.1999)
Most important / recent productions:

N. Ptushkina “Little sheep”, director Ì. Sils,  

Rîga Chamber Theatre
Address: Çaka 30, Rîga LV-1011
Telephone: + 371 7281552
Contact person: Ûanis Priekulis (managing director, director)
Legal status: Limited company
Special characteristics: Clear chamber style. The basis of the 

repertoire is Latvian and world classics, 
as well as plays by contemporary play
wrights that affirm eternal ideals and values.

Founded: Professional status granted in 1991 
(acting since 1977)

Most important/ recent productions: 
F. Shiller “Love and Deceit”, director 
Û. Priekulis. O. Wilde “Salome”, director 
Û.Priekulis, Hugo “Notre Dame of Paris”, 
director Û. Priekulis, V. Kårkliñß “New 
Blood”, director Û.Priekulis

“Skatuve” (Stage)
Address: Maskavas 108/111, Rîga LV-1003
Telephone: + 371 7222281
Contact person: Anna EiΩvertiña (artistic director)
Legal status: Non-profit limited company
Special characteristics: produces plays by Latvian and foreign

authors, previously not produced in 
Latvia, also serves as “a launching pad” 
for new directors and actors.

Founded: 1991
Most important/ recent productions: 

O. Muhina “Tanya, Tanya”, director
Z. Kreicberga, Shakespeare 
“Midsummer’s Night Dream”, director 
A. EiΩvertiña, K. Blixen “Dreamers”, 
director D. Lüriña

The legal status of the majority of independent professional the-
atres is limited company (Travelling Puppet Theatre “House of
Puppets”, “Kabata”, Russian Youth Theatre, Rîga Chamber Theat-
re), which is generally more suited to profit earning organisations.
Four theatres (Theatre for Children and Young People, Måra’s



IN
D

EP
EN

D
EN

T 
TH

EA
TR

ES
 IN

 L
AT

VI
A

PR
O

JE
CT

S 
20

00
 –

 2
00

2

half of the income (Theatre for Children and Young People, Travelling
Puppet Tatre, Russian Youth Theatre, Free Actors’ Society).
2) Significant part of the income is constituted by foundation
grants (Måra’s Theatre – 50%, Skatuve – 70%). Also for ot-
her theatres 20 – 25% of income are allocations by different
foundations (Theatre of Children and Young People, Müris,
Rîga Small Theatre). Travelling Puppet Theatre, “Kabata”,
Russian Youth Theatre, Free Actors’ Society have received
support for realization of two to three projects.
3) Sponsors. 50 – 65% of the income comes from sponsors
for Måra’s Theatre and Rîga Chamber Theatre. Often acquain-
tances and relatives of the theatre staff turn into sponsors
and patrons of the theaters.
4) As an important source of additional income should be men-
tioned: café (“Müris” – 55%), music club (“Kabata” – 50%).
During the period of 1995-1999 it was possible to receive support
from Soros Foundation-Latvia (SFL), starting with 1998 - Culture
Capital Foundation (KKF). The Foundation for Creative Work and
Culture Foundation, having other priorities, have not given any
support.Independent theatres have also received support from the
Ministry of Culture project competition (1996 – 1997).
1996
SFL: Independent theatres received 11710 Lats. 5 productions of
the theatre “Skatuve”, 1 of “Müris and 6 productions of Unbear-
able Theatre Artel received support. The total budget of Arts and
Culture programme was aproximately 301961 lats.
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Allocations to independent theaters in 1996 – 1999

SFL – Soros Foundation – Latvia
KM – Ministry of Culture, Culture project competition
KKF –Culture Capital Foundation

KM SFLKKF 1996: Ls 14610
1997: Ls 11364
1998: Ls 14082
1999: Ls 48714

Allocations to independent theaters 1996 – 1999

The New Theatre institute of Latvia

PROJECTS 2000 – 2002

The New Theatre Institute of Latvia is a theatre centre serving
existing and emerging theatre professionals, their audience
and focusing on international co-operation.
The NTI is a non-governmental organisation which encour-
ages the development of independent theatre in Latvia with
an aim to overcome the existing boundaries in theatre organi-
sation, creation, distribution and perception.
NTI initiates, produces or collaborates in presenting and cre-
ating national and international work in performing arts, invit-
ing high quality foreign productions or supporting laboratory
type productions in the Baltic countries. 
NTI serves as an umbrella for many innovative and indepen-
dent projects in Latvia. There is a regular collaboration with
the students of cultural management offering them intern-
ships and positions of project managers. 
PROJECTS 2000 – 2002
1) Information
• Creation of documentation and information centre.
• Regular dissemination of information on foreign theatre
among Latvian theatre professionals.
• Regular information on Latvian theatre (web page, publications)
2) International co-operation

• 2000: co-producing the international project Hotel Europa
(Intercult (Sweden), Wiener Festwochen (Austria), Theater
Formen Hannover (Germany), Festival d’Avignon (France),
Bologna 2000 (Italy) etc.
• 2000: Showcase in Riga: inviting foreign producers to see
and meet Latvian theatre professionals. 
• 2000: co-producing the work of Latvian director V. Kairißs
and Lithuanian director O. Korshunovas in the framework of
THEOREM project (Festival d’Avignon)
• April 2000: guest performance of R. Wilson, co-production
with the National Opera of Latvia
• September 14 – 21, 2001: The International Festival of
Contemporary Theatre Homo Novus. Site specific theatre.
Co-production with Miraclis Theatre (Lithuania).
• 2002: Showcase in Riga: inviting foreign producers to see
and meet Latvian theatre professionals.
3) Debate on cultural policy
• a series of events influencing the change of cultural policy in Latvia
4) Training seminars
• Management seminar for general managers of theatres.
Partners: Theatre Managers’ Association of the Netherlands. 2
year programme (3 weeks each year), started in November, 1999.

The Ministry of Culture from the project competition budget alloca-
ted 2900 Lats to the theatre “Müris” and Unbearable Theatre Artel.
1997
SFL: Allocations to independent theaters – 3864 Lats. Supported
were 2 “Skatuve” projects and 2 productions of Unbearable Artel
Productions, as well as participation of “Måra’s Theatre” at theatre
festival in Marocco. Total Arts and Culture budget approximately
289685 Lats.
MK: at the culture project competition grant given to the theatre
“Skatuve” and for the production of Gluck’s opera “Orpheus
and Eurydoce” in Liepåja. Total allocated sum 2500 Lats.
Additional 5000 Lats from the special budget were allocated
for the production of the graduation works of the young
directors at the theatre “Skatuve”.
1998
SFL: 4982 Lats allocated for master classes of Marionette
Theatre “Teenager – World – Theatre” in Liepåja. Total Arts
and Culture budget was approximately 281494 Lats.
KKF: Two project competitions held, independent theatres were allo-
cated 9100 lats (the total budget of the theatre branch – 88652 lats).
Support granted to 3 projects of the theatre “Skatuve”, 1 – Theatre
for Children and Young People and 1 of Free Actors’ Society.
1999
SFL: 2139 Lats allocated, supporting 1 project by the theatre “Ska-
tuve” and participation of Måra’s Theatre at international festival in
Klaipéda. Arts and Culture programme total budget – approximately
108750 Lats.
KKF: 46 575 Lats allocated to independetn theatres (total budget of
the theatre branch – 337471 lats), supporting 4 projects of theatre
“Skatuve” 2 - theatre “Kabata”, 2 Travelling Puppet Theater, 2 thea-
ter “Müris” , 1 - Free Actors’ Society, 1 - Måra’s Theater and 2 - Rî-
ga Small Theater.
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The New Theatre Institute of Latvia

PROJECTS 1999 – 2001
Mission. The New Theatre Institute of Latvia is a theatre cen-
tre serving existing and emerging theatre professionals, their
audience and focusing on international co-operation.
The NTI is a non-governmental organisation which encour-
ages the development of independent theatre in Latvia with
an aim to overcome the existing boundaries in theatre organi-
sation, creation, distribution and perception.
Professional development. NTI initiates seminars, lectures,
workshops creating possibilities for advanced training that
goes beyond current official education formats.
Reflection. NTI provokes public discussions and debates, as
well as publications on key questions in performing arts and
cultural policy.
Networking. NTI participates in the international networking,
disseminating information on the Latvian theatre and serves
as an international partner.
NTI furthers and participates in the regional networking, co-
operation and information exchange.
Presentation. NTI initiates, produces or collaborates in pre-
senting and creating national and international work in per-
forming arts, inviting high quality foreign productions or sup-
porting laboratory type productions in the Baltic countries. 
Target Audience. The target audience of NTI is professionals
in the fields of theatre, contemporary dance, opera (both
individuals and organisations), cultural managers and art stu-
dents.
There are regular projects targeted at a broad range of audi-
ences, e.g. a biannual International Festival of Contemporary
Theatre Homo Novus.
Context. NTI is the only organisation dealing with internation-
al projects on a regular basis in Latvia. The main task of NTI
is to supply information on projects.
Besides NTI is a partner of the similar centres in Lithuania
and Estonia, sometimes even representing Baltic performing
arts in international collaborations. 
Partners. Partners of NTI on a local level are International
Theatre Institute – Latvia and the theatres of Latvia.
Internationally – Information Centre of Cinema and Theatre
(Lithuania), Contemporary Dance Centre (Lithuania), Estonian
Stage Productions (Estonia), Production Centre Intercult
(Sweden), many festivals and theatres in Europe.
NTI is a member of the network Informal European Theatre
Meeting. 
Background. The idea of the NTI arose around 1995 when
several international projects were organised: the first the
theatre festival Homo Novus ‘95, the International Master
Workshop on Michail Chekhov ‘96, the international acting
workshop “Baltic Seaside Drama ‘96”. With the second of the
festival Homo Novus in 1997 the development of the New
Theatre Institute of Latvia started. With an aim to participate in
international and regional networking and to carry out interna-
tional projects, NTI was established in the fall of 1998 by 30
theatre professionals – directors, artists, set designers, schol-
ars, managers. 
The most important projects carried out in 1998 are public
debate on independent theatres in Latvia, co-production of
Landscape X: euralien (Stockholm, Intercult).
The idea behind the establishment of the NTI by young genera-
tion theatre professionals was quite pretentious: to set up of
our own system that could later influence and change the old
system. 
PROJECTS 1999
1) Information
• Newsletter – distributed to 150 theatre professionals and
students in Latvia. Every 3 months.
• Enlarging contact list in order to exchange information reg-

ularly with diverse festivals, organisations etc.
• Serving as a contact between possible partners: the organi-
sation/ theatre/ director in Latvia and abroad.
• Creation of web site: http://www.vip.lv/jti
2) International co-operation
• The International Festival of Contemporary Theatre “Homo
Novus”: October 25 – 31, 1999. 
• Promotion of Latvian theatre abroad: inviting foreign producers
to see and meet Latvian theatre professionals. Several Western
European festival producers visited Riga on February 11 – 14,
1999. The goal: collaboration for Avignon Festival 2000.
• May 11: Guest performance of Hamlet by the outstanding
Lithuanian theatre director E. Nekroshus 
3) Debate on cultural policy
• January: TV programme on independent theatres in the
Baltic States. 4 parts (30 min. each).
• October: Seminar “The Baltic Theatre Policy Review” (in
collaboration with the New Riga Theatre and Intercult,
Sweden)
• December: meetings of international festival directors of
Latvia
• October: Debate on the role of non–governemental organi-
sations in culture
4) Training seminars
• Management seminar for general managers of theatres.
Partners: Theatre Managers’ Association of the Netherlands.
2 year programme (1 week each year), started in November,
1999.
• Workshop for acting students lead by Volcano, a teatre
group from Great Britain.

PPROJECTS 2000 – 2001
1) Information
• Regular dissemination of information on foreign theatre
among Latvian theatre professionals.
• Regular information on Latvian theatre (web page, newslet-
ter Jaunåkas Ziñas)
2) International co-operation
• January, 2000: premiere of the performance The Serpent.
Production: New Theatre Institute of Latvia and New Riga
Theatre; in co-production with Hebbel Theater (Germany),
Festival d'Avignon (France), La Filature (France), THEOREM,
Ambassade de France en Lettonie; with financial support of
Culture Capital Foundation (Latvia) 
• 2000: co-producing the international project Hotel Europa
(Intercult (Sweden), Wiener Festwochen (Austria), Festival
d’Avignon (France), Bologna 2000 (Italy) etc. 
• May, 2000: festival Homo Alibi – experimental guest perfor-
mances from Lithuania, Estonia, Russia
• September, 2000: Satelite Festival Baltic House in Riga in co-
operation with St. Petersburg
• September 14 – 21, 2001: The International Festival of
Contemporary Theatre Homo Novus. Site specific theatre. Co-
production with Miraclis Theatre (Lithuania). Part of the pro-
gramme of Riga – European Cultural Capital
3) Debate on cultural policy. Publications 
• April, 2000: Catalogue on Homo Novus Festival 99 (statistics,
documentation of debates and discussion club)
• June, 2000: Baltic Theatre Policy Review II, Vilnius 
• Fall, 2000: Baltic Theatre Policy Review III, Riga 
• a series of other events and publications aiming to influence
the change of cultural policy in Latvia and Baltic countries
4) Training seminars
• Management seminar for general managers of theatres. Partners:
Theatre Managers’ Association of the Netherlands. 2 year pro-
gramme (3 weeks each year), started in November, 1999.
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THE NEW RIGA THEATRE
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direktors / general-manager: Alvis Hermanis

THE NATIONAL OPERA 
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E-mail: <boxoffice@opera.lv>
direktors / general-manager: Andrejs Ûagars
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direktors / general-manager: Bértulis Piziçs
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direktors / general-manager: Måris Jaunozols

RUSSIAN DRAMA THEATRE OF RIGA
Ka¬˚u 16, kase: 7225395

direktors / general-manager: Eduards Cehovals

INDEPENDENT THEATRE SKATUVE
Maskavas 108/110, kase: 7222281

direktors / generalmanager: Anna EiΩvertiña

LATVIAN SPORT'S MUSEUM
Alksnåja 7/9, tel.: 7211365

direktors / general-manager: Dzintra Grundmane

INDEPENDENT THEATRE MËRIS
Båriñu 32, Liepåja. Tel.: 3480202, 9554349

E-mail: muris@cs.lpu.lv
måkslinieciskais vadîtåjs / artistic director: Mårtiñß Vilsons

LIEPAJA DRAMA THEATRE
Teåtra 4, Liepåja, tel.: 3426614 

direktore / general-manager: Maruta Påvelsone
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