Kadreiz japabrinas, kadas divainas un neizskaidrojamas
nozimes bildites saglaba masu atmina. Vai nu vinai (atminai)
labak zinams, ko un ka atcergties, vai ari més Cakli sev melo-
jam, turot par svarigu ko tadu, ko patiesiba nebitu jatur
svarigaku par izéstu olas ¢aumalu.
Manas atminas spilgto, neizskaidrojamo, fatalo bildisu failos
palikusi kada saruna no vétrainas un legendaras Daugavpils
teatra latvieSu trupas dzives. Un bildite ir $ada: es séZu kada
drumi smagnéja Daugavpils bieza darbona kabineta, kurs
caur kadu tur trejdevito personu izteicis iespéjamo nodomu
mazliet pafinansét dzimtas pilsétas pek3ni skandalozi slavenu
kluvuSo teatri. Un $is biezais man, Skelmigi smaidot, jauta:
“Un ka butu, ja més jums iedodam naudu, un jis uzvedat
Hamletu?” Ne no naudas, ne no Hamleta toreiz nekas
nesanaca, bet es ilgi, ilgi pec tam domaju hamletisko jautaju-
mu: Kas vinam Hamlets un kas vin$ tam?
Nedomaju, ka Hamlets vinam bija rokas — vai kaut galdagra-
mata.
Bet, visparinot S0 paradibu, — ir ta, ka katrs cilveks iedomiga
paStaisnuma briziem kaprizi sasapnojas: “Ek, ka batu, ja es
noliktu majas, pieméram, Mglas Venéru, vai nopirktu pus-
dienas no paSa Maksima un ar lidmasinu tas atvestu uz
Daugavpili, vai Sofijas Lorénas krasturi?... Vai Hamletu?...
Vai kaut ko tadu?.. Sirdij — ng, pratam — né... (Bet, tiesam,
kuram organam to karojas?)
Un tagad padomajiet, kas ir un kadam jabat musu izlolotam,
izsapnotam, aplamatam un aplaimotam Homo Novus?
Briziem més jau ne ar ko neatSkiramies no D-pils biezanisa.
Katram ir savas informacijas failu robezas (Sekspirs? - ja,
lasTju!), katram savi sapnu arhetipi — kas tads, ko noteikti,
noteikti karojas iegit sava ipasuma, pieredze, lieliba, katram
ir sava lietu kartiba (ja X daritu To, nevis to, ko vin$ dara, cik
pareizi, cik skaisti tas batu un ka es vipu milgtu... Mums
katram gribas ta pavélat: “Ek, ... $urp!” Un tad tas Surp
(lasi — HN) ir pagajis.
Kas mums Homo Novus un kas més tam?
Mes uzdodam $o un citus jautajumus sev un citiem. Un
skatamies notikuma lauskas, lai ieraudzitu Jauna Cilveka seju.
Vai glita? Vai gudra, vai sméjiga, vai atraktiva, vai saproto$a?
Vai masu publika 80 seju redz tadu, ka mes to redzam? Vai
kritikiem ir interesanti ar So seju parunat? Vai kruncinas 3aja
seja ir no ironiska smaida vai no veciskuma? Vai tai ir krievu
teatra, vai KorSunova, vai, varbat, klejojoSo anglu vaibsti?
Grib&tos gan, lai Jaunais Cilveks (arT Iznirelis) butu reals,
nesadomats, nemakslots, brivs, dross un priecigs.

Peteris Krilovs
Homo Novus direktors
Februaris, 2000
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3. Starptautiskais Jauna teatra festivals Homo Novus ‘99

STATISTIKA

(Riga 1999. gada 25. — 31. oktobris)

Tema:

dramaturgiskais teksts ka masdienigas teatra izrades pamats
12 Latvijas un 12 arzemju izrades (Makedonija, Somija,
Lielbritanija, Cehija, Krievija — 2, Lietuva — 3, lgaunija - 2)
6 diskusijas

1 seminars

5 preses konferences

2 meistardarbnicas

2 balles

Britu dramaturgijas izstade

Jam Session

37 1pasi viesi

10 sadarbibas partneri: Intercult / Zviedrija,

Latvijas Nacionala opera, Jaunais Rigas teatris, Dailes teatris,
Nacionalais teatris, Rigas Krievu dramas teatris, studijteatris
Skatuve, Sporta muzejs, Liepajas teatris, neatkarigais teatris
Miiris, Rigas LatvieSu biedriba

9 finansé&taji: Rigas Domes Kulttras parvalde,

Kultdrkapitala fonds, Sorosa fonds — Latvija, The British
Council, Goethe Institut Riga, Svenska Institut, EU/
Kaleidoscope, Open Society Institute

Homo Novus ‘99

VIESI

Katrin Klingan — festivals Wiener Festwochen / Austrija, Vine
Ivana Vujic — teatra Belef reZisore / Dienvidslavija, Belgrada

14 sponsori: viesnica Latvija, Latnet, Finnair Riga, LDC —
Ricoh, LNT, Arnavs, A — Raminent, Elva, Riga Taxi, Diena,
radio Klasika, SWH, The Baltic Times, Santa

42 atbalstitaji,

13 informativie sponsori,

70 akreditetie Zurnalisti, masu mediju parstavji

60 brivpratigi paligi — Latvijas augstskolu studenti

Festivala kopgja tame 80 000 Ls

7080 skatrtaji

Komanda:

Peteris Krilovs — festivala direktors

Baiba Tjarve — festivala programmu direktore

Zane KeiSa—Kreicberga — festivala programmu koordinatore
Edite Dancherga — festivala menedzere

lize Rudzite — sabiedrisko attiecibu menedzere

lIze Klavina — redaktore un informacijas menedzere

Izolde Cesniece — festivala maksliniece (vizualais tels pilséta)
Linda Luse — festivala maksliniece (tipografijas darbu dizains)
Agnese Treija — festivala viesu serviss

leva Ozolina — festivala tulko$anas koordinatore

Gatis Gaga — tehniskais direktors

Ineta Gadzjus — gramatvede

Nathalie Vimeux — Avinonas festivala programmas Theorem direktore / Francija, Parize
Bernard Faivre d’Arcier — Avinonas festivala direktors / Francija, Parize
Christoph Bladin Estournet — ONDA (office national de diffusion) generalsekretars / Francija

lvica Buljan — teatra zurnals Frakcija / Horvatija — Zviedrija

Peeter Jalakas — teatra Von Krahl makslinieciskais vaditajs, festivala Balfoscandal direktors / Igaunija, Tallina
Kulii Holsting — lgaunijas Dramaturgijas agentiras vaditaja / Igaunija

Marco Martinelli — Ravennas teatra rezisors / Italija, Ravenna
Yelena Nevezina — teatra rezisore / Krievija, Maskava

Inna Sterligova — festivala centra Baltic House direktore / Krievija, Sanktpéterburga

Michail Gruzdov — teatra rezisors / Krievija, Sanktpéterburga
Lucy Neal — festivala LIFT direktore / Lielbritanija, Londona

Audronis Liuga — Teatra un kino informacijas centra direktors / Lietuva, Vilna

Oskaras Korshunovas — teatra rezisors, Oskara Korunova teatra makslinieciskais vaditajs / Lietuva, Vilna
Martynas Budraitis — Oskara KorSunova teatra menedzeris / Lietuva, Vilna

Theo Ruyter-Lantaren |/ Venster-Rotterdam izpilddirektors / Niderlande, Roterdama

Kjetil Skojen — projekta Passage Nord makslinieciskais vaditajs / Norvegija, Oslo

Jukka Hytti — teatra Q-teatteri direktors / Somija, Helsinki

Harri Toivonen — festivala Helsinki 2000 tehniskais direktors / Somija, Helsinki

Heikki Kuijanpaa — aktieris, rezisors / Somija, Helsinki
Lajos Sandor — teatra zurnals Szinhaz / Ungarija

Nele Hertling — teatra Hebbel Theater un festivala Theater der Welt direktore / Vacija, Berline

Hannah Hurtzig — teatra kritike / Vacija

Tankret Dorst — festivala Bonner Biennale direktors, dramaturgs / Vacija, Bonna
Ursula Ehler-Dorst — festivala Bonner Biennale direktore / Vacija, Bonna
Lena Josefsson — teatra Skanes Dansteater makslinieciska vaditaja / Zviedrija

Barbro Smeds - teatra rezisore, dramaturge / Zviedrija

Chris Torch — producé$anas centra Intercult makslinieciskais vaditajs / Zviedrija, Stokholma

Mamadoe Sene — improvizators / Zviedrija, Stokholma

Andreas Drufva - kultliras apmainas un sabiedribas departamenta parstavis / Zviedrija, Stokholma
Asa Lundmark — Zviedru institata teatra un dejas programmas vaditaja / Zviedrija, Stokholma

Viadimir Milchin — rezisors / Makedonija, Skopje

Homo Novus ‘99 STATISTIKA

Homo Novus ‘99 STATISTIKA
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Homo Novus ‘99

PROGRAMMA

LATVIJAS IZRADES

[ Dailes teatris

Raina Pat, vejini! (rezisors Olgerts Kroders)

G. de Mopasana Milulis (rezisors Mihails Gruzdovs)
Lidojums pari savannai Mr. Spogula helikopterd (rezisori un
autori — Gatis Smits un Regnars Vaivars)

[ Latvijas Nacionalais teatris

A. Vampilova Vecakais dels (rezisors Regnars Vaivars)

I Jaunais Rigas teatris

XX.gadsimts.Pojezd — prizrak.Vision Express. (autors un
reZisors Alvis Hermanis)

F. Dostojevska /diots (rezisors Viesturs Kairiss)

J.V. Getes Verters (rezisors Péteris Krilovs)

A. Puskina Pika dama (rezisors Alvis Hermanis)

[ Rigas Krievu dramas teatris

A. de Mise Ar milestibu nejoko (rezisore Jelena Nevezina /
Krievija)

Neatkarigais teatris Mdris / Liepdja

J. Reza ART (rezisors Lauris Gundars)

Liepajas Dramas teatris

G. Flobéra Bovari kundze (rezisors Imants Jaunzems)

B Studijteatris Skatuve

J. Rambas Pirmais céliens (Oresta Silabrieza mizika, Ansa
Ratentala reZija, asociacijas Ceturtais proZektors projekts)
0. Muhinas Tana, Tapa (rezisore Zane Kreicberga)

Seminars

ARZEMJU IZRADES

B lgaunija

T. Lindgréna Ciiskas cel$ — lgaunijas Dramas teatris, rezisors
Prits Pedajass

M. Materlinka Peleass un Melizande — Studio Theatrum,
rezisors Lembits Petersons

B Lietuva

H. Ibsena Heda Gablere — Kaunas Dramas teatris, rezisors
Gintars Varns

M. Ravenhilla Shopping & Fucking — 0.KorSunova teatris,
rezisors Oskars KorSunovs

Kokakola / Carefree — teatris Gliukai, rezisors Bens Sarka

B Lielbritanija

D. Tomasa Pilséta, kas sajuka prata — Volcano teatris

B Somija

Raudas — Theater Venus / Universum Prodaction

B Krievija

H. Pintera Sargs — Teatr na Liteinom, rezisors Jurijs Butusovs
Biskopji — rado3a apvieniba Mulku kugis, Maskavas Debiju
centrs, rezisors Nikolajs RoS¢ins

B Makedonija

T. Dervisi VeJu parnaksana — Albanu Dramas / Tautibu teatris,
rezisors Vladimirs Mil¢ins

B Cehija

Piskanderdula (apakSvirsraksts Jozefs!!!) — Archa teatris,
izrades veidotaji Vera Ricarova, FrantiSeks Viteks

THE BALTIC THEATRE POLICY REVIEW

IDEJA:

[ 1998. gada Latvija tika izstradats Eiropas padomes
ekspertu un Latvijas Kultiiras ministrijas zinojums
“Kultdrpolitika Latvija”, kura tika analizéta ari teatra attistibas
politika un ieteikti Latvijas kultdrvidei veiksmigakie teatru
attistibas modeli. Tomér skaidri kritériji vél joprojam nav for-
mulgti. Tade| Jaunais Rigas teatris sadarbiba ar Latvijas
Jauna teatra institttu un producés$anas centru Infercult
(Zviedrija) uznemas iniciativu organizét starptautisku semi-
naru ar Eiropas ekspertu piedali$anos, kas batu veltits
Baltijas teatru attistibas politikai.

MERKI:

* pievérst Latvijas kultiirpolitikas veidotaju uzmanibu teatru
finansésanas, menedzmenta un attistibas problémam,

* lai veiktu ilgtermina stratégisko planosanu, produktivak
iegulditu naudu un tehniskos un makslinieciskos resursus,
panakt skaidru un precizu valsts teatru subsidéSanas principu
un kritériju izstradi,

* veicinat tadu Latvijas teatru kultdrpolitikas izstradi, kas
vienlaikus butu gan atbilsto3a vietgjiem apstakliem, gan
saskanétu ar Eiropas savienibas ekspertu ieteikumiem, bitu
funkcionala un mobila,

e radtt dialogu starp kultirpolitikas veidotajiem un teatra
praktikiem par dazadam aktualitatém (neatkarigu grupu un
struktru attistibas tendences Baltijas valstis, starptautiska
sadarbiba, informacija, ienakumi, subsidiju avoti, darbs ar
mérkauditoriju),

* lai iepazitos ar kaiminvalstu kulttirpolitikas nostadném,
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teatru situaciju, finansialo un juridisko statusu, seminara lidz
ar Latvijas kultdrpolitikas veidotajiem — KultGras ministriju,
Nacionalo kultiras padomi, deputatiem, teatru direktoriem —
uzaicinat parstavjus no lgaunijas un Lietuvas.

NORISE:

[ | daja veltita situacijas raksturojumam un salidzinajumam
trijas Baltijas valstis (Kultiiras ministriju parstavju zinojumi,
sabiedrisko fondu viedokli, teatru vaditaju pieredze finansialo
jautajumu risinasana, ipasu uzmanibu veltot valsts subsidéto
un neatkarigo teatru atskirigajiem modeliem, kopsakaribam,
problémam);

* Merkis — dot konkrétu, bet maksimali plaSu un objektivu
ieskatu vietgja kulttras situacija. Lai sniegtu efektivus ieros-
inajumus kultiirpolitikas izstrade, eksperti uzklausa dazadus
viedoklus, diskute ar teatru vaditajiem par teatru radoSajam
problemam un perspektivam saistiba ar finanSu piesaisti.

[ 1l dala — ekspertu viedokli un ieteikumi, kas ilustréti ar
konkretiem piemeériem;

* Merkis — sekmét produktivu tedtra attistibas koncepciju
izstradi.

Daltbnieki: Latvijas, Lietuvas, lgaunijas KM parstaviji, teatru
direktori, menedzeri, Homo Novus viesi, teatra kritiki, masu
mediju parstavji, interesenti.

B Eksperti:

Kriss Torés — producéSanas centra Intercult direktors / Zviedrija
Marko Martinelli — Teatro delle Albe makslinieciskais vaditajs
/ Ravenna (ltalija)

Barbara Smedsa — dramaturge, rezisore / Zviedrija



Seminars

BALTIC THEATRE POLICY REVIEW

| dala

vada Baiba RUBESS, SIA Latvija Statoil direktore

Reiterna nams 28.10.1999

LATVIJA

Seminaru atkldja LR kultGras ministre Karina Pétersone, klat-
es0S50s Tsi iepazistinot ar valsts finansgjumu kultarai (1 % no
valsts kopgja budzeta, 4 % no nacionala kopprodukta) un
pauzot parliecibu, ka daudzas lietas kulttiras joma var sakar-
tot bez talitejas finansgjuma palielina$anas: likumdo3anas,
kultdirpolitikas pilnveido$ana.

K. Petersone. Nozimigs bija IEmums 1998. gada 13. janvari
izveidot Kultlirkapitala fondu (KKF), kas ir valsts dibinata un
finanseta agentara, kura strada, pamatojoties uz septinam
ekspertu padomém un vienu lielo padomi. Paslaik fonds gada
sanem 2,5 miljonus latu (vairak neka 5 milj. ASV dolaru).
Kopégjais Latvijas valsts kultiras budZets ir apméram 18 mil;.
latu gada. Agrak ministrija parsvara finansgja kulttras institd-
cijas, muzejus, bibliotékas, profesionalos valsts teatrus,
mizikas un makslas skolas. Lidzsvars starp kultiiras institu-
cionalas dalas uzturesanu un radoSo procesu tika izjaukts.
Saeimas lemums par KKF dibinaSanu tika radits ar marki
palidzet radoSajam procesam. KKF naudu piedkir pec konkur-
sa principa. Katru gadu tiek organizéti Cetri konkursi, kuros
tiek iesniegti un izvertéti projekti septinds padomés. Padomés
piedalas eksperti, ko deledé nozares asociacijas, ka ar1 divi
Kultdras ministrijas parstavji. Ministrija parrauga finansgjumu
un atskaitas valdibai. Parasti finansgjumu sanem aptuveni
katrs piektais no iesniegtajiem projektiem.

Par nodokliem. Mums ir atvieglojumi iendkuma nodoklim, ja
uznémums ziedo kultdras atbalstam. Esam izstradajusi jaunu
likumu, kas palielinas ziedotaju skaitu un ari precizak definés
tiesibas, pienakumus un atbildibu ziedotajiem un tiem, kas
sanem ziedojumus. Bas iespéjami ari tieSi ziedojumi, ne tikai
ar fondu starpniecibu. Probléma ir ta, ka Latvijas likum-
dosana vel nav definéts makslinieka statuss. ST jautajuma ris-
inasana ir ministrijas tuvakajos planos. Més méginam Latvijai
pielagot Skandinavijas valstis eksistéjoso modeli. Jadefiné
jautajumi: kas ir pasnodarbinata persona, jautajumi par
socialam garantijam, par juridisko statusu, par profesijas
definiciju.

Eduards Linip$. Pievérsios nacionalajai programmai

tra sadalas darba grupas vaditajs. Raksturojot teatra un valsts
finansialas attiecibas, jaakcenté divi aspekti. Pirmkart, valsts
dotgtie teatri galvenokart ir valsts institicijas, kam japaklaujas
saméra striktai valsts budzeta plano$anas gaitai. Otrkart,
budZets tiek apstiprinats pastaviga finansiala spiediena un
deficta apstak|os. 1998. gada nozimiga bija Kultiirkapitala
fonda nodibina3ana. Pirmo reizi neatkarigie un valsts teatri
tiek uzskatti par lidzvertigiem konkurentiem finanséjuma
sanemsanai.

Nacionalaja programma Kultira tiek formuletas pamatproble-
mas, kas kavé normalu teatra nozares attistibu. Pirmkart,
butu janosaka skaidri kritériji, pec kuriem valsts finansgjums
tiek pieSkirts teatra makslai. Otrkart, attiecibas starp valsti un
teatriem ir beztermina, tapec tas var Skist mazigas, tomér
jaatceras, ka tas var beigties lidz ar finanSu gada noslégumu.
TreSkart, ir strikta robeza valsts finanséjuma sanemsanai
starp valstisko un nevalstisko sektoru. Neatkarigam teatrim

ir praktiski neiespgjami sanemt regularu valsts atbalstu. Ta ir
ari psihologiska barjera: agrakajos gados dibinatie valsts
teatri nesen izveidotos neatkarigos teatrus neuztver nopietni.
Viens no pirmajiem soliem bitu konsultativas teatra padomes
izveidoSana.

Sobrid Latvija darbojas viens municipalais teatris, septini val-
sts teatri un apméram 10 — 12 neatkarigie teatri. Lielakais
skatitaju skaits ir valsts un paSvaldibas teatriem. lenémumi
par biletem veido apméram 35 % no teatra budzeta. 65 %
finanseé valsts un sponsori. Pieméram, Dailes teatri valsts
dotacija ir 25 — 27 %, regionalajos teatros Sis procents ir
augstaks — 60 %; Nacionalajai operai valsts dotacija ir 56 %,
kas ir viszemakais raditajs Eiropa. Sadi finanséjuma sadales
kritériji ir izveidojusies vesturiski, valdiba mégina atbalstit
valsts dibinatos teatrus, lai tie varétu izdzivot. Ta ir
izdzivo$anas politika.

* Vai es saprotu pareizi, ka Latvija nepastav profesionala kon-
sultativa padome, un dotacijas piedkir Kultiiras ministrija pec
politiskiem kritérijiem?

* DiemZ&l jums ir gandriz taisniba.

* Ka ir ar starptautisko sadarbibu?

* Kultiiras ministrija parsvara atbild par teatru aktivitatém
arzemes, par viesizradem un lielakoties ari par piedalidanos
starptautiskos pasakumos arzemes. Savukart, 3o festivalu
(Homo Novus — sast.) riko neatkariga organizacija — Latvijas
Jauna teatra institits. Nacionalaja kultGiras programma tiek
runats par mérkprogrammam, kas varetu attistit lidzdalibu
dazados starptautiskos pasakumos. Més pagaidam oriente-
jamies uz Baltijas juras regionu. Rundjot par starptautisku
apmainu, parasti iniciativu izrada teatri. Reizém 3o procesu
veicina Kultiiras ministrija, bet ne vienmer ministrija to ar
finanse.

* Vai Kultoras ministrija pieskir ipadu finansgjumu starp-
tautiskai apmainai?

* Ng, tada noteikti nav.

Eduards Linin$. Mana uzstaSanas bis veltita nevis vesturei,
bet gan tam modelim, kuru cen8as izveidot nacionala prog-
ramma “Kultdra”. Es 1998./99. gada biju $is programmas
teatra darba grupas vaditajs. Izvértgjot teatra un valsts attieci-
bas attieciba uz finanséSanu, mums janem véra divi bitiski,
vispargjo situaciju raksturojosi faktori. Pirmkart, valsts subsi-
detie teatri galvenokart ir valsts iestades, un tam jaievero tie
pasi budZeta plano$anas noteikumi ka citam valsts iestadem.
Otrkart, budzeta pieSkirumi tiek planoti un izdariti nepartrauk-
tas finansialas spriedzes un finansiala deficita apstaklos. Loti
butisks notikums bija Kultlirkapitala fonda nodibinasana
1998. gada. Tad pirmo reizi neatkarigie teatri un valsts dibina-
tie teatri vargja uz vienlidzigiem noteikumiem pretend@t uz &1
fonda pieskirto finansgjumu. So situaciju arf dokumentgja na-
cionalas programmas “Kultlira” teatra darba grupa, un, sakot
darbu, més formulgjam tris galvenas problémas, kas ir batis-
kas normalas teatra vides iedibina$anai Latvija. Pirmkart, mes
uzskatam, ka jabat defingtiem skaidriem kritérijiem, saskana
ar kuriem tiek pieskirtas valsts subsidijas. Otrkart, attiecibas
starp valsti un teatriem finansgjuma joma ir it ka bezgaligas,
nav noteiktu terminu, tacu, no otras puses, tas tikpat labi var
beigties nakamaja finansu gada. Tre$kart, pastav milziga at-
Skiriba starp finansgjumu, ko sanem valsts dibinatie teatri un
neatkarigie teatri. Neatkarigajiem teatriem ir praktiski neiespé-
jami sanemt regularu valsts finansgjumu. Pastav ari psiholo-
(giska barjera — agrak dibinatie valsts teatri nesen radusos
neatkarigos teatrus neuzskata par nopietniem konkurentiem.
Ka pirmais solis btu jadibina konsultativa teatra padome,
kura darbotos eksperti un kuras galvenais uzdevums batu
izvertet, vai teatrim pienakas valsts subsidijas. Dotaciju
pieskirSanas process ir japadara daudz skaidraks.
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IGAUNIJA

Igaunijas KM Generalsekretara zinojums, lasa lgaunijas
Dramaturdijas agentiras vaditaja Kulli Holstinga.

Igaunijas valdiba atbalsta devinus valsts teatrus, ka ari priva-
tos un municipalos teatrus. Amatierteatru aktivitates koordiné
Igaunijas Amatierteatru apvieniba un starptautiskas
amatierteatru apvienibas $tabs, kas atrodas Tallina un darbo-
jas kop$ 1998. gada.

Paslaik lgaunija gada vidgji ir 800 000 teatra apmeklétaju,
bileSu cena ir 1 % no videjas algas. Igaunijas Dramaturgijas
agentdru atbalsta valdiba. Finansgjumu sanem jauniestudeju-
mi, Tpasi veicinati tiek originalliteratiiras iestudgéjumi un vie-
sizrades, piesSkirot apméram 1 % no to kopéja finansgjuma.
Ministrijas uzdevums ir analizét un parraudzit teatru sistemu
valsti.

Tehniskie attistibas plani teatriem bijusi $adi: no 1997. Iidz
1999. gadam rekonstrugta lgaunijas Valsts teatra éka, operas
celtnieciba tiks pabeigta 53 gada beigas, ar Tallinas pilsétas
[idzek|iem rit Tallinas teatra ekas celtnieciba. Valsts finansgju-
ma pamata ir teatru likums. Saskana ar 8o likumu teatriem ir
tiesibas sanemt finansgjumu no bileSu pardo3anas, finansiali
izdevigam ekonomiskajam aktivitatem (bufetes, kafejnicas),
[idzek|us no fondiem un labdaribas organizacijam, dazadus
ziedojumus, atbalstu no pasvaldibu un valsts budzeta.
Lidzek|u sadaltjumu nosaka KM. Vietgjo budzetu nosaka pas-
valdibas. Padvaldibu un privatie teatri sanem atbalstu no val-
sts atkariba no ieguldijuma nacionalaja kultira. KM budzeta ir
noteikta summa visiem teatriem. Lidzek|i tiek sadaliti, pama-
tojoties uz teatru sasniegumiem iepriek$gjos gados, ka art
saskana ar dazadu ministriju zinojumiem. Teatri finansgjumu
sanem budzeta gada sakuma, taja paredzeti lidzek|i vie-
sizradem, viesreZisoriem, viesaktieriem, kas var palidzet ies-
tudat ipasi augstvértigas izrades. Tpasi mérkfinansgjumi tiek
pieSkirti atseviSkiem institdciju projektiem.

Tallinas Pilsgtas teatris nesen mainija savu ipasnieku: tagad
pilséta liela méra sedz $a teatra izdevumus, tostarp ari celt-
niecibas darbus. Sads atbalsts ir |oti apsveicams. Tallinas pil-
séta to var atlauties, tacu mazakam pilsétam vel ir grati finan-
siali atbalstit regionalos teatrus. Cergésim, ka nakotné vietgjas
paSvaldibas klus aktivakas savu teatru atbalstisand. Valsts
finansetie teatri un Tallinas Pilsétas teatris sanem finansgju-
mu atkariba no skatitaju skaita. PieSkirumi uz vienu skatitaju
ir nemainigi, kaut ari teatris un ta aktivitates ir mainijusas.
Finansialais atbalsts pec skatitaju skaita teatriem atlauj uzvest
art klasikas darbus un originaldramaturgiju. Nav instittcijas,
kas aizstav neatkarigo teatru intereses, tomer, neskatoties uz
to, vairaki neatkarigie teatri sanem valsts finansgjumu.
Peteris Jallakass. Savulaik es piedalijos darba grupa, kas
izstradaja teatra likumu. Tagad tas ir pienemts, bet Skiet, ka
Sis likums ir mulkigs. Tur teikts, ka Igaunija teatri var pieprasit
valsts Iidzek|us. Ta ir filosofiska probléma, jo, kad sakam
definét, kas isti ir teatris, nonacam lidz stadijai, ka likuma
teatris ir definéts ka vieta, kur regulari tiek izraditi teatra ies-
tudgjumi. Vienigais izmeramais lielums ir skatitaju skaits. Mes
visi labi zinam, ka tas ir riskants vértgjuma kritérijs. Iznak, ka
valsts teatri nopérk skatitajus. Tallinas skatitajs valstij maksa
visletak. Eksperimentala teatra skatitajs valstij maksa vairak
neka komedijas teatra skatitajs. Teatri pret So likumu
neprotesté. No kopgja budzeta pieskirtas naudas daudzums
procentuali ir tads pats ka agrak. Nav ekspertu komisijas, kas
noteiktu, cik katra teatri jaizmaksa skatitajam. lgaunija tapat ka
Latvija nav konsultativas padomes, kas pienemtu [Emumus.

Ir pagrati veidot budZetu, vadoties péc iepriek3€ja gada
raditajiem. ArT elektroenergijas uznémumi liek maksat gada
sakuma, péc tam parbaudot, cik esam iztérgjusi. Lidz Sim
[Emumus pienéma viens cilvéks — ministrs.

Neatkarigais teatris Von Krahl, kura paslaik stradaju, darbojas
jau septinus gadus. Valsts atbalstu sanemam otro gadu. Tas
gan, salidzinot ar valsts teatriem, ir mazs, bet ceru, ka tas
pieaugs.
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LIETUVA

Ramutis Rimeikis (Lietuvas Kultiiras ministrija):

Lietuvas valdibai viena no galvenajam prioritates kulttiras
joma ir atbalstit teatra makslu, sniedzot papildus lidzeklus
tiem, kas tiek nopelniti, pardodot biletes.

Faktiem par ienakumiem un izdevumiem Lietuvas valsts
teatros:

1998.gada Lietuva tika sniegtas pavisam 2267 izrades, kuras
apmeklgja 594 tiikst. skatitaju. Kopéjais iendkums pagajusaja
gada bija 7 677 100 Lt jeb mazliet mazak par 2 milj. USD.
Kopéjais valsts atbalsts valsts teatriem 1998.g. bija 3 760
000 Liti jeb jeb mazliet mazak neka 1 milj. USD.

Valsts teatru budzets varetu tikt sadalits tris kategorijas — val-
sts dotacijas (79%), bileSu iengmumi (15%) un ziedojumi un
dazadi blakus ienakumi (6%).

Lidzas valsts dotétam teatra grupam pastav teatri, ko atbalsta
pilseétu paSvaldibas. Vidgji katra pilséta, kura ir teatris téré
645 000 Lt jeb 150 000 USD. Lietuva ir 9 neatkarigi teatri,
kas sanem nelielu valsts finansgjuma atseviSkiem iestudgju-
miem. Neatkarigas teatra grupas, ka E. NekroSus un O.
KorSunova teatri, ir visaktivakas un rado$akas Lietuva, Sobrid
to iestudejumi piesaista vairak skatitaju un profesionalu, ka
art ir piedalijuSies daudzos starptautiskos festivalos un biezi
ieguvusas godalgas, neka iedibinatas valsts teatru kompani-
jas.. Visslavenakie teatra rezisori paslaik ir Eimunts NekroSus,
Rimas Tuminas, Oskaras KorSunovas un Jons Vaitkus.
Gratibam, ar ko Sobrid saskaras Lietuvas teatri. Skatuves
maksliniekiem misu valsti ir tads pats nodarbinatibas statuss
ka jebkuram citam valsts nodarbinatajam. Paslaik mes
stradajam pie ta, lai izmainttu nodarbinatibas likumu tada
veida, ka skatuves makslinieki varétu tikt algoti uz atsevisku
llgumu pamata, atkariba no ta, cik ilgi attieciga izrade tiek
izradita. Musu politiska riipe — augstais profesionalo teatru
lTmenis, socidlie atbalsti aktieriem — veteraniem, pensiongtiem
aktieriem, jauno rezisoru izglitiba un misu teatru tehnisko
iespéju modernizaciija. Visuma teatris Lietuva atrodas
krustcelés. Visi saprot, ka reforma ir neizbégama, bet, ka to
Tstenot, neizdarot bojajumus teatra infrastruktira, un vel
svarigak — ta dvesele? Tas ir jautajums ne tikai valdibai, bet
ari Sodienas teatra pasules vaditajiem masu valstr.

* Vai pastav padome, padomdevéju vai IEmumu pienémeju
padome, ko mes varétu saukt par nacionalo makslu padomi
vai neatkarigu padomi tada nozimé, ka ta nepieder Kultiras
ministrijai?

* Valsts teatri sanem atbalstu no valsts bez jebkadiem
neatkarigiem ekspertiem. Neatkarigie teatri sanem atbalstu
péc neatkarigu ekspertu [Emuma. Vini iesniedz lugumus péc
atbalsta un tie tiek izskatiti.

« Vai ir privati teatri Lietuva, kas strada tikai ka komercteatri
un kas nesanem no valsts nekadas dotacijas, piemeram,
muzikalie teatri, kabarg, privatas iniciativas?

Audronis Luga (Lietuvas Kino un informacijas centra vadi-
tajs): Komerciali vislielakos panakumus gast jau mingtie
NekroSus, Korsunova, Tumina teatri. Vai var uzskatit, ka tas ir
komercialas izrades? Tas ir makslinieciski augstvertigas
izrades, bet tas ari visvairak pelna, jo tam ir visvairak audi-
torijas. Interesants kuriozs ir tas, ka gandriz visi vadoSie
rezisori nestrada valsts teatros, tiem ir neatkarigas teatra gru-
pas — NekroSus, KorSunovas, Vaitkus. Tuminas vadija kadu
laiku Nacionalo teatri, tagad vin$ ir aizgajis no ta un strada
neatkariga teatri. Tas parada, ka ta saucama parejas perioda
desmit gadu laika ievérojamakie makslinieki ir aizgdjusi no
valsts teatriem, vél jo vairak lielais vairums valsts teatru ir tas
vietas, kur savus iestudéjumus rada neatkarigie teatri.
Tadgjadi mes zaudgéjam repertudra teatrus. Valsts grib
saglablat repertudra teatri, bet realitate ir tada, ka repertuara
tedtris pazid vispar. Art ir Nacionalais teatris ir jumts, zem
kura Lietuvas rezisoru labakie iestud&jumi var tikt raditi,
neatkarigas grupas un rezisori, ka NekroSus, KorSunovas,
Vaitkus savus iestudgjumus rada Nacionalaja teatri.

« \/ai tie tiek kopproduceti ar Nacionalo teatri?

* N, Nacionalo teatri vini izmanto tikai ka vietu un maksa ri.



* Kad jus sakat “grupa”, vai Siem rezisoriem vienmer ir viena
un ta pati aktieru trupa?

* Ne.

* Tad kada veida vini piesaista aktierus?

* NekroSus izvElas un uzaicina aktierus, un vini nak. Lielaka
dala, kas strada ar mingtajiem rezisoriem, ir Nacionala teatra
aktieri. NekroSus un KorSunovs, pieméram, piesaista teatra
aktierus un brauka pa pasauli, lidz ar to aktieri taja laika
nestrada savos teatros, un ta ir liela problema.

* Bet viniem algu maksa teatris?

* Viniem maksa tapec, ka teatris grib vinus paturet pie sevis.
81 ir makslinieka individuala statusa probléma. Nekrous un
KorSunovs saka — naciet, es jums maksasu, jis varesiet
stradat manos iestudgjumos. Tad iznak ta, ka formali aktieris
ir pierakstits teatri, bet izradés nestrada.

* | oti interesanti, ka jis sakat runat no teatra grupas redzes
punkta, nevis no teatru ka ékas, institiicijas viedokla. Sorit
més runajam par teatri tikai ka €ku. Jautajums — vai, rundjot
par teatri, jus domajat izpildmakslu kopuma vai tikai teatri,
nerunajot Seit par cirku, deju teatriem u.tml.?

« Lietuva mes rundjam vairak par tedtra grupam, tapec ka
tajas ir |oti specigas personibas. Ta faktiski ir miisu teatra
tradicija — reZisoru un aktieru personibas, nevis teatris.
Attieciba uz jautajumu par izpilditajmakslam, Seit kultiiras
ministrijas parstavis runaja tikai par dramatisko teatri.

* Man 3kiet, ta ir batiskaka atSkiriba starp Igauniju, Latviju un
Lietuvu: man ir tada sajita, ka izejot uz ielas un pavaicajot
pirmajam pretimnacéjam: “Kas ir teatris?”, tad vin$ uzreiz pa-
skaidrotu, ka ta ir €ka, kura kaut kas notiek. Ja jis to
pavaicasiet Lietuva, tad varbit jums saks stastit par to ka par
makslas veidu.

Karina Petersone. Man Skiet, ka jautajums adeséts mums
visiem trim. Mes esam izgdjusi cauri vairakiem etapiem. Ja
més runajam par Nacionalo teatri, tad reizém ta ir kompanija
un reizém ta ir tieSam &ka, kas ir saistita ar nacionalo atmodu
un ar masu izpratni par to, kas ir miisu nacionala valsts. Bet
ka ministrei man ir jasaka, ka paSreiz notiek jauna attistiba
kultdirpolitikas joma, kur mums ir pilséta, kurai pieder €ka, un
valsts ir atbildiga par juridisko personu, vai ta bitu
municipala valsts apmaksata juridiska vieniba ka Nacionalais
teatris, Liepajas regionalais teatris un vairaki citi gadijumi.
Mes esam konstatéjusi, ka nepastav nekada konflikta, gluzi
pretéji, mums ir §is partnerattiecibas, kuras més gribétu
papla$inat ari ar citiem teatriem. Runajot par izpildmakslu vai
dramatisko makslu, ta k& mums ir atseviskas padomes
Kultdrkapitala — mazika un dejas u.tml. Més esam meginajusi
to iz8kirot arT budzeta, tagad mums ir atseviSkas sekcijas
operai un dramatiskajam teatrim. Un més esam konstatéjusi,
ka tas labak darbojas. Un vél es gribétu piebilst jautajuma par
teatra padomi — mums nav tedtra padomes, bet, ja més runa-
jam par tadu konsultativu padomi, tad mums ir Nacionala
kultdras padome, kas ir konsultativa institiicija ministrijai. Un
teatru joma mums ir direktoru padome — visi teatru direktori
kopigi $aja padomé strada, un, ja ministrija grib konsultéties
ar teatriem par nakama gada finansgjumu, likumdo$anas
jautajumiem, sasauc Nacionalo padomi, un visi kopa vai nu
pienem ministra [emumu, vai atsakas no ta, un tad mes
izstradajam citu piedavajumu.

DISKUSIJA

Baiba Rubess. Tagad ir izskangjusi tris dazadi viedokli par to,
ka notiek finanséSana, par politikas izstradasanu, kada ir
attieksmi pret teatri kopuma katra valsti. Auditorija ir vairaki
cilveki, kuri vada teatrus un kuriem vargtu bit, ko teikt par
savu pierdzi un to, ka teatra joma var attistities nakotné. Kads
ir jisu teatra uzdevums, kada ir repertuara izvéles politika, cik
biezi mainas un cik ilgi tiek raditas izrades, kas ir jasu
skatitaji, ka jis tos attistat izstradajat, vai vispar ir iespgjams
identificét, kas ir jasu skatitaji? Finansiala struktira, ipasums,
parvalde, vadiba — tas ir loti grots un neatrisinats jautajums.
Nodarbinatiba — dazi teatri nodarbina maz, citos ir relativi
daudz darbinieku. Kadi ir kritériji, kurus jis izmantojat?

Visbeidzot jusu viedoklis par valdibas lomu, kadai vajadzetu
bat finansé$anas sistemai nakotng?

Audronis Luga. Kada ir teatra loma Sodienas sabiedriba?
Lietuva ir sakusies diskusija par 30 tému. Ka tika mineéts,
mums ir Spécigu rezisoru personibu teatri, kas ir atkarigi no
teatra rado$as iniciativas un reizém tam nav daudz kopiga ar
apkartejo sabiedribu. Rezisors rada savu izradi, ka,
piemaram, NekroSus, un vin$ nav parak daudz atkarigs no ta,
kas ir ap vinu, vin$ var veidot izradi Italija, jebkura cita vieta.
Un ir pamatoti sactt, ka, ja Lietuva jus jautatu: kas ir tatris? —
pirmkart, més uzreiz nosauktu vairaku cilveku vardus, kas
rada teatri. Un citas lietas, pieméram, ekas vai izrades, tas
nav teatris masu izpratné un ari runajot no filozofiska
viedokla. Un tapéc teatra pamatuzdevums ir raudzities real-
itate. Viens no piemériem ir sadarbiba ar KorSunovu izradé
Shopping & Fucking, kas redzama Seit festivala. Mes —
Lietuvas Kino un Informacijas centrs méginam stradat ar n-
eatkarigajam grupam, lai izvirzitu realas sabiedribas problé-
mas, nevis vienkarsi raditu lugas. Man $kiet, ka ari teatru
finansé$anas politika ir jaatzist realitate, ir jaidentificé un pil-
nigi skaidri japasaka, pieméram, mums ir neatkarigi teatri un
ir valsts teatri, tad ko més ka valsts, kas finanse teatrus,
velamies, lai tajos teatros dara. Vai més gribam, lai visi ir pil-
nigi apmaksati valsts repertuara teatri, kas ir pilnigi neiespé-
jami misdienu situacija. Vai ari mes gribam, ka ir viens vai
divi pilnigi finanseéti valsts teatri, kurus més sauktu par
nacionalajiem teatriem, un dazi no teatriem, pieméram, puse
vai 1/3 ir finanseti no valdibas budzeta un pargjas —
neatkarigas grupas, kas varétu bit ri savadak strukturéti neka
nacionalie teatri. To baze biitu projekti, idejas, savs darbibas
veids. Ja jus atbalstitu ideju, ka nacionalie teatri ir javeido ka
izrazu iestudéSanas centri, tad atbildiba par repertuaru jaat-
staj padu teatru zina. Vienam naciondlam repertuara teatrim ir
jaizdzivo, bet tas ir ne tik daudz atkarigs no finansé$anas, ka
no personibas, kas ir teatri vada. Teatru direktori ka mene-
dZeri ir viena no lielakajam problemam misu teatros, jo
mums nav menedzZeru, nav menedZmenta iemanu. Pieméram,
Lietuvas Nacionala teatra direktors ir komponists, Krievu Dra-
mas tedtra direktors ir aktieris, viena teatra direktors ir kom-
ponists. Tie nav menedzeri, vini strada ka makslinieki, vini
nak uz teatri ar savam idejam, bet viniem nav nekadu pras-
miju, ka tas realizet masdienu apstaklos.

Alvis Hermanis (Jauna Rigas teatra direktors). Labdien, mani
sauc Alvis Hermanis, es esmu rezisors un aktieris, tacu, apstak|u
spiests, es jau tris gadus esmu ari JRT direktors. No §T pienaku-
ma es gribetu atbrivoties pie pirmas iespgjas. Taisniba ir masu
lietuvieSu kolégim, kur$ sacija, ka teatra menedzeris ir jauna pro-
fesija. JRT ir valsts repertuara teatris. Tas nozZimé — 7 - 8 jaun-
iestudejumi gada, izrades gandriz katru vakaru, pastaviga trupa.
Teatris ir salidzinoi mazs —apmeéram 15 aktieri un darbinieki.
Kopgjais darbinieku skaits ir 50. Misu teatra ipatniba ir ta, ka
mes kases ienemumiem esam atvelgjusi otrskirigu lomu, bet vai-
rak uzmanibas pieversam iestud&jumu makslinieciskajai kvalita-
tei. STir apzinata izvéle, un ta arf nosaka miisu skatitaju. Risina-
jums ir bijis vienkarss — tie teatri, kuriem ir liglaks ienémums no
biletem, ir arT pelnijusi lielakas valsts dotacijas. Es zinu, ka Eiropa
nav tadas valsts, kura bitu izdomats, ka teatra dotaciju lielums
janosaka atkariba no komercialiem panakumiem. Es labprat dzir-
detu miisu viesu viedokli: vai valstij vajadzetu atbalstit komercia-
los teatrus?

Maris Jaunozols (Latvijas Nacionala teatra direktors). Es varu
runat tikai par miisu teatra finansgjuma struktiru, lidz 25%
(pedejo piecu gadu laika Sis skaitlis nav mainijies) no mtsu
teatra budzeta veido valsts dotacijas. Tatad 75% mums ir
janopelna paSiem. Mums ir 170 darbinieku, tatad vidgjais valsts
dotacijas lielums uz vienu darbinieku ir 7 Ls. Mums 70 Ls.
algam ir janopelna paSiem, turklat arf janopelna nauda nodoklu
maksajumiem, jasedz ekas uzturé$anas izdevumi, turklat art
janopelna lidzekli jauniestudejumiem. Tatad mums ir japelna
daudz. Sezona mums ir apméram 160 000 apmekIétaju. Valsts
dod 57 000 Ls, més nopelnam vairak neka 230 00 Ls.

e Kada ir valsts loma un ko jiis sagaidat no $is padomes?



« Valsts lomu ir griti definét. Peédéjo desmit gadu laika mums
ir izdevies radit mehanismu budzeta lidzeklu un valsts dotaci-
ju pieskirsanai. Un es ceru, ka, veltot Sai problémai vairak
uzmanibas, situdcija uzlabosies.

Baiba Rubess: Un tagad més pievérsisimies Latvijas vecaka-
jam teatrim — Krievu Dramas teatrim, kura viss repertuars ir
krievu valoda. Te jaatceras Latvijas nacionalais sastavs. Krie-
vu Dramas teatris dibinats sen — pirms 115 gadiem.

Eduards Cehovals (Krievu Dramas teatra direktors). Tik tie-
$am miisu teatris ir vecakais Latvija, tas ir 116 gadus vecs. To dibi-
naja Stanislavska students, turpinaja Nemirovica-Dancenko krievu
teatra tradiciju. Mes kopjam $o tradiciju un uzturam krievu teatra
skolu arpus Krievijas. Mums nav analoga — Sis ir vienigais profesio-
nala krievu tedtra piemérs, kas tik ilgu laiku pastavgjis arpus Krievi-
jas — Latvija. Lietuvas Krievu Dramas teatris ir daudz jaunaks.

Es gribetu paust savu personisko viedokli par teatra finansé$anu,
ja rundjam par izmaksu proporcijam. Teatra budzetu veido divas
lietas, es tagad runaju par valsts repertuara teatri, kas darbojas
pats sava eka. Vispirms ir valsts dotacijas, péc tam — ien@mumi.
Es uzskatu, ka valstij vajadzetu segt sekojo$as izmaksas — ekas
uzturé$anu, tehniska aprikojuma modernizé$ana, algas, pec no-
teiktiem kritérijiem, ka arf nodok|u maksajumus, ko paredz valsts
likumdoSana. Jaunas €kas, jauns repertuars, tas ir jautajums par
formu un arf ir dalams divas dalas. Vispirms ir valsts pasuti-
jums, kuru valsts apmaksa pilniba. Teatris uznemas to izpildrt.
Otrkart - iestudgjumu veido$ana ar sponsoru [idzekliem.

« Miisu situdcija lidz pat 50% no visa budZeta tiek téréts algam.
* Ko jiis gaidat no padomes sestdien?

* Neko

Baiba Rubess. Liels paldies, Cehovala kungs, es jums varu
garantét, ka to arf sanemsiet.

Audronis Luga. Es uzskatu, ka diskusija — nauda vai maksla -
ko mingja Alvis, ir maksliga. Tas ir varbit vairak provokativs
apgalvojums. Ja jis sakat — es gribu taistt makslu, bet nebiit
atbildigs, kads bis iengmums un ka to pienems, —tad tas ir
teatra gals. Lietuva tie, kas tiek uzskatiti par maksliniekiem te-
atr1, Nekrodus, KorSunovs, doma abgjadi, vini doma, ka izdzi-
vot sava teatri. Ja jius nedomajat par iestudgjuma ekonomisko
situdciju, tad tas ir gals repertuara teatrim. Otra probléma —
Lietuva, pieméram, daudzi apgalvo, ka valdibas uzdevums ir
dot daudz naudas un viss. Manuprat, tas ir viens no viedok-
liem Austrumeiropd, ka nav vajadzigas strukturalas izmainas,
bet vajag daudz naudas un visas problémas tiks atrisinatas.
Es domaju, ka $ads viedoklis nav pareizs.

Kristofs Bladens Estorné (Onda generalsekretars / Francija) :
Pasa sakuma mums jaruna, kas ir makslinieciskais projekis?
Tas nenozimé, ka més nedomajam, kas notiek ar $o projektu
no ekonomiska viedokla. Pat ja jautajums par kvantitati ir
svarigs, kur paliek jautajums par kvalitati? Kur mums ir jado-
das makslinieciska joma? Es neko neesmu dzirdgjis par mak-
slinieciskiem projektiem.

Alvis Hermanis. Nevajag tik nopietni uztvert manis iepriek$ saci-
to. Més naudu liekam otraja vieta, nevis astonpadsmitaja vai as-
tondesmitaja. Dabiski, ka mes esam atkarigi no saviem ienému-
miem. Bet, skatoties iestudéjumu, més varam pamanit, kada ir
rezisora vai direktora pirma motivacija iestudet $o izradi. Jums
Lietuva ir paveicies, ka jums nav attistiti komercialie teatri.

« Vai valstij vajadzetu saistit teatru dotacijas ar skatitaju skaitu?
« Valdibai ir javerte teatri tikai péc nekomercialajiem ies-
tudéjumiem.

Banuta Rubess. Esmu stradajusi galvenokart Toronto, Kanada,
kur ir vairak neka 100 teatru, bet tie nesaistas ar teatra ekam.
Mums nav 100 teatra éku. Esmu rezisore un rakstniece, esmu
straddjusi Toronto makslas padomé ka teatra komitejas prieks-
sedetaja. Manuprat, interesantakais Sodien bija Audrona apgal-
vojums par méerkiem. Es piekritu tam, ko teica Alvis. Mani mul-
sina jedziens “komercials teatris”, man tas asoci€jas ar tadu
muziklu ka Cats, kur vientgais merkis ir iegit naudu un maksla
ir vienaldziga. Ir starpiba, vai jus vadat eku ar 800 vietam un
méginat maksat 35 aktieriem un domajat, ka jabit tadam izra-
dem sezona, kuras ienes naudu. Es varu noalgot eksperimen-
talu rezisoru mazajai zalei. TaCu jaatgriezas pie jautajuma, kam
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nauda ir domata. Meés |oti daudz runajam par ekam, bet nevis
par to, ka biitu jaatbalsta jauna maksla, jauns teatris Latvija. Vai
art blitu jaatbalsta visi teatri Latvija? Nav pietiekoSu argumentu,
kapéc jadod nauda, iznemot &kas un algas. Manuprat, diskusija
klutu interesanta, ja mes runatu vairak par makslas merki.
Maris Jaunozols. Manuprat teatris ir diezgan traka maksla, tas at-
Skiras no glezniecibas, literatuiras, muzikas, jo tajas makslinieks
var iemantot slavu ari p&c naves. Teatri veido divas loti svarigas
sastavdalas — aktieris un skafitajs, kurs ir gatavs maksat par to,
ko redz uz skatuves. Mani |oti biede tas, ko mingja kultdras minis-
tre, ka teatri tikSot véertéti kvalitativi. Es nezinu, péc kadiem kritéri-
jiem iespéjams veikt $adu teatru kvalitativu izvértéSanu. Ja valdiba
nolemj nodro8inat valsti tikai minimalu teatru skaitu ar minimalu
darbinieku skaitu. .. Teatri ir apméram 30 profesijas. Pieméram,
gaismotajam nav iespgjams atrast darbu arpus teatra, tatad §im
cilvekam ir jasanem normala alga. Es nekada gadijuma nepiekritu
teatru kvalitativai izverteSanai, jo Sis vertejums bas loti subjektivs.
kréts teatris, un tad direktoram ir jauznemas atbildiba par lidzeklu
nelietderigu izmanto$anu.

Anna EiZvertina ( Neatkariga teatra “Skatuve” direktore):
Tiktal mes esam runajusi tikai par profesionaliem valsts teatriem,
un tagad es uzdrikstésos izteikties ka neatkariga teatra dibinataja
un direktora. 2001. gada man biis jau desmit gadu pieredze,
stradajot Saja joma. No mana redzes viedokla visas Sis runas par
naudu Skiet |oti sarezgitas. Es pilniba piekritu Cehovala kungam
un Peterim Jallakasam, jo es ari neko daudz no sestdienas tiksa-
nas negaidu. Es domaju, ka mums triikst pasa svarigaka. Ja
valsts, ko $aja gadijuma parstav Kultiiras Ministrija, neuzskata
par vajadzigu pieskirt zinamus naudas [idzek|us katra $is valsts
pilsona makslinieciskai izglitibai, pieméram, teatra apmekleSanai,
mums vajadzetu aprekinat, cik daudz naudas valsts teré katram
skatrtajam. Tad problema kldtu skaidraka. Padomiju laika mes ru-
najam par ideologiskiem mérkiem, mums bija cenztira. Man
Skiet, ka toposas demokratijas apstaklos mums ari ir jadoma par
idejam. Nesen ir paradijies termins — latvieSu teatra melnstrad-
nieks. Es uzskatu sevi par vienu no Siem melnstradniekiem.
Katru gadu es uznemu privatu teatra studiju, es nemaksaju no-
doklus, es krapju valsti, bet es domaju, ka es tacu vismaz valstij
dodu labi sagatavotu teatra skatitaju, 10 —15 cilvékus, kas ir iz-
glitoti teatra maksla. Kaut ari mans teatris ir geografiski loti neiz-
deviga vieta, es nesanemu nekadu atbalstu. Divdesmit sava ma-
7a gadus es esmu veltijusi Latvijas teatra nakotnei, un es esmu
nogurusi, visur meklgjot un ubagojot palidzibu. Ir tatu skaidrs,
ka valdibai batu priekSstats par teatra makslas mérkiem valsti,
tad batu ari skaidrs ricibas plans. Tapéc es domaju, ka galvenais
uzdevums birokratiskajiem darboniem (piedodiet man $o apz-
mejumu) ir atrisinat $o problému. Un tad viss nokartosies, es
neesmu zaudgjusi gluzi visas ceribas.

Kriss Torés. Es nerezumésu to, kas Sodien tika teikts. Tas bija
loti informativi. Esmu ludzis kolégiem no Eiropas valstim nemé-
ginat sniegt kaut kadus risindgjumus, jo risinajumu nav. Situaci-
jas Francija, Italija, Vacija, Zviedrija |oti atSkiras, tas definé viete-
jas regionalas vajadzibas. Mes varbit varam sniegt dazus pie-
mérus par veiksmigiem risinajumiem, kas veicinjusi attistibu,
un varbit 8is idejas noder jisu diskusijas tad, kad jus méginatu
talak attistit stratégiju savas valstis. Uzaicinatie kolegi ir cilveki
ar pieredzi, kam nav bijusi normala, parasta karjera, bet kas mé-
Qinajusi Tpasas lietas, piedalijusies dazados hibridos, iznému-
mos, jaunas lietas, un tas varétu bt interesanti. Centralais jau-
tajums, kam es pieversisos sestdien, ir estétiska kultiiras daza-
diba vienas valsts ietvaros. Ne etniska vai vecumposmu zina,
bet tiri estetiska zina. Ja jums ir tikai nacionalie teatri un jums
nav neatkarigo teatru, ta ir katastrofa, jo jums péc daziem ga-
diem nebis arT nacionala teatra, ja jums nav tadas siltumnicas,
kur tiek radrtas jaunas idejas. Ir nepiecieSama kultiiras dazadiba
un ir dazadas metodes. Tas nav griiti, tas nav jautajums par
subjektivu kvalitates vertéjumu, viss ir subjektivi. Tapat art izgl-
tiha — cik naudas pieSkirt skolai? Jus skataties uz skolas kval-
itati un uz studentiem, kas no tas nak. Tas vienmér ir subjektivi.
Mums nav jabaidas no subjektivitates maksla, tiesi maksla vis-
mazak vajag baidities no subjektivitates.
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Kristofs Bladens Estorné (ONDA generalsekretars /
Francija):

1) Vairums seminara dalibnieku runaja par teatri ka eku, ka
institliciju, kas atrodas eka. Jautajums par ekas uzturéanu ir
smaga probléma. Turklat teatris parsvara tika raksturots ka
loti Tpasa joma. Citi izpilditajmakslas veidi — muzika, deja —
tika skatiti atseviski.

2) Teatru finansgjums lielakoties tika saistits ar valsts finan-
séjumu. Dazkart tika pieminéts municipalais finansgjums, bet
nebija neviena pieméra par kombinétam finansgjuma
iespejam.

3) Jautajums par stattitiem jeb jautajums par organizacijas
statusu, par to, ka tiek organizéts teatris dazados limenos.
Runajam par neatkarigiem, alternativiem teatriem un valsts
teatriem. Ka tiek risinats makslinieka statusa jautajums $ajas
organizacijas?

4) Jautajums par laiku, par ligumu terminiem u.tml.

5) Mes vienlaikus runajam par at3kirigiem jedzieniem, kas
attiecas uz trim limeniem — likumdo3anas, maksliniecisko un
ekonomisko —, ka arT par makslinieciski un ekonomiski
atskirigiem lielumiem — neatkarigiem un valsts teatriem. Vel
varétu izdalit sabiedrisko un privato, komercialo un nekomer-
cialo teatri.

Marko Martinelli (Ravennas teatra reZisors / Italija):

e Latvijas un Igaunijas parstavji parsvara runaja par struk-
taram, bet lietuviesi lielakoties akcentéja makslinieciskas
veértibas un individus. Kadas ir attiecibas starp maksliniekiem
un strukttram, ko rada valsts? Vai institiicijas pietiekami liela
méra nem vera individualos talantus?

K.B.Estorne:

* Ir jautajums, ka izveidot profesionalu neatkarigu komisiju
kulttiras parzinai, kas varetu risinat jautajumus par subsidiju
pieSkirSanu. Svarigi ir par spiti triju Baltijas valstu ierobeZota-
jiem ekonomiskajiem resursiem uzturét un saglabat daudz-
veidibu kulttra. Ka atrast pastavigu, strukturétu valsts finan-
sejumu neatkarigiem projektiem? Ka veicinat nepartrauktu
teatra atjaunoSanos? Vairakkart tika atkartots jautajums par
struktiiras (profesionalas padomes) nepiecieSamibu, kas
izpilditu starpnieka lomu valsts kultirpolitika starp Kultdras
ministriju, kas izstrada kultaras politiku, un maksliniekiem,
makslinieciskajam institacijam.

Var runat par attiecibam starp lielpilsétam un regioniem, kas
gan nav tik labi nodroSinati finansiali, bet varétu organizet sa-
vas makslinieciskas struktiiras. Ka organizét kopigus fondus
starp dazadu limenu organizacijam, pieméram, valsti un re-
gionu? Priek$plana tik un ta nonak jautajums par makslinie-
ciskajiem projektiem — ka tie tiek defingti, kadi ir to mérki.
Manuprat, parveidojot organizaciju par parak formalu struk-
thru, rezultati var bt slikti. Francija man biezi nakas saskar-
ties ar, manuprat, loti butisku jautajumu: ka savienot birokra-
tisku organizaciju — producésanas un distriblcijas centru — ar
brivu, gandriz vai pagrides kultliru. Ka organizet tares un ce-
lojumus, lai bitu péc iespgjas mazak problemu.

* Ka Francija tiek organizets Nacionalas dramaturgijas centrs?
« ST organizacija tika radrta, lai trupas un kompanijas izveido-
tos ne tikai Parize, bet arf mazakas pilsétas. Francija ir aptu-
veni 45 nacionalie dramatiskie centri, [1dziga struktiira pede-
jos 20 gadus pastav ari deju makslas joma. At3kiriba starp
teatra un horeografijas centriem ir tada, ka pedgjiem nav savu
telpu. Teatris, Skiet, ir privilegétaka no izpilditajmakslam.
Francija ir attistita decentralizacija, valsts teritorija ir apme-
ram 20 horeografijas centru. Dazadas pilsétas tiek dibinatas

makslinieciskas grupas. Nacionalajiem dramatiskajiem cen-
triem ir ta saucamais kombingtais finansgjums ar dazadam
proporcijam, ieskaitot vietgjo paSvaldibu finansgjumu.
Alvis Hermanis:
* Es gribétu pievérst Rietumu viesu uzmanibu tam, ka Baltijas
valstis profesionalais teatris praktiski strada tikai valsts reper-
tuara teatru ekas. Visi laba limena profesionali strada valsts
repertuara teatros. Mums jédziens “neatkarigs teatris” nozi-
mé, ka tas ir slikts teatris, jo, ja ir kads jauns labs maksli-
nieks, tad to uzreiz angaze profesionalais teatris. Vai Francija
nav valsts repertuara teatru, ja jus uzdodat jautajumu, kas ir
repertuara teatris?
* Es velos noskaidrot $o jeédzienu, jo mes ta devejam tradicio-
nalu klasisko teatri pretstata musdienu teatrim, kas nodarbo-
jas ar jauniem autoriem un rezisoriem. Es domaju — repertua-
ra teatris péc darbibas struktiras.
K.B.Estorne:
Sistema Francija un Latvija ir atSkiriga. Protams, nav nepie-
cieSamibas péc $ada “neatkariga” teatra. Tomér més zinam,
ka Baltijas valstis ir makslinieki, kas $obrid ir izvéles priek$a
— stradat valsts struktaras vai arpus tam. 0.KorSunovs ir
lielisks piemeérs. Es zinu vairakus reZisorus, kas labprat stra-
datu arpus $im struktaram. Masdienas tas nozimé otrskirigu
teatri, jo trikst resursu. Ja Francija kads izvelas stradat arpus
nacionalas vai repertuara teatra strukturas, vin$ var tam at-
rast lidzeklus. Protams, ja vien vin$ strada labi.
Nele Hertlinga (Hebbel teatra un festivala Der Welt direk-
tore / Vacija):
— Manuprat, te ir parpratums. Nav runa par nacionalu vai ne-
nacionalu teatri. Repertuara teatris nozimg, ka ir €ka, trupa,
kas saistita ar 0 €ku, katru vakaru tiek radita cita izrade, ir
budzets, kas attiecas uz $o eku un trupu. Repertuara teatri
viena struktara ir apvienots makslinieciskais un tehniskais
personals, kas strada viena eka uz liguma pamata — reizém
gadiem, reizém visu mazu. ST vieniba var bt |oti pozitiva, jo
ta dod dro$ibas izjotu radoSam darbam. Baltija, tapat ka Vaci-
ja, profesionalakos teatra cilvekus joprojam piesaista reper-
tuara teatris, jo tas dod parliecibu un dro$ibas izjatu. Runajot
par repertuara teatri, finansgjums un teatra strukttra nav gal-
venais jautajums. Kad vacu makslinieki brauka turnejas pa
Franciju, tiek atzinigi vertéts to makslinieciskais speks un
iedarbigums. Tas ir repertuara teatra principu nopelns — pas-
tavigs darbs ar ar vienotu ansambli, kas rada ipaSu sadarbibu
ar aktieriem, scenografiem u. c. Ta ir makslinieciska vieniba,
kas Francija padara vacu teatra viesizrades par batiskiem kul-
tliras dzives notikumiem. Vacija tas ir normals teatra pastave-
$anas veids. Lai iegltu labus rezultatus, rezisors ar vieniem
un tiem paSiem aktieriem strada vismaz piecus gadus.
Kriss Torgs:
* Spilgtu preteju pieméru més redzam Holandg, kur praktiski
nav ansamb|u, kas turétos kopa ilgaku laiku. Tur ir teatru
ekas, ko atbalsta valdiba, kas uzaicina maksliniekus uz kon-
kretiem projektiem vai viesizradem. Lielakoties darbojas pro-
ducesanas centri, nevis saliedeti ansambli. Manuprat, $is
sisttmas nav japretstata. Gluzi otradi — mazas valstis (Zvied-
rija, Baltijas valstis) repertuara teatra kombing$ana ar citam
struktiram batu visdinamiskaka, jo nodrosina estéetisko
dazadibu. Ceru, ka més nonaksim pie $ secinajuma.
Marko Martinelli:
—80. gadu sakuma es nodibinaju savu teatra trupu ar
nosaukumu Teatre dell Albe, “albe” nozZime “uzlecosa saule”.
Ta ir radikali neatkariga grupa. Man un maniem kolégiem bija
iespéja stradat liela italieSu institlcija, tomér mes izvélgjamies
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stradat maza, neatkariga grupa, jo mums nepatik, ka teatris
tiek iestudets lielas institiicijas. Ravenna ir liels operas teatris,
pilsetas valdiba pieversa uzmanibu tam un desmit gadus
ignorgja musu darbu. Tacu maza grupina pakapeniski kluva
slavena ltalija. Kadu dienu pilsétas paSvaldiba man piedavaja
parnemt divus vesturiskos teatrus pilséta, stradat tajos par
rezisoru. Es biju parsteigts un |oti pagodinats. M&s pienémam
$0 izaicindjumu ar noteikumu, ka saglabasim savu neatkarigo
rezijas veidu. Ravennas teatris dzima ka saikne starp radikalu
grupu un pilsétas paSvaldibu, starp neatkarigo un sabiedrisko
sektoru. Ta ir tada aprékina lauliba, kur mes prasam pilsétai
atbalstit misu radikalitati, pilséta mums pieprasa stradat pil-
setas laba, dazadam merkauditorijam. Kopa veiksmigi darbo-
jamies jau astonus gadus. Un nebeidzam sev jautat, ka mums
ir izdevies saglabat savu garu un tai pa$a laika stradat pilsé-
tas laba.

N.Hertlinga:

Vacija ir |oti spéciga repertuara teatru tradicija. Ir daudz
veidu, ka strukturet finanséjumu — valsts, regionalie, pilsétas
teatri, tadu principi paliek tie pasi. Tas ir teatris, kam ir eka,
tas ir veselums un visi, kas tur strada, pieder $ai €kai,
ieklaujas Sai struktiira. Tas biezi vien ir visai smagngjs iesta-
dijums. Pirms desmit gadiem més, tapat ka jius, meginajam
radit kaut ko at3kirigu, izmantojot pilsétas subsidiju sistemu.
Mums piedavaja skaistu, daudzus gadus nelietotu eku slikta
stavokli. 1987. gada to parbivéja un 1988. gada, kad Berline
bija viena no Eiropas kultiiras galvaspilsétam, mums pieda-
vaja $o skaisto teatra eku izmantot programmai, kas tika
izstradata Eiropas kultiiras galvaspilsétas konteksta.
Programmas ideja bija Berlinei paradrt Eiropu, balstoties uz
Eiropas misdienu makslas darbiem. Tas liela méra izdevas.
1988. gada beigas més piedavajam pilsetai turpinat $adu
starptautisku sadarbibu.

Gribu vélreiz uzsvert, ka jautajums nav par to, kas finansé
repertuara teatrus. Japienem Iémums par to, kas veido pro-
grammu. Vacija un Baltijas valstis ir loti misdienigi reper-
tuara teatri. Més nolemam piedavat pilsétai kaut ko pilnigi
atskirigu, jo Berling bija daudz labu repertuara teatru, bet
tajos pietriika starptautiskas teatra darbibas. Tas ir repertuara
sistémas galvenais trikums. Repertuara teatrim tiek pieskirti
[[dzekli, galvenokart, lai finansétu So struktru — darbiniekus
un eku (80 — 90 % no finanséjuma paredzeti strukttras uztu-
reSanai). Protams, ja pilséta tik daudz maksa par kadu struk-
turu, tad ta nevar atlauties, pieméram, aizsutit aktierus nede-
las bezalgas atvalinajuma, lai uznemtu arzemju viestrupu,
kam jamaksa papildus nauda, kuras pilsétai tas sisttmas
ietvaros nav. Tapéc daudzus gadus Vacija bija praktiski iz-
slégta no starptautiskas teatra aprites. Méginajam organizét
tada tipa teatra menedzmentu, kura biitu maz darbinieku.
Mums bija apméram 14 cilveku, nebija pastaviga ansambla,
dramaturga un tehniska personala. Nolemam izstradat pasi
savu programmu, uzaicinot maksliniekus no visas pasaules
un ar konkretiem projektiem stradajot vai nu vinu valsti, vai
masu teatri. Katram projektam tiek veidotas producés$anas
vienibas. Finansgjums ir tads pats ka citiem Vacijas teatriem.
Sakuma budzets bija |oti mazs, jo neviens politikis nesaprata
$0 sistému — to, ka més producéjam savus projektus nevis ar
saviem, bet ar pieaicinatiem maksliniekiem. Galvenais ir tas,
ka misu teatris producé projektus péc savas izvéles, izman-
tojot vacu finanséjuma sistemu.

Tagad mums ir ikgadgjais budzets, ar kuru més varam riko-
ties péc saviem ieskatiem, saglabajot zinamu maksliniecisko
integritati. Vacija reti notiek kopproducésana, jo tai nav iespé-
ju. Mes vélgjamies sameklet partnerus pasaulé ar lidzigam
idejam, lai veidotu koprazojumus. M&s daudz celojam, daudz
naudas iztéréjam komandgjumos. Rezultata ir izdevies radrt
kaut ko tadu, ko var saukt par Eiropas vai pat pasaules méro-
ga repertuara teatri. Sadi iesp&jams realizét sarezgrtus mak-
slinieciskos projektus, kas nav pa spekam vienai atseviSkai
struktdrai — repertuara teatrim. Masu pieeja lauj demonstrét
projektus vairakas vietas, kopuma piecdesmit un vairak reizu.
Tas gan ir diezgan sarezgiti — mums ir ap 200 izrazu gada,
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kas ietver 18 — 19 projektus, tai skaita ari vienreizéjos. Més
veidojam lielus projektus ar |oti mazu budzetu, jo izdevumi
tiek daliti ar partneriem. Problema ir parliecinat politikus, jo
viniem ir grati sekot musu mainigajai sistémai. Ir jabat dro-
Siem par savam makslinieciskajam idejam — jazina, kas tu esi
un kur tu esi, tikai tad tu spéj aizstavét savas idejas. Ja pazist
sevi un savu auditoriju, ir viegli darboties starptautiska joma.
Tas ietver sevi makslinieka darba popularizé$anu, nevis sava
projekta reklaméSanu kada maza pilséta tikai tapec, ka par to
ir samaksats. Viesizradém ir jaatbilst auditorijas gaumei un
jaieklaujas pilsetas konteksta. Lai veidotos ilgtermina partner-
attiecibas, jabit savstarpéjai uzticibai. Makslinieka darbam ir
jaatrod labakais veids, ka to iestudét, un labakie partneri, kas
palidzes to realizét. Més straddjam savai pilsétai un savai val-
stij, bet viesizrades palidz iepazistinat pasauli ar misu pilse-
tas teatra kulturu.

A.Hermanis:

« Ta ka esmu viens no $is tikSanas iniciatoriem, paredzu pilni-
gu fiasko, izgasanos Sai idejai, jo mums nav neka kopiga.
Mes esam normali valsts repertudra teatri. Viss, par ko jis
rundjat, tie ir kaut kadi 1pasi projekti.

N.Hertlinga:

* Pirms desmit gadiem neka tamlidziga nebija, bija javeic
smags darbs, lai parliecinatu pilsétu iedot mums nelielu fi-
nansgjumu meéginajumiem. Nacas izmantot visu savu parlieci-
nasanas speku, lai repertudru teatru sistému izmainitu no iek-
Sienes. Mes grib&jam pastastit jums par iespgjam.
A.Hermanis:

« Riga laikam ir vieniga pilséta Eiropa, kas vispar nepiedalas
tedtru subside$ana. Vai jus varat ieteikt, ka més varam likt
viniem saprast, ka tas ir jadara? Jus tacu piekritisit, ka ta nav
normala situacija — pilséta nepiedalas teatru finanse$ana.
N.Hertlinga: Nav starpibas, vai valsts, vai pilséta, probléma ir
parliecinat politikus, lai vini subside tada teatra ideju, kas ne-
atrodas vinu paSu rokas un kontrolé. M&s to vargjam izdarit
ar lob&sanas palidzibu. Jis nevarat iedomaties, cik ilgi es ga-
ju uz parlamentu, lai ielauztos politiskajas institucijas un mée-
ginatu ieintereset ekonomiski ietekmigus cilvekus, kas talak
vargja ietekmét ministru, lai tas daritu kaut ko Berlines laba.
Lobesana ir Sausmigs darbs, un péc kada laika parnpem rie-
bums pret sevi.

Berling pastav neatkarigs teatris, bet problema ir ta pati, ko
jus jau mingjat, — to aprij sistéma. Berling apméram astonus
gadus pastav ipass budzets neatkarigajiem teatriem, ik pa
trim gadiem tiek ievéleta neatkariga komisija, kas parskata un
izverte neatkarigo teatru darbibu. Tas ir griti, jo Berling ir
apmeéram 300 $adu teatru. Tomér vairaku gadu laika ir izvei-
dojusies zinama uzticeéSanas starp politiskajam institticijam,
maksliniekiem un $o komisiju. Rezultata radusies adekvata
saikne starp politiku un teatri. Tas notika, cilvékiem apvieno-
joties grupas, kas gribgja kaut ko izmainit sistema. Mes esam
iegajusi politika un daram to joprojam. Mes esam organizeju-
Si piespiedu tikSanas un publiskas debates, esam izmantojusi
visu savu pieredzi, lai ietekm@&tu industrialo varu.

Kriss Torés:

» Es nedomaju, ka esam parak talu viens no otra. Seit aprak-
stitie projekti nav parasti miisu sistema, tie ir arkartéji gadiju-
mi. Situacija Baltijas valstis paslaik ir pavisam jauna. Jums ir
veca repertuara sistéma, jums ir veca valsts finansé$anas sis-
téma, kura nepiedalas municipalitates, jums nav neatkarigo
tedtru tradicijas. Labi ir tas, ka jums $eit nav tuksnesis, jums
ir sagatavota augsne, kura var kaut ko kultivet. Jums ir lieliski
aktieri un rezisori, kas mani sajusmina ikreiz, kad es te iero-
dos. Nav vienmér jarada neatkarigas struktiiras, bet visu laiku
jamekIg jauni risinajumi, jo teatri nevar tikt raditi, ka tas tika
darits iepriek$, tie vienmer jarada no jauna. Es nedomaju, ka
§is tikSanas ideja ir cietusi sakavi, ja més nevaram dot tili-
tejus risinajumus. Mes varam tikai skatities uz lidz8ingjo eks-
perimentu pieredzi.

[ Finans&$ana vienmer bijusi valsts un regionala finansgju-
ma kombing$ana. Regionalas insititiicijas nosedz 49 % no
kopiga finanséjuma. Valsts subsidijas pieskir: nacionalam



institdcijam — 27 % (3 nacionalie teatri, |oti dargi),
neatkarigam teatra trupam — 20 % (tas ir salidzino$i augsts
raditajs), neatkarigam deju trupam — 4 %.

Zviedrija 1992. gada bija ekonomiska lejupslide, apmekI&taju
skaits teatros jutami samazinajas. Lidz tam strukttra ne tikai
nodroSinaja ar darbu, bet arf ar 81 darba pircéjiem. Kad nauda
beidzas, radas finansialas grutibas, truka pirktspgjas. Oficiala
finansé8anas sistéma cieta bankrotu. Samazinajas valsts bu-
dZets veselibai, socialajai nodrosinasanai, sportam u. c. Valsti
tika ieviesta tirgus ekonomika. Pasreizéja situacija mums par
kultdru, par teatriem ir jacinas.

Oficiala kulttiras politika Sodien nozimé atbalstit kultdiru, kas
nespégj izdzivot $ajos atklatajos tirgus apstak|os. Tada ir pa-
matformula. Aizvien uzsvars tiek likts uz bérnu un jaunatnes
atbalstu kultdra. Cits bitisks akcents — imigracija. Salidzinot
ar paréjam Skandinavijas valstim, Zviedrija vienmer bijis
augsts imigracijas limenis, un Zviedrija ir centusies péc
iespejas vairak integrét vinus valsti. Tas radijis daudz parpra-
tumu. Sodienas kultirpolitika ir orientéta uz projektiem. Ta ir
jauna paradiba. Institticiju subsidijas tiek samazinatas, ta
vieta ir jaiztur konkurence, jarealize kads konkréts projekts. Ir
problema - ko darit ar veco struktiru, ka pieméroties jauna-
jam prasibam. Makslas iespgjas izdzivot ir nelielas.
Neatkarigo grupu gadijuma projektu organizé$ana ir salidzi-
noSi viegla. Galvenie atsleégas vardi: noverte§ana — jakonkre-
tize merki, jazina, kas jus esat, jadefing, kas ir kvalitate. Jis
esat spiesti istenot $os mérkus, bat novatoriski. Rado3o
merku realizacijai ir vajadzigi skatitaji. Otrs atslegas vards:
sadarbiba ar apkartejo pasauli — agentiem, institicijam,
muzejiem, skolam. Tas parada jaunas iespéjas un nosaka citu
atslegas vardu, defingjot, kas ir teatris — petnieciba. Definét
makslu ka sociologiskus resursus, ekonomisku un
organizatorisku pétniecibu. Zviedrijas kultdrpolitika ir par to,
lai atbalstitu teatri un makslu ka tadu, demokratiskumu, varda
brivibu, mieru. Ir biznesa struktiras, kas meklé teatros rado-
Sus projektus, Tstenojot kadu noteiktu ideju. Tas nav vienmer
tas pats, ko teatra darbinieks grib redzet sava teatri. Mes
esam noteikusi sev citus, iespgjams, patétiskus mérkus: pa-
tiesiba, skaistums, kopibas izjuta, ekstaze, apzina, nojausma,
atziSana. Mes neiestudgjam izrades, lai veicinatu demokratiju,
lai uzturetu mazak privile§etas grupas. Ta nav patiesa mak-
slinieciska motivacija. Ir javeic zinams darbs, lai to paskaidro-
tu. Maksla Zviedrija netiek uzskatita par neatkarigu vertibu.
Makslinieciskas kvalitates neapSaubami ir kritérijs, bet ir |oti
griti to noteikt un uzturet.

Kriss Torés:

e Larss G.Linstroms ir Stokholmas Pilsétas teatra producents.
Saja teatri ving strada pie ipaSa projekta. Siinstitucionala
struktiira cen8as sevi atjaunot un, no otras puses, |oti baidas
no &is atjaunotnes. Teatra aizkulisés ir méginajumi piesaistit
citus skatitajus, Tpasi jaunos.

Larss Linstroms. Stokholmas Pilsétas teatris ir |oti liels.
Katru gadu tas nodarbina trissimt cilvéku. 25000 Iidz 50000
skatitaju katru gadu perk biletes. Ir vairakas skatuves, tris —
pilnigi autonomas, viena — teatra iekSiené. Mums nav mak-
slinieciska vadrtaja, bet ir makslinieciska padome. Backstage
projekts turpinas ¢etrus gadus. Mums vairakkart ir nacies
partraukt un atkal atsakt darbibu tie$i ekonomisku iemeslu
de|. Backstage skaidri defingja izmaksas, bet nauda bija
vajadziga Lielajam teatrim, mums nacas gaidit. Pirmaja gada
iestudgjam septinas izrades jaunajiem skatitajiem. Gribgjam
uzvest jaunas, masdienigas dramas, pienemt darba jaunus
rezisorus un kostimmaksliniekus, piesaistit jaunus skatitajus.
Ta bija pilniga izgasanas. Skatitaji nenaca, prese nerakstija
par mums, mes nesanémam pilnigi nekadu atzinibu.
Nakamaja sezona iestudejam vél divas lugas, tad nacas par-
traukt Sos iestudgjumus, jo sistéma nedarbojas. Taja laika pie
musu projektiem stradaja dramaturgs, es un profesionals
marketinga specialists. Dramaturgs aizgaja, marketinga
specialists aizgaja, més pienémam darba jaunu marketinga
specialistu, teatri valdija uzskats, ka projekts Backstage ne-

stradas, ka tas ir jaslédz. Es gaju pie makslinieciska direktora
un teicu, ka mums ir paSiem sava makslinieciska padome.
Vin§ piekrita. Mes sakam lasit lugas, iepazinamies ar kadu
puisi, kur$ bija stradajis TV. Vin3 bija jaunas paaudzes elks.
Aprunajam ar vel daziem jaunieSiem no TV, jautajam, ko vini
grib&tu redzet uz skatuves? Vini teica: més gribam runat par
dzivi, par navi, par milestibu. Es piekritu. Més uzrakstijam
Divi no tiem, kas rakstija lugu, paSi piedalijas. Izradei bija fan-
tastiski panakumi. Par mums rakstija visas Zviedrijas avizes,
tika publicétas lielas, krasainas ansambla fotografijas — bija
viss, uz ko varéjam cerét. Viss piepildijas. Ta mes turpinajam,
mums bija paSiem savs grafiskais dizains, mérkauditorija —
jaunieSi. Mes devamies uz bariem, restoraniem, izvietojam tur
informaciju. Mes atvéram $o teatri ka socialu telpu. Mums
bija liels foaje ar nelielu skatuvi, kur vargjam rikot viesibas.
Sadarbojamies ar ierakstu studijam un jaunie$u zurnaliem.
Tagad més varam veikt barterdarijumus, ielikt avizé milzigu
reklamu, vini savukart var par brivu izstadities musu foaje.
Jaunie$i gan nav pieradusi iet uz teatriem, bet paslaik mums
klgjas |oti labi. No 1997. gada lidz 1998. gadam meés esam
palielinajusi kases ienakumus par 199 %. Izrazu skaits ir
palielinajies par 53 %, skatitaju skaits — par 250 %.

Kriss Torgs:

Backstage ir |oti interesants projekts Zviedrijas skatuves
maksla. Tie ir nemitigi meklgjumi, méginot atrast strukttru
konkretai merkauditorijai. Viniem ir savs makslinieciskais
mérkis. Pilsétas teatris vairs nevaréja ignorét So projektu, tas
pat pieskira finansgjumu nakamajiem diviem gadiem. Projekts
patiesiba at|ava izdzivot paSam Pilsétas teatrim. Tas pierada,
ka nopietns darbs un skaidri mérki palidz sasniegt skatitaju
auditoriju un atjaunot to. Auditorija ir |oti batiska. M&s varam
izlikties, ka makslai ir fpasa funkcija, bet tam neblis nozimes,
ja publika nenaks to skatities.

Vel viena lieta, kas raksturiga Zviedrijai — |oti speciga komer-
cialo teatru kultdra. Mums ir jakonkure ar to. Subsidgtie teatri
neiestudé miziklus, bet mums ir daudz teatru, kas ar to
nodarbojas, tas ir komercials bizness ar lielu auditoriju, tacu
vini nesanem dotacijas.

Klausoties Baltijas kolégos, aktualizéjas jautajums, ko darit ar
ekam, kas uzceltas ka strukttras un ir jauztur. Ja maksla klust
par vietu, nevis par aktivitati, més nonakam briesmas. Mums
ir jaatrod aktivitates, darbibas, kam vajadzigas telpas. Tas, ko
izdarijusi Backstage, ir spéciga motivacija, lai €ka batu kultd-
ras satikSanas vieta. Pastav jautajums par Jauna Rigas teatra
eku: ta ir tikai darba vieta, m&ginajumu vieta, vai vieta, kur
cilveki var satikties. Ka més varam izmainit §1s ekas funkciju?
Audronis Luga:

* Kad runajam par teatru struktdru masu valstis, vérojamas di-
vas galgjibas — vecmodigie, valsts finansgtie repertuara teatri
un fleksiblas neatkarigas grupas, kas vienmér ir konflikta, un
Sis konflikts turpinas jau vairakus gadus. Sai diskusija es
dzirdeju pieméerus, ka $is konflikts varétu tikt risinats struk-
turala veida, turklat no makslinieciska viedokla. Més Baltijas
valstis domajam, ka maksliniekam ir jaieklaujas eso3aja struk-
turd, jus turpreti uzsverat, ka struktirai ir jabat raditai maksli-
nieka vajadzibam. Tagad visi makslinieki iepltst valsts teatros,
jo viniem nav izveles. Valsts it ka agite makslinieku: ej uz to
teatri, tad es tev dodu naudu. Alvis Hermanis, kur§ sava mak-
slinieciskaja domasana un metodes nav valsts teatra rezisors,
tomér strada valsts teatri, tapat 0.KorSunovs. Vinam tagad ir
savs teatris, bet varblt pec paris gadiem vins vadis Nacionalo
teatri. PaSlaik vina dailrades veidam ir vajadziga struktura.
Gribu uzsvert, ka mums ir jadoma par makslinieciskajam
prasibam, un tikai tad jaskatas, ka var radit struktaru. Loti
svarigi, lai batu lobiji, lai més stradatu ar politikiem. Mes
sakam: valsts nedod mums naudu, bet tas ir tikpat ka, ja mes
tirgQ kliegtu: neviens nepérk manu produktu! Ir kaut kas jadara,
lai dabatu $o naudu, jaspgj to izdarit. Tacu tas nav jadara mak-
sliniekiem. Lietuvas teatros makslinieki pasi meklé naudu, bet
tas ir mulkigi, jo mums nav pietiekami spgjiga teatru vadiba.
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K.Torés:

e Struktiira, kas biis centréta vienigi ap makslinieku, driz vien
atradisies relativa izolacija. Sim hibridam jabalstas uz diviem
cilveku tipiem, kuriem ir |oti dazadas vajadzibas un kas atzist
cits cita intereses. Makslinieks nevar teikt: es gribu stradat,
lieciet mani miera! Vinam ir jauznemas atbildiba, ko prasa
valsts un sabiedribas nauda, ko vin§ sanem.

Brigita Stroda (Latvijas Nacionalas operas menedZere):

« Si diskusija ir |oti veiksmiga. Par spiti tam, ka politikas
veidotdji no Latvijas kultGiras ministrijas ir piedalijuSies Sai
diskusija, vini rit nepamodisies ar magisku apskaidribu un
nesaks stradat citadi. Tas nozimé, ka ir jastrada pie $1 uzdevu-
ma. Latvijas teatra sabiedribai paSlaik ir daudz alternativu,

Diskusija

nav jaizvelas starp baltu un melnu, més varam izvéléties starp
divdesmit alternativam vai radit divdesmit pirmo, kas biis
jaunaka un radikalaka par to, ko paslaik dara Lietuva.
Barbara Smedsa (dramaturge, kas strada teatri):

* Zviedrijas spéciga kultiirpolitika tika izveidota tieSi pirms 25
gadiem. Toreiz uzsvars tika likts uz to, lai ta sasniegtu visus
regionus valsti, lai tas batu pretspeks komercialismam, lai
kultdra batu pieejama bérnu un citu mazak privilegétu
iedzivotaju grupam. Ar 8o noldku valstT tika izveidoti
apmeéram 15 regionali teatri. Dazi tika raditi ka konstrukcija,
citos gadijumos tika apvienotas jau eso$as neatkarigas
makslinieciskas institiicijas.

BALTIC THEATRE POLICY REVIEW 2000

Diskusija, kas aizsakas 1999. gada oktobri Riga, 2000. gada
lizet un apspriest Baltijas valstu teatru politikas problémas un
nakotnes virzibu.

Sadarbibas partneru loks 2000. gada paplasinas — seminarus
rikos Latvijas Jauna teatra institats, Lietuvas Teatra un kino
informacijas un izglitibas centrs (Theatre and Cinema
Information and Education Center of Lithuania), Lietuvas Deju
informacijas centrs (Lithuanian Dance Information Center)
sadarbiba ar Infercult (Zviedrija).

Baltic Theatre Policy Review II: Vilna, janijs. Seminara un dis-
kusijas tiks apskatiti jauni organizatoriskie modeli teatra joma: at-
vérta skatuve, producgs$anas centrs, projektu organizacija un citi.
Katru modeli prezentés parstavis no Austrum- un Rietumeiro-
pas. Klateso$os iepazistinas ar Lietuvas neatkarigo teatru statis-
tiku un problematiku: gan ar nozimigako neatkarigo strukttru
darbibu, gan ar valsts teatru pieredzi, sadarbojoties ar neatkari-

Diskusija par starpkulturalo sadarbibu

KAS ES ESMU?

kafejnica Sarls 26.10.1999.

VADA:

Kriss Torés — producésanas centra Intercult makslinieciskais
vaditajs / Zviedrija

PIEDALAS:

Vladimirs Mil€ins — Albanu dramas / Tautibu teatra rezisors /
Makedonija, Skopje

Marko Martinelli — Ravennas teatra reZisors / Italija
Mamadoe Sene — improvizators / Zviedrija, Stokholma
Refets Abazi - aktieris / Makedonija, Skopje

Kriss Torés: Ir |oti svarigi atrast at3kiribu starp globalizacijas
koncepciju un starpkulturalisma koncepciju. Tas nav viens un
tas pats. Starpkulturala tikSanas ir redzet sevi atspogulotu ot-
ra persona. Nav iespgjams runat un komuniket ar kadu, ja tu
pats negribi maintties.

Vladimirs Mil8ins ir izrades Velu parnak$ana rezisors. Gribu pa-
logt, lai vind pastasta par Albanu dramas teatri, kada ir §i teatra
situacija, nemot vera, ka tas ir minoritates teatris. Makedonija
dzivo apméram 2 miljoni iedzivotaju, ta ir tikpat liela cik Latvija,
abu tautu vésture ir nedaudz lidziga, tas kadu laiku atradusas
okupacija. Makedonija tikai nesen pasludinajusi neatkaribu, taja
ir 20 — 25 % etnisko albanu minoritadu: rumani, turki.

Kriss Torés: Kas tevi interesg, stradajot kopa ar etniskas mi-
noritates trupu? Kada ir &1 teatra vésture?

Vladimirs Miléins: Nakamgad Sis teatris svingés savu piec-
padsmito jubileju. To dibindja valdiba — komunistiska partija,
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gajiem teatriem. Diskusijas rosinas apspriest pieredzes iespéja-
mo transformaciju Baltijas valstis. Mérkauditorija: parstavji no
Baltijas valstu kultGras ministrijam, teatriem un masu medijiem.
Baltic Theatre Policy Review lll: Riga, rudens. Konferencé
un diskusijas prezentés pétijumu par Baltijas teatru stratégiju,
akcentejot atSkiribas starp kulturpolitikas nostadném, reélo
ainu teatra joma katra valsti un valsts pieskirto finansgjumu.
Tiks analizeti modeli, kas veicina daudzveidigu teatra attistibu
(piem., Kulttrkapitala fondu darbiba lgaunija un Latvija,
Makslas padomes (Arts Council) pieredze). Diskusija pie-
dalisies ar Baltijas valstu kultGiras ministriju darbinieki, arval-
stu eksperti, masu mediju un teatru parstaviji.

Viens no konferences mérkiem ir paradit teatra dzives nepie-
cieSamo daudzveidibu — bez valsts finansgjuma eksistéjosos
starptautiskos festivalus, informacijas centrus, neatkarigos
teatrus, izglitibas programmas, modernds dejas nozari — un
aktualizet Sis daudzveidibas trikumu kultdirpolitikas virziba.

kad Makedonija bija Dienvidslavijas sastava. Teatrim ir divas
pastavigas trupas — turku un albanu. Tas izmanto &ku, kura
atrodas vislieliskaka skatuve Makedonija, kas ir |oti labi sa-
glabata. Makedonijas galvaspilséta Skopjg ir Cetri profesionali
teatri: Tautibu teatris, Dramas teatris, Jaunatnes un bérnu
teatris. Sim teatrim ir svariga loma Makedonijas kultiira.
1976. gada mani ka viesrezisoru kultdras apmainas program-
mas ietvaros nositija stradat Bratislavas teatri un iestudét
makedoniedu lugu. Es rundju ¢ehu valoda, kas ir lidziga slo-
vaku valodai, ta bija iespéja saprasties. Tas notika slavenas
Helsinku konferences laika. Politiskais reZzims aizliedza man
dzot biju izmantojis parak spécigas metaforas saistiba ar si-
tuaciju Cehija. Par mani tika rakstiti ipasi protokoli. Ar “perso-
na non grata” Zimogu pase tiku aizsutits uz Makedoniju. At-
griezos majas. Es vélgjos bit rezisors, bet nezinaju, ka to pa-
nakt. Albanu dramas / Tautibu teatra galvenais menedzeris
uzaicindja veidot sadarbibu vienas izrades ietvaros. Teicu, ka
labprat pabeigtu iesakto darbu, atradu aktierus, kas ari juta,
ka neiederas $ai sabiedriba. Mes atbalstijam un bagatinajam
viens otru. Par spiti tam, ka mana vecmamina no mates pu-
ses |oti labi zinaja albanu valodu, es albaniski nezindju ne var-
da, ta bija pavisam cita pasaule. Es saku macities valodu un
atklaju celus abpusgjai zinaSanu apmainai. M&s izveidojam lu-
gu, kam bija loti labas atsauksmes. Ta bija ka atbilde reZijai
Slovakija. Velak es devos uz albanu teatriem Kristina un Tira-



nd, un $is darbs kluva par svarigu manas dzives sastavdalu.
Biezi mani apvainoja par kulttiras idiomas proponéSanu, ka
mums ir jabdt kultdras janicariem. Kulttras janicariir cilveki,
kas ir tilti starp naciju atkiribam.

K.Torés: Runajot par Balkanu pédgjo 10 gadu vesturi un et-
niskajiem konfliktiem $aja regiona, vai impulss tavam starp-
kulturalam darbam ir politisks vai radoss?

V.Milgins: Personiska un makslinieciska izpausme ir rado$a
nepiecieSamiba. Es gribu izzinat pats sevi saistiba ar pare-
jiem, bet ir viens limenis, kas nav atkarigs no manis — politis-
kais limenis. Tas ir spécigaks. Es jitu nepiecieSsamibu teikt:
ne, es nepiekritu un nevélos dzivot §ada sabiedriba. Es dzivo-
ju laika, kad ir nepiecieS8ams pievienot $adu politisku limeni
papildus personigajam, makslinieciskajam [imenim.

K.Torés: Marko Martinelli ir Ravennas teatra trupas vaditajs
Italijas dienvidos. Italija ir liela at3kiriba starp ziemeliem un
dienvidiem. SicilieSiem ir maz ka kopiga ar milaniesiem. Sici-
lieSu valoda ir diezgan atskiriga, salidzinot ar italieSiem, kas
dzivo ziemelos. Ravennas teatris ir 12 gadus vecs pilsétas
teatris. Marko ir stradajis ar dazadu izcelsmju un tautibu
aktieriem un mazikiem.

Kas bija pirmais impulss atvert teatri aktieriem un mazikiem, kas
nebija italieSi? Kapec jis vélgjaties sadarboties ar Senegalu?
Marko Martinelli: Es dzivoju Italijas ziemelos, kas bagats re-
gions naudas zina, bet citas sferas |oti nabadzigs. 80. gadu vi-
dii satiku vairakus Afrikas imigrantus. Mana trupa nolema, ka
ST bas iespgja kot bagatakiem pretgji bagatibas nozimei naudas
izteiksmé, jo Sie jaunie imigranti ir dzivojusi saskana ar dabu,
prot sarunaties ar augiem un dzivniekiem. Mamad ir Afrikas
makslinieks, kur$ pametis savu zemi, jo maksla ka ideja Sai ze-
mé nevar pastavét. Spéja apvienot dziedatprasmi, aktiermeista-
ribu un deju, kas iedzimusi pasa cilveka kerment, nav parak
biezi sastopama Eiropas teatri. Mamadi palidz mums atcerg-
ties pagatni, griekus, delartisko komédiju, Sekspiru, lielas tradi-
cijas. Vin$ ir dabas genijs, un ta ir bagatiba — it ka spogul re-
dzet paSiem sevi, saprast, cik patiesiba esam lidzigi, ticét, ka
esam viens un tas pats, lai atklatu, cik patiesiba esam dazadi.
Tas ir patiess prieks. Misdienu cilveks sabiedribas prieksa ir
viens. Tas ir dzives beigas, tas ir erotikas beigas, jo, kad runaju
par erotiku, es domaju teatra noslepumu, seno grieku teatra
dievu Dionisu, kas bija kermena kustibas dievs.

K.Torgs: Vai macat arf citu nacionalitasu aktierus klut par sa-
viem aktieriem?

M.Martinelli: Vai es savus aktierus gribu macrt par Eiropas
aktieriem? Ne. Vini maca mani, kadam ir jabat Eiropas aktierim.
K.Torés: Un kas ir Eiropa?

M.Martinelli: Eiropa ir tas, kas rodas, kas top. Tas nav fan-
toms, bet dzivs organisms, kas sajauc masu asinis ar svesam.
Sajaukums, metiss —ta ir Eiropa. Vai jus esat ar to saska-
rusies, vai spéjat pienemt to davanu, ko jums dod cita kultora?
Es esmu vampirs. Man ir nepiecieSsamiba péc citu asinim. Asi-
nim &1 jédziena plasakaja nozimé, protams. Jebkurai nacijai —
latvieSiem, amerikaniem, senegalieSiem, italieSiem — ir Dionisa
gars. Mamada dziedaSana ir arkartigi speciga, specigaka neka
zviedru folkdziedatajiem. Kad es stradaju ar senegalieSu, dien-
viditalieSu vai ziemelitalieSu aktieriem, velos, lai katrs no
viniem mekIetu at3kirigo sava starpa. Es negribu meklet har-
moniju, bet atrast ja ne gluzi konfliktus, tad Tssavienojumus.
Dioniss ir elektrisks Dievs, kas mums dod energiju.
Skatitajiem ST energija ir jauztver un jaatdod atpakal. Patiess
teatris rodas, stajoties redlos dzimumsakaros ar auditoriju.
Peteris Krilovs (Homo Novus direktors, rezisors): Divaini, ka
més esam sajaukusi $o jautajumu ar teatra makslu, jo jisu
darbs ir sava veida dzivo$ana arpus realitates.

K.Torés: Sava veida ta ir taisniba, tomér pasaules realitate
nav starpkulturala, starpkulturali ir speki, kas to vada. Realita-
te ir labi strukturéta.

M.Martinelli: Varbat jaruna par starpkulturalo realitati kultdr-
politika, kas ari ir cie$i saistita ar teatri, jo multikulturala si-
tuacija viss ir kopa. Kultiiras politika ir kaut kas, kas nak no
augs$as. Sabiedribai batu jastrada kopa, kameér maksliniecis-
kais impulss, stimuls stradat $aja sféra ir pozitiva zinkare.

P.Krilovs: Var rasties bistama situacija, kad politika sak spélét
teatri un mégina uzzimét télos redlo pasauli. Ta spélgjas ar
valstim, ar nacijam, ar attiecibam starp tam, izmantojot to pa-
Su valodu, ko més izmantojam teatri: rado$as personibas, ak-
tierus, emocionalo spiedienu uz auditoriju. Tas ir svarigakais
attieciba uz mazam valstim nacionalitates jautajuma Eiropa.
K.Torts: Pec kada laika k|ust grati aizstavet savus stimulus un ir
grati nepiekrist kaut kada veida manipulacijam. Nepiekrist tam,
ko dod politika. Es loti bieZi esmu sev uzdevis $o jautajumu, vai
es Vel joprojam sekoju savam sakotngjam stimulam, savai gau-
mei, vai es tuvojos robezai, kur es saku to pardot. Nav nekadas
garantijas un atbildes, jo tas ir miZigs jautajums. ST ir probla-
ma, ko nevar atrisinat. Es vienmer esmu cergjis, ka sajutisu, ka
jaapstajas, pirms to paspes pateikt citi. Nevajag aizmirst, ka citi
celi kaut kada veida protams iestumj sava veida tirga.

Man ir bijusi imigranta dzive, esmu dzimis italieSu gimene.
Mans vectévs iemacijas anglu valodu un atteicas runat italiski.
Vin$ vélgjas klat par amerikani. Mans tévs un vina dvinu bralis
seSu gadu vecuma atteicas runat italiski. Es uzaugu italieSu ko-
mina, kur uz ielas un veikalos runaja italiski, manam vectévam
aizliedza braukt pie mums ciemos, jo vind ar mani runaja italis-
ki, toties vecaki to nevélgjas. Kad biju pieaudzis, devos uz Itali-
ju un paris gadus nodzivoju tur, tadu péc diviem gadiem sajutu,
ka tas man ir parak viegli. Visi, ko es satiku, izskatijas parak Ii-
dzigi man. Vini runaja tapat ka es. Tad es atgriezos Zviedrija un
ieraudziju, cik skaisti bt citadam. ST sajita mani makslinieciski
uzbudinaja. Man ir vairakas identitates. Man ir nacionala identi-
tate: esmu dzivojis Zviedrija 22 gadus, Zviedrija ir mana nacio-
nala identitate. Es nespéju iedomaties sevi ka amerikani, tacu,
ja jauta par manu kulttiru, tad esmu amerikanis. Manas bérni-
bas atminas saistas ar Ameriku, ar amerikanu futbolu, beisho-
lu, hamburgeriem. Ja es jautatu, kas ir mana etniska identitate,
tad man jasaka, ka ta ir Italija. Mana adas un matu krasa, izji-
tas, edieni — tas saistits ar Italiju. Man ir ari profesionala identi-
tate, un ta ir vissvarigaka. Gan Kina, gan Venecuéla, ja es sa-
tieku kadu teatra cilveku, mes talit varam sarunaties viena valo-
da. Tacu, ja es satieku zviedru zemnieku, pat, nemot vera to, ka
dzivoju Stokholma, man vinam nav ko teikt. Mums nav par ko
runat. Ta ir mana profesionala identitate. Man ir seksuala iden-
titate ka virietim, kas art ir |oti svarigi. Es uzskatu, ka etniska un
kulturala identitate ir cieSi saistitas, maksla sp&j apvienot cilve-
kus ar dazadam identitatem.

Refets Abazi: DiemZél es dzivoju pasaulg, kur cilveki ir jutusSi
politisku spiedienu pat tada veida, ka etniskajiem makedonie-
Siem ir jabat pareizticigajiem, tapat, ka albaniem jabiit musul-
maniem. Ja vini nav musulmani, tad vini vairs nav albani. Ci-
vilizacijas nomalés nav iesp&jams izdarit izvéli, tiek izdarts
spiediens. Tas mis provocg, liekot atteikties no katra personi-
gas izveles — identitates. Mes vai nu atsakamies no tas pavi-
sam, vai ari publiski atsakamies tikt reducétiem un, pieme-
ram, pazinojam, ka esam patagoniesi. Ta ir viena no iespé-
jam, ka atteikties no identitates apspie$anas.

Anna EiZvertina (rezisore, studijteatra Skatuve direktore): Vé-
los izteikt atzinibu un prieku par to, ka Sovakar Latvijas Na-
cionalaja opera redzejam albanu izradi Velu parnakSana. Fes-
tivala programma ir virzita, lai més dibinatu jaunus kontaktus
un abpusgji bagatinatos. Izrade ievéroju skaistu identitates
lietu, man iekrita sirdi teikums: “ja man ir valoda un kapa vie-
ta, tad ta ir mana identitate”. S atzina liela méra sasaucas ar
latvieSu nacionalajam problemam. Es Sobrid nerunasu par iz-
rades maksliniecisko pusi, jo ta ir atseviska un pietiekami ga-
ra saruna. Katram ir sava gaume. Izrade vai nu ir dziva, vai
nav. Man Skiet, ka i izrade ir dziva. Es nerunaju par vecakiem
vai misdienigakiem izrades makslinieciskajiem izteiksmes Ii-
dzekliem, bet galvenokart par satura batibu. Teatri Sai zina ir
tik daudz iespégju. Dievs dod aptvert un izmantot kaut dalu no
ta, ko més jatam, pilnveidot sevi.

K.Torés: St ir patiesi dziva izrade. Dzivi redz citus dzivus
cilvekus no gluzi citas pasaules dalas, kuri teatra izrade skata
problémas, kas vinus skar dzili personiski. Tas ir vienreizejs
notikums. Albanu aktieri uzdod jautajumu. ST luga ir viens
liels jautajums: kas es esmu?
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FESTIVALU DIREKTORU TIKSANAS

Restorans Parlaments, 1999. gada 27. oktobris

PIEDALAS:

[ Peteris Krilovs, Starptautiska Jauna teatra festivala Homo
Novus direktors / Latvija — festivalu direktoru tik$anas iniciators
[ Baiba Tjarve, Latvijas Jauna teatra institita direktore / Latvija
— parstav festivalu Homo Novus

[ Juris Visockis, Rigas domes Kultiiras, makslas un religijas
lietu komitejas priekSsedetajs / Latvija — Festivali Latvija
interesé no diviem aspektiem: pirmkart, ka kulttrttrisma
sastavdala, kas ir viena no Rigas domes prioritatem, otrkart,
Rigas dome veidojas ideja rikot ikgadgju Rigas pilsétas fes-
tivalu sadarbiba ar jau eso$ajiem festivaliem.

[ Sarma Freiberga, Festivalu fonda direktore / Latvija
parstav organizaciju, kas pirms gada dibinata ar mérki gan
rikot festivalus, gan nakotné apvienot nevalstiskos festivalus
Latvija. Festivalu fonds ir publicgjis bukletu latvieSu un anglu
valodas, kur, apkopota informacija par dazadu Zanru fes-
tivaliem Latvija.

[ Boriss Avramecs, Senas Mazikas festivala direktors / Early
Music Festival / Latvija — parstav neatkarigu organizaciju, kas
veido ikgadgju senas muzikas festivalu — koncertus baznicas,
pilis dazadas Latvijas pilsétas, izrades, lekcijas un meistar-
darbnicas.

[ Lita Beiris, Starptautiskais Baltijas baleta festivals / Latvija
— parstav festivalu, kas pastav piecus gadus. Festivala merkis
ir bagatinat dejas un baleta nozari Latvija, paradit dazadus
stilus un pieejas no klasikas lidz avangardam.

[ Brigita Strode / Latvija — parstav Latvijas Nacionalo operu
un Rigas Operas festivalu, kas koncentréta perioda vasara
parada operas izrades Latvijas un arzemju skatitajiem.

[ Vilnis Rullis, televizijas kultoras zinu zurnalists, / Latvija -
parstav sabiedrisku organizaciju Latvijas projekts, ko pirms
diviem gadiem izveidoja masu mediju parstavji ar merki
stradat pie Latvijas téla veidoSanas Latvija un arzemes. Viens
no organizacijas mérkiem ir bijis arf koordinét festivalu dar-
bibu.

[ Hanna Hurciga / Hannah Hurtzig / Vacija — savulaik ir
organizejusi divus lielus starptautiskus festivalus Vacija —
Theater der Welt, kas notiek katru otro gadu cita Vacijas pil-
Séta, un Bonner Biennale, kas izrada Eiropas masdienu dra-
maturgijas iestudgjumus; $obrid vairak nodarbojas ar festivalu
kritiku un analizi.

I Jukka Hutti / Jukka Hytti/ Somija, parstav Baltic Circle
projektu, kura kulminacija — festivals notiek 2000. gada janvari
Helsinkos; festivala piedalas nelieli teatri no valstim, kas atro-
das ap Baltijas jaru.

[ Hari Toivonen / Harri Toivonen / Somija — festivala
Helsinki 2000 tehniskais direktors

M Ivana Vujiéa / /vana Vujic / Dienvidslavija, teatra rezisore
no Belgradas, arT apjomiga divu méneSu gara festivala mak-
slinieciska vaditaja; festivala programma ir ieklautas vizualas
makslas, teatris, deja, mizika.

[ LajoSs Sandors / Lajos Sandor/ Ungarija — Budapestas
festivala Boom parstavis

M Inna Sterligova, Festivalu centra Baltiias nams direktore/
Baltic House Festival Centre director / Krievija — parstav fes-
tivalu, kas saka darboties pirms 10 gadiem péc Padomiju
Savienibas sabrukuma ar mérki turpinat uzturet kontaktus
starp Baltijas valstim, programma ieklaujot labakas izrades no
Baltijas teatriem; Sobrid festivala ideja un programma tiek
paplaSinata.

[ Audronis Luga / Audronis Liuga / Lietuva, Lietuvas Teatra
un kino informacijas centra vaditajs, ka ari riko festivalu “New
Drama Action” — sava veida akciju, kas veicina misdienu dra-
maturgijas iestudéjumu rasanos Lietuva.

Starptautiskais Jauna teatra festivals “Homo Novus” 1999.
gada junija pirmo reizi saaicinaja kopa Latvijas starptautisko
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festivalu direktorus, jautajot:

Vai starptautisku festivalu rikotajiem ir nepiecieSama sava for-
mala vai neformala asociacija, kopigas pozicijas nos-
tiprina8ana, lai pieradrtu un paradrttu, cik efektigi festivali var
nest Latvijas t€lu pasaulé un eksponét Latvijas makslu starp-
tautiska limeni? Vai mums nepiecieSams sakt dialogu valsts
[TmenT un aizstavet savu poziciju? Kada veida to vislabak
darit? Vai ir iespgjamas savstarpgjas konsultacijas, sadarbiba,
informacijas apmaina un koordinacija? Vai nepiecieSams
kopigs informativs izdevums?

Festivali Latvija spozi demonstré modeli, ka Sodienas
apstak|os kulttras organizacija var efektigi darboties — piesais-
tot sponsoru atbalstu, attistot savu mérkauditoriju, veidojot
veiksmigu menedZmenta modeli.

Sobrid Latvija notiekosie festivali valsts kultdrpolitikas lTmeni
vishieZak tiek ignoréti vai pielidzinati privatiem pasakumiem.
LR Kultliras ministrijai nav talredzigas kultirpolitikas
stratégijas Saja joma, ta ir stihiska, haotiska un intuitiva.
Festivali, savstarpgji sadarbojoties, varétu veicinat attieksmes
mainu kultarpolitikas liment, veidot dialogu un sadarbibas
modeli ar valsti.

Festivalu direktoru saruna Homo Novus laika, kur, piedalijas
art viesi no citu valstu festivaliem, turpindja diskusiju par to,
vai ir nepiecieSams veidot Latvijas festivalu direktoru
apvienibu, kopgju platformu ar mérki saskanot savu darbibu,
apvienoties, lai papildus piesaistitu skatitajus un taristus un
veidotu kopgju marketinga stratégiju, bet pats galvenais, lai
veidotu kopgju nostaju un modeli festivalu nepicieSamibas
pamato$anai valsts kultdrpolitikas [TmenT.

Juris Visockis atzina, ka kultoras informacija un notikumu
koordingtiba ir nopietns trukums Latvija, tieSi §T iemesla d&|
ving neprata atbildet uz jautajumu, cik un kadi festivali darbo-
jas Riga. Tika izteikti vairaki piedavajumi koordinégt festivalu
darbibu — gan no Festivalu fonda direktores Sarmas
Freibergas, gan no sabiedriskas organizacijas “Latvijas projek-
ts” parstavja Vilna Rulla puses. Peteri Krilovu vairakkart
izskangjust doma par festivalu koordinacijas centra veido$anas
nepiecieSamibu gan priecg, gan biedé — lai arT tas uzrada 8is
problémas aktualitati, tas arf var novest pie konjunktiras un
uzmantbas novér$anas no pamatproblémas.

Saruna tika diskutéts par to, kas ir starptautisks profesionals
festivals — vai ta limeni nosaka daltbnieku vai organizatoru
profesionalisms? Ka atrast starptautiski saprotamus kritérijus,
kas |autu noteikt, kas ir labs festivals. Ta ka gandriz visi fes-
tivali Latvija ir no valsts neatkarigas struktiras, tad $ada
reitinga tabulas izveido$ana varétu palidzet pieradt finan-
sétajiem un valstij, kapec festivali ir jaatbalsta: vai festivala
kvalitati nosaka prasmiga organizacija, aktuala ideja vai mak-
slinieciska kvalitate.

Diskusijas daltbniekiem bija dazadas domas, atbildot uz
jautajumiem, kas ir festivals, kapéc $adi notikumi ir jariko un
ka var noteikt, kas ir labs festivals. Un tomér Sie viedokli
neizslédz viens otru, bet gan papildina.

KAS IR FESTIVALS?

* Festivals ir pilsétas un skatitaju svetki.

* Festivals ir makslinieku tik3anas vieta, domu apmainas
iespéja.

* Festivals ir pieredzes papildinasana.

* Festivals ir iespgja mainit realitati.

* Festivals ir alternativa.

* Festivals ir risks.

* Festivals ir izgltibas iespéja.

* Festivals ir prieks.

FESTIVALS? KAPEC?

1) Labs festivals izmaina pilsétas ainavu un cilvekus. Tiek vei-
dota saikne starp viesiem un pilsétas iedzivotajiem.

2) Festivals veido alternativu tradicionalajai makslai, instittici-



jam, piedava dazadibu. Festivali var ietekmeét makslas attistibu,
atvert to jaunam ietekmém un iespgjam.

3) Festivals palidz maksliniekiem un skatitajiem klut atverta-
kiem pret cita veida makslu un kulttiru. Festivals var klut par
domu apmainas veidu starp maksliniekiem un auditoriju.

4) Festivals piedava izglitibas papildinasanas iespéju.

Hanna Hurciga: Riefumeiropa ipaSi daudz festivalu paradijas
60. gados, attistijas 70. gados un sasniedza savu apogeju 80.
gados. Tie notika vasaras, kad valsts teatriem bija brivdienas,
pamata tie tika rikoti, lai aizpilditu fukSumu. Mérkis galvenkart
bija paradit, cik daZads var biit teatris. Tikai pamazam 20 gadu
laika tie kluva par nopietnu alternativu valsts un pilsétas teat-
riem. Bet festivaliem Austrumeiropa, kas pamata aizsakas 90.
gados, jau no pasa sakuma bija daudz batiskaka politiska
nozime — festivali pieradija, ka ir vel kadi citi veidi, ka atbalstit
makslieniekus, ka ietekmét makslas attistibu. Tapéc labam fes-
tivalam ir jabat foti skaidram un noteiktam mérkim. Jasaprot,
kapéc festivals tiek rikots katra konkrétaja valsti, un veidot fes-
tivalu, balstoties uz $o pamatproblému. Viena festivala mérkis
ir veicinat masdienu dramaturgijas attistibu, cita festivala mér-
kis — iesaistit svetku norisés visu pilsetu. Festivals noteikti nav
tikai izrazu vai koncertu radisana skatitajiem. Kvalitati var no-
vértet atbilstosi izvirzitajiem mérkiem.

Diskusija

UN VALSTS?

Boriss Avramecs: Valsts kultirpolitikas limen atzits, ka fes-
tivali ir kluvusi par neatnemamu Latvijas kultiiras dzives
sastavdalu, bet nekads finansgjums pieskirts netiek, katru
gadu, nosledzot vienu festivalu, més nezinam, kas fiansiali ar
festivalu notiks nakamaja gada. Lidz ar to ir griiti sastadit pro-
grammu, jo visi ievérojamie makslinieki plano savu laiku divus
— tris gadus uz priekSu.

Lita Beiris: Sobrid misu festivala uzdevums ir veidot tik par-
liecinoSu programmu, lai valsts instittcijas pieSkirtu finansgju-
mu. Ta ka misu festivals ir profesionals, tad ir neiespgjami to
rikot, tikai balstoties uz sponsoru atbalstu. Latvijas festivaliem
vajadzetu apvienoties, lai apliecinatu un parliecinatu valdibu,
ka misu festivali ir nepiecieSami, ka tiem ir sava vieta kulttra
un ka tiem ir savs skattajs.

Hanna Hurciga: Festivalu direktoru uzdevums ir veidot pro-
grammu, atrast lidzeklus un organizet festivalu. Jums ir ari
jadoma par valsts kultrpolitiku, par statistiku, par to, ka
pieradit, ka festivaliem ir nozime un tie ir jaatbalsta. Tas ir
jadara kultdrpolitikas veidotajiem pilsétas domé un Kulttiras
ministrija. Bet izskatas, ka jums ne tikai ir jaorganize festivali,
bet arf jaizglito savi politiki.

PAR NEVALSTISKU ORGANIZACIJU LOMU KULTURA

Restorans Parlaments, 29.10.1999.

Saruna, ko vadija Makslinieku savienibas viceprezidente Ruta
Caupova, piedalijas Latvijas nevalstisko organizaciju parstavji,
Nevalstisko organizaciju centra parstavis un arzemju viesi.
Saruna tika uzdoti jautajumi, vairak ieskicgjot problémas, kam
nakotné japievers uzmaniba, mazak — sniedzot gatavas atbil-
des un skaidrus risindjumus:

* Kadi likumi vai citi normativi akti nosaka nevalstisko orga-
nizaciju darbibu Latvija? Vai ir ipaSa likumdo$ana, kas skar
nevalstisko sektoru kultoiras joma?

* Kadi ir finandu avoti, kas pieejami nevalstiskam organizaci-
jam? Cik efektivi valsts ir iesaistijusies nevalstisko kultiiras
organizaciju atbalstisana? Vai valsts liment ir mehanisms,
veids, ka finansét nevalstiskas organizacijas (pieméram, Lie-
tuva ir fonds, kur valsts finanséjumu konkursa kartiba var sa-
nemt visu nozaru nevalstiskas organizacijas)?

» Kada veida profesionalas organizacijas vai citas nevalstiskas
organizacijas var sanemt tieSas dotdcijas no valsts budzeta
savu funkciju un programmu realizeé$anai?

» Kada ir sadarbiba starp nevalstiskam organizacijam un valsts
institdcijam, risinot dialogu par kulttiras jautajumiem? Vai agrak
izveidotas sabiedriskas organizacijas — nozares asociacijas

Diskusija _ _
KAS IR JAUNA DRAMA?

Kafejnica Sarls, 30.10.1999.

VADA:

Banuta Rubess - rezisore / Kanada — Latvija

PIEDALAS:

Franciska Cimare — dramaturde / Latvija

Pols Deiviss — Volcano trupa / Lielbritanija

Audronis Luga — Kino un teatra informacijas centra vaditajs /
Lietuva, Vilna

Mara Zalite — dramaturge / Latvija

Banuta Rubess: Lai gan mani vecaki ir latvieSi un mana
dzimta valoda ir latvieSu, lielako muZza dalu esmu stradajusi
Kanada, ang|u valoda. Esmu bijusi gan aktrise, gan rezisore,

(piem. makslinieku, komponistu savienibas) — joprojam efektivi
veic savas funkcijas, darbojas ka lobijorganizacijas, iesakot li-
kumdo3anas izmainas, cinoties par valsts finanséjuma nepiecie-
Samibu makslai, piedavajot kritérijus demokratiskai finansgjuma
sadalei nozarg? Kada statusa darbojas un kada loma ir jauniz-
veidotam nevalstiskam organizacijam, kas biezi vien akfivi
darbojas arvien vairak domingjo$aja projektu sistema?

* Vai profesionalas makslinieku organizacijas ieklautas taja
pasa kategorija ka citas nevalstiskas organizacijas vai ari tam
ir ipass juridiskais statuss?

* Kada situacija atrodas tadas organizacijas, kas veido ekspe-
rimentalus un alternativus projektus?

* Kadas ir attiecibas starp organizacijam / fondiem, kas pie-
Skir finansgjumu un kas piesaista finansgjumu?

* Kadi ir nozimigakie $kersli, t.s., fresa sektora attistibai?

* Ka Latvija ir organizéta projektu finanséjuma sistema?

« Gik liela méra ir attistitas mecenatisma tradicijas? Vai valsts
sekmé mecenatismu un sponsoru iesaistiS8anu kultiras pro-
jektu finanse$ana?

* Ka nevalstiskas organizacijas var ietekmét valsts institiicijas,
likumdoSanas veido$anu?

gan dramaturge, esmu piedalijusies izrazu iestudeSanas pro-
cesd. Tada veida tapuSas 12 izrades. Kanada ir vieta, ko kolo-
nizéjusas divas lielas valstis. Politiski ta ir Anglijas kolonija,
kulttiras zina ta ir bijusi un vél joprojam ir Amerikas kolonija.
Pirms 30 gadiem Kanadas radoSie cilveki pazinoja, ka vélas
radit jaunu kanadie$u makslu. Ka zinams, Sekspirs nav kana-
dietis, tapéc cilveki noléma radit ko lidzigu, tikai — autentisku.
Gribetos apgalvot, ka pagaidam vél nav gandriz neviena miru-
$a kanadieSu dramaturga. Tas dod lielu brivibu un iedvesmu,
kas triikst lielai dalai citu rakstnieku.

* Jautajums sarunas dalibniekiem: Kas, jasuprat, ir luga?
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Mara Zalite: Katra zina es nebiSu ta, kas defines, kas ir luga,
jo tikpat griiti Sodien modernaja sabiedriba ir definét, kas ir
romans, kas ir dzeja. Es domaju, ka spektrs, kura Sodien var
runat par dramaturgiju, ir plass, bet més katrs apzinati vai ne-
apzinati rakstam tieSi to, kas izriet no mums pasiem. letekmeé
gan pasaules izjata, gan tradicijas, gan cilvéka intravertums
vai ekstravertums, oriente$anas uz socialam lietam, visbeid-
zot tictba vai neticiba tam, ka makslas veidi kalpo cilvéka bi-
tibas, dzives jegas atklasmei. Es ceru, ka esmu padarijusi
dramaturgijas jédzienu pietiekoSi neskaidru.

Audronis Luga: Ir pilnigi nevajadzigi un neiesp&jami meginat
definet, kas ir dramaturgija. Viena lieta, ko més varétu maci-
ties no amerikaniem, ir pragmatisms — viss, kas notiek, tas
ari notiek. Drizak jautdjums ir, kas ir laba luga un kas ir slikta
luga, un kapéc? Mes varétu runat arf par to, kapéc konkréta
vieta un konkréta laika top tieSi tada dramaturgija. Kapéc,
teiksim, Latvija Sobrid ir teatris, kads tas ir, kapéc Lietuva $o-
brid tiek iestudéta luga Shopping & Fucking, kas ir atzinigi
novértéta Lielbritanija. Bez Shopping & Fucking $aja sezona
esmu producgjis vél divas lietuvieSu lugas.

Banuta: Vai tas ir klasiskas lugas?

Audronis: Ng, drizak jaunas. Es parstavu Teatra un kino infor-
macijas centru Lietuva. Pirmo reizi apméram 10 gadu laika
més sarikojam Lietuvas jaunas dramaturgijas konkursu. Més
vélejamies saprast, kas ir jauna Lietuvas drama, kas ir tie, kas
raksta. Pirms tam pastavgja viedoklis, ka Lietuva nevienas jau-
nas lugas nav. Tika iesniegtas apméram 100 lugas. Tadai valstij
ka Lietuva tas ir arkartigi liels skaits. Noskaidrojam tris labakas
lugas, un nolemam meginat tas producét. Viena bija patie$am
izcila. Ir doma, ka to varétu tulkot un iestudet ari Latvija.
Banuta: Kadi bija kritériji, izvéloties tris lugas no simta?
Audronis: Zirija bija divi dramaturgi, viens reZisors un vairaki
teatra kritiki. Grati pateikt, kas Tsti ir laba luga, jo man ka pro-
ducentam vargtu bat viens viedoklis, savukart reZisoriem
gluzi cits. Ta var bt tikai un vienigi sajiita, un, ja 1 sajuta
ir kopeja visiem, tad acimredzot kaut kas labs var attisti-
ties. Man liekas normala ari rado$a sadarbiba starp rezisoru
un dramaturgu, lugu rakstot méginajumu laika. Lietuva augli-
ga sadarbiba pastav starp Sigitu Parulski un Oskaru KorSuno-
vu. Acimredzot attistisies lidziga sadarbiba ari citu dramatur-
gu un rezisoru starpa.

« Jautajums no zales: Es redz&ju izradi PS. Lieta. 0.K., un
man radas iespaids, ka dramaturgs Parulskis ir iestudgjis
rezisoru KorSunovu. Es pieturos pie ta, ka telpu izradé rada
dramaturgs un rezisors $is telpas ietvaros strada. Tas ir piee-
jas jautajums, var bit gan ta, gan ta.

Banuta: Es atziSos, ka pazistu dramaturgus, kas ir gatavi no-
galinat rezisoru, ja tiks izmainita kaut viena rindina. Man ir
demokratiska attieksme. Jautajums, kas ir luga, tika uzdots ar
tadu domu, ka tas varétu interesét auditoriju. Man ir alergija
pret $o sarunas tému. Viens no iemesliem varétu bt tas, ka
man nepatik lugas. Un, ja es ka rezisors nemu gatavu lugu,
tad pirma doma ir to partaisit. Tai pasa laika es tomér palieku
uzticiga autoraam. Vel viens iemesls, kapéc man nepatik Sis
jautajums, protams, ir tradiciondlisms — priek§stati par
noteiktiem standartiem: ka lugai ir jabtt sakumam, vidum,
beigam, un skatitajiem jabat spejigiem izsekot tai lidzi. Esmu
piedalijusies tados iestudgjumos, kur gandriz nemaz nav tek-
sta, kas balstiti uz maziku, kuros tiek izmantoti slaidi, kino uz
skatuves, tomér tas ir teatris, ta nav ne deja, ne pantomima.
Un péc tam cilveki ir teikusi: ja, man patika jisu luga. Luga ir
dialogs ar skatitaju. Un Sis dialogs var notikt tiiksto$ veidos.
e Es gribetu uzdot jautajumu Franciskai, ka dramaturgisks
darbs var nonakt Iidz skatuvei? Un kadi ir $kersli?

Franciska Cimare: ReZisors atnak pie dramaturga un lddz, lai
vind uzraksta lugu. Otrs veids — luga jau ir, un rezisors to izla-
sa. Tas ir saméra ilgs process.

Audronis: Par dramaturgijas agentiram. Agentira aiznes lu-
gu uz teatri, bet normals teatris diez vai riskés nemt jauna
autora pirmo lugu, jo ta var izgazties. Rezisors var atnakt un
teikt: nu, labi, pienemsim, es varétu iestudet So lugu, bet par
kadiem lidzekliem? Lugas nonak agenttras, un tur tas arf pa-
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liek. Acimredzot ir nepiecieS8amas cita veida aktivitates. Mes
sakam piedalities lugu radiSana. Sakuma ieguldam nedaudz
[[dzeklu, darbs sakas, tad mes radam darba skici, konstate-
jam, vai kaut kas var attistities talak un vai kads nevélas to fi-
nans&t. $ada veida izdevas ieinteresét dramaturgus, reZisorus
un aktierus. Ja process sakas, tad varbit ir iespégja ieinteresét
ari teatri, kas beigas iegulda naudu un pabeidz So darbu. Un,
ja gadijuma konkrétais dramaturgiskais darbs izgazas, tad ta
ir laba maciba gan rezisoram, gan dramaturgam. Katra zipa
dramaturgam ir jadzivo teatr1 un jazina ta noteikumi, nevis
tikai jaseZ pie galda. Si pieeja abam pusém dod iespéju sa-
darboties.

Banuta: Sada sistéma ir izplatita ari Kanada. Kanada tas ir
pierasts process: luga tiek publiski lasita, parrakstita, péc tam
notiek darbs ar aktieriem, péc tam, iespgjams, luga atkal tiek
parrakstita, atkal darbs ar aktieriem, jo teatris, panemot jeb-
kuru lugu, darbu pie tas uzskata par savu investiciju un sa-
redz nepiecieSamibu to noslipét lidz galam.

Volcano: Lielbritanija darbojas loti burzuaziska sistema. Dra-
maturgam ir savi agenti, kas vinu parstav visas dzives sferas.
Vini biezi medz kopigi spélét kriketu un nekad neparruna dra-
maturgijas jautajumus. Lai uzvestu lugu uz skatuves, varétu
bit tris pieejas: piedzimt tada valsti, kur strada $adi agenti; ja
tas nav izdevies, tad jamégina satikt kadu cilveku, kur$ varbat
$0 lugu izlasis, kuram ta iepatiksies un kur$ to talak atdos
teatrim. Tre$a iespeja: griti pateikt, ja dramaturga dzives laika
visas vina lugas ir pilnigas izgasanas...

* No zales: Agentiiru sistéma patiesiba ir izcila. lespgjams, ir
ari ne parak veiksmigas, bet tas dara lielu darbu, zina visu par
teatriem, parvalda situaciju.

Volcano: Agenti ir tikai tirgus sastavdala, bet tie nav obligati
nepiecieSami.

M.Zalite: Neviens agents nevienu manu lugu nav piedavajis
teatriem. Latvija nav iespéjams uzturét agentiiras. Masu jauna
dramaturgijas agentira ir tikko dzimusi... Ja mums, tapat ka
lietuvieSiem, peksni rastos viena jauna absolati geniala luga,
vai to bitu rakstijis skolnieks, vai pensionars no Balviem, tas
talt taptu zinams. Es nezinu, kas tas ir — agents, nekad ar ta-
du neesmu tikusies. Neskatoties uz to, visas lugas, kas turk-
lat ir sarakstitas dzeja, tedtros ir pienemtas un uzvestas.
Ingmars Caklais: Latvijas Dramaturgijas agentiiras direktors:
Agentira, noveértéjot situaciju, kada Sobrid Latvija pastav, ir
sapratusi, ka ta neko agentét vél nav spéjiga. Latvija tie§am
visi viens otru pazist, kas ir labi un slikti vienlaikus: ir lietas,
ko tapéc ir vieglak pamantt un ir lietas, ko tieSi tapec nepa-
mana. Ka rikojas autors? Laimigi iedod savam rezisoram lu-
gu. Bet otrs piemeérs ir Mara. Vina ir atradusi formu, ka ar re-
Zisoriem sarunaties, tapéc Marai $is problémas nav. Es uz-
skatu, ka ta ir ta tolerance, kas jaiemacas — rezisoram saruna-
ties ar autoru un autoram ar rezisoru. Runajot par proble-
mam, — Latvija nepastav sistéma, kas palidzétu originaldra-
maturgijai nonakt uz skatuves. Var runat gan par autortiesi-
bam, gan par citam jomam, jo nav jamekIg, kur nopirkt labu
lugu, ir jameklg, kam to pardot, un tad tu bisi dramaturgs.
Audronis: AtlauSos nepiekrist tam, ko teicat, ka visi viens ot-
ru pazist, tas ir sava veida stereotips, kur$ ierobezo realu
jaunradi. Ir noslegts loks, kura reti paradas jauni cilveki. To-
mér Eiropas prakse rada, ka jauniem dramaturgiem pasas la-
bakas ir tiesi pirmas lugas. Sie jaunie autori var paradrties no
pavisam cita slana, kas nav saistits ar teatri, un lidz ar to pa-
zust nepamaniti. ReZisoram vajadzétu bt tadam, kur$ var
iedroSinat vai iedvesmot dramaturgu, jo maksliniekam, lai
vind stradatu, ir vajadziga atsauciba. Situacijai vajadzetu bat
tadai, lai dramaturgu iedvesmotu doma, ka tas, ko vin3 raks-
ta, vienkarsi nepaliks vina rakstamgalda, ka pastav iespgja Sai
lugai nok|ut uz skatuves.

Banuta: Es labi parzinu situaciju Latvija un esmu saskarusies
ar vairakiem stereotipiem. Pirmais stereotips — ka visi viens
otru pazist. Otrais — Riga ir parak maza, lai taja vispar kaut
kas notiktu. Un tre8ais ir uzskats, ka latvieSu dramaturgija ir
slikta. Neatkarigi no ta, cik agentiira batu originaldarbu — kaut
vai 900 - tie tik un ta visi bis slikti, iznemot tos, kuru autori



jau mirusi. Nedaudz par pieredzi Kanada. Ari tur situacija bija
lidziga — visi kanadieSu dramaturgi automatiski tika uzskatiti
par sliktiem. Bez Saubam liela dala no viniem patiesam raksti-
ja slikti, taCu kaut kada veida vajadzgja rast risindgjumu. Para-
dijas cilveks, kur$ fanatiski aizstavéja domu, ka jebkas, kas
tiek uzrakstits, ir jaiestudé. Diemzél Kanada nav agentiru sis-
témas, taCu, ja ajentira strada tikai ar gataviem darbiem, pa-
beigtu lugu, nerodas labs teatris. Tas rodas tadu cilveku vid,
kas izprot teatri un ir taja ieksa.

Mara: Diemzel Latvija pat man, kurai ir tieSam |oti labas attie-
cibas ar teatriem, nekad nav bijusi ta laime kopa ar teatraliem
stradat pie manas lugas. Es bitu laimiga, ja kads nemtu ma-
nu tekstu un teiktu: Sini vieta kaut kas nav Tsti izdevies. Man
nekad neviens nav palidzgjis neviena teikuma uzrakstisana. Es
neesmu no teatra $adu palidzibu saneémusi, lai gan |oti vele-
tos. Labakais piemérs mana pieredze ir bijis, kad teatris teica:
més gribam, lai tu mums uzraksti lugu apméram par to un to.
* Kads no zales: Kada ir probléma, kapéc $is mehanisms ne-
darbojas?

Mara: Esmu ieverojusi, ka $ai festivala, ari $aja diskusija pie-
dalas maz lielo teatra rezisoru. Man ir tada sajuta, ka, varbit
iznemot dazus tieSam |oti radoSus, jaunus teatra kolektivus,

Diskusija ar jaunajiem rezisoriem

ES VARETU BUT ZAGLIS

Kafejnica Sarfs, 30.10.1999.

VADA:

Hanna Hurciga — teatra kritike, festivalu direktore / Vacija
PIEDALAS REZISORI:

Regnars Vaivars / neatkarigs reZisors / Latvija

Bens Sarka / teatris Gliukai / Lietuva

Nikolajs Ros¢ins / rado$a apvieniba Mufku kugis / Krievija
Viesturs Kairi§s / Jaunais Rigas teatris / Latvija

Hanna Hurciga: Sovakar daudz problému. Es saku $o ritu
pulksten desmitos diskutgjot, péc tam noskatijos Cetras teatra
izrades, tagad atkal ir saruna par teatri. Nakama probléma ir
1a, ka pie galda séZ tikai reZisori, kuriem diemZel nepatik
runat par darbu un vel mazak patik runat citam ar citu:
Viesturs Kairiss un Regnars Vaivars no Latvijas, Nikolajs
Ros¢ins no Maskavas. Saja krésla jaséz lietuviesu rezisoram
Benam Sarkam. lesp&jams, ka vin$ atnaks vélak. Sakuma
daZus jautajumus. Katrs runas aptuveni desmit minites, tad
bis visparigi jautajumi, kas varétu bit interesanti visiem. P&c
tam — jasu jautajumi.

Saksim ar Regnaru (Vaivaru — sast.), jo vinam mugura vis-
skaistakais mételis. Regnars ir aktieris un rezisors, macijies
pie Petera Krilova. Daudzi Sodien noteikti redzéja Vecako
délu, kas mani |oti parsteidza, jo pirms diviem gadiem bija
redzetas divas gluZi citada stila izrades. Ja paskatamies uz
izvéletajiem autoriem — vin$ iestudgjis Z. Zeng, L. Kerolu, 0.
Vaildu. Tas, ko es redzgju, bija popmaksla. Slidojo$as sievi-
etes, apgleznotas ar briniSkigiem ziediem, multimedials Sovs.
Bija skaistumkaralienes, aktieri uz skatuves uzvedas ka popz-
vaigznes. Kad sastapos ar vina skatuves darbiem, nodomaju:
“Tas bas viens no tiem, kur§ meginas uznest popmakslu uz
skatuves”. Sodienas iestud&jums bija pilnigi citads. Ta bija
izrade, kura galvenais bija attiecibas starp aktieriem rtpigi
izstradata stasta.

* Pirmais jautajums: Vai tas ir mezoniga perioda beigas vai
“slikta zéna” gals? Drikst ar atteikties atbildet uz jautajumu.
Regnars Vaivars: Ng, kapec?! Es gan negribu runat tik daudz
par beigam vai sakumu, jo patiesiba nekad nekas nav ticis
darits tapéc, ka tas bitu kaut kads periods, vai tapéc, ka
esmu tads zéns vai citads. Es varu vienigi mingt savas

kopuma Latvijas lielie teatri ir saméra stivi un neprot atrast
kontaktu ar autoriem.

Volcano: Tas skan Sausmigi, ka luga tiek pasatita. Ta ir necie-
Sama elle dramaturgiem un aktieriem. Kur§ domas par skati-
taju?

Banputa: Pirmo reizi, kad pati biju rezisore, man tas patika,
mes kopa ar aktieriem parrakstijam lugu.

Mara: Man ir japiekrit, ka $§3ada veida maksla nevar tapt, jo
pirmais nosacijums ir tas, ka makslu nevar radit no ta, ko
skatitajs gaida. Makslu var radrt tieSi no ta, ko skatitajs negai-
da. No otras puses, batu loti interesanti noskaidrot cilveku
stereotipus, ko vini grib un vélas redzet teatri, un tad paradit
kaut ko tadu, ko negaida. Es liela méra piekritu, ka lielu mak-
slas darbu nav iespéjams pasitit. Man ir bijusi divi pasitiju-
mi, ko es drizak velétos nosaukt par uzaicinajumu uz sadar-
bibu.Viena gadijuma tas bija Dailes teatris, kas man piedavaja
komponistu un |ava man pilnigi brivu filosofisku un tema-
tisku, bet ne zanrisku izveli. Tie bija MeZa gulbji. Otrs bija uz-
aicinajums uz sadarbibu ar Liepajas teatri ar rokoperu
Kaupén, mans mijais!. Ir zinamas priek3rocibas tad, ja tu zini,
kam raksti. Citiem vardiem, tas stimulg, palidz, rosina iztéli,
bet esmu saglabajusi rado$o neatkaribu.

nakotnes ieceres, kuras planots realizét nakamas sezonas
beigas. Pirma no tam ir Nezinitis uz Méness. Tas ir ieceréts
Dailes teatri uz lielas skatuves*. Es daudz nerunasu par 3o
izradi, gribu minét tikai to, ka scenografs bis Andris
Freibergs. Esmu iecergjis pieaicinat multimedialu makslinieku
Maiku Hencu no Hamburgas. Gaismotaja biis Sandra
Markrofta — meitene no Toronto.

H.Hurciga: Tatad ta biis bérnu izrade.

R.Vaivars: Ja!

H.Hurciga: Ir parsteidzosi, ka jaunie rezisori Latvija divu gadu
laika veikusi tik daudz sizetiski at3kirigu projektu dazados
Zanros. Vacijas jaunie reZisori to spétu varbit desmit gados.
R.Vaivars: Ja, ir bijusi multimediju izrade, Sovi, klasiskas
izrades, bas ari bérnu izrade. Ta ka dazadibas pietiek.
H.Hurciga: Kapéc bérnu luga?

R.Vaivars: Patiesiba ir noticis tapat ka vienmér. Es vienkarsi
gribu to taistt, tas ari viss. TieSi tapat bija ar Vecako délu. Tas,
ka izrade tapusi tagad un tas, ka ta ir tada, kada ta ir, faktiski
ir sakritiba. Tas nav nekads periods. Es jau sen domaju par
So izradi, patiesiba man ta bija dzili sirdi. Ja runajam, kapéc
bérnu izrade, — man vienkarsi patik, es gribu to darit. Turklat,
pirms iestajos Kultiiras akadeémija, esmu nedaudz darbojies
ar lellem teatri Kabata. Es jitu, ka tieSi Sobrid pietrakst Latvi-
jas bérniem. Tas patiesam ir aktuals teatris. Domaju, ka berni
ir pelnijusi, lai viniem rada kvalitativas izrades. Tads ir vieni-
gais iemesls.

H.Hurciga: Par autoriem. Var atrast sakaribu starp Z.Zeng,
0.Vaildu un L.Kerolu, ja més atceramies, Kerols bija pedofils.
Bet ir arT pavisam atSkiriga izvéle, pieméram, Gorans Stefa-
novskis. Ka pie tevis atnak teksts? Vai tu par to runa ar drau-
giem, varbit tev ir kads pazistams dramaturgs, kurs speciali
lasa darbus un tev iesaka? Ka autori atnak pie tevis? Ka tu iz-
velies?

R.Vaivars: Ta ka es nevaru lepoties ar paradumu lasit daudz
lugu un literatiiras, tad mans izvéles lauks nav tik plass, ka
gribetos. Ta vairak ir mirkla sakritiba. Ir lietas, par kuram es
gribu runat, un es piemeroju tam tekstu. Tapec zimigi ir tas,
ka gan Baltas laulibas, gan Salomi es nolému iestudét tad, kad

*Pirmizrade notika 2000. gada aprili
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es nebiju 8is lugas lasijis. Attiecitba uz Baltajam laulibam — biju
dzirdgjis Silvijas Radzobes komentaru par igaunu iestudgju-
mu, par Salomi man vienkarsi pateica, ka tas ir kaut kas labs.
H.Hurciga: Vai materiala atlase notiek, analizéjot, ka pietrikst
Latvijas teatri? Teiksim, nav multimediala projekta, tatad tads
ir jataisa. Nav bérnu lugas, jo bérnu teatris ir gandriz miris,
tad jataisa tas. Vai te nav telpas bérnu teatrim? Es zinu, ka
Latvija ir uzskats, ka bérnu teatri rezisét ir vieglak neka Sovu?
Vai tu analize sabiedribu, redzi to, ka nepiecieSama bérnu
izrade, un tad to veido?

R.Vaivars: Ng, tas ta nenotiek. Varbit es nedaudz parcentos,
runajot par Neziniti uz Méness un bérnu teatri. Tas man deva
spéku noticét tam, ka es patie$am gribu taisit bérnu izradi, jo
patiesiba ir |oti daudz literara materiala, kas man patik, bet
tas vél nenozime, ka es visus cen$os iestudet. Tas tieSam ir
saistits ar to, ko es tai bridi velos darit.

H.Hurciga: Pedgjais jautajums. Kads bel§u rezisors ir teicis,
ka visi rezisori ir glévuli, kuri izturas ka Napoleoni. Vai tu
varétu definét, kas ir reZisors?

R.Vaivars: Es absoliti piekritu. Jis redzat, $is mételitis... Un
viss pargjais... Kas tad tas ir?

Bens Sarka

H.Hurciga: Bens Sarka ir no Lietuvas, no Klaipadas. Joks ir
tads, ka broSarina par festivalu ir rakstits, ka rezisors ir
dzimis 1987. gada, beidzis macities augstskola 1987. un ar
savu teatri izveidojis 1987. gada. Tatad jasu prieksa ir |oti
jauns cilveks.

Vind vada neatkarigu teatra grupu Lietuva. Es jautaju vinam,
kur vin$ strada, un atbilde bija — 5 metru istabina. Tatad tas ir
art virtuves teatris. Vin$ uzskata, ka publikai janak pie aktiera,
nevis aktierim pie publikas. Izrades notiek visdazadakajas
vietas, kur vien tas iespgjams. Parasti — |oti tuvu skatitajiem.
Reiz bija izrade 700 skatitajiem, tad tika radits 5 metru
paaugstinajums, skatitajiem bija jaskatas uz augSu. Izradg, ko
redzeju Sai festivala, bija viltus transvestits, viltus melna-
dainais, daudz istas uguns un ddens, un ta bija improvizacija
aktieru starpa. To varétu salidzinat ar fluksusa (fluxes)
kustibu, kas bija Eiropa pirms daziem gadiem. Teatris ir pare-
ja cita prata dimensija. Un, ja méginatu paskaidrot, kas tas ir,
tas bitu nomadu, ¢iganu, ebreju stila teatris. Klejotaju cilSu
teatris. Tad mans pirmais jautajums batu — vai vins patiesam
izmanto teatri ka patiesibas izpétes lidzekli? Tas ir bitisks
jautajums.

B.Sarka: Es domaju, ka ta nav taisniba. Mes radam vienalga
kam, radam to, ka lietas riipgjas par kadu. Més neveidojam
bérnu izrades. Bérni vienkarsi nak. Nak dazadi cilveku tipi:
konservativi cilveki, vecaki cilveki, citadi cilveki. Nav svarigi,
kadi. Varbut berni saprot labak.

H.Hurciga: Es sajutu, ka tavas izrades pamata ir aktieru
improvizacija — eksperimentals process ko tu vadi?

B.Sarka: Es domaju, ka tur nav improvizacijas. Pamatdoma ir
tada, ka improvizacija nav improvizacija. Nekas nav jaim-
provizé. Nav nejausu lietu, nav nejausibu.

H.Hurciga: Es méginu saprast. Vai tada gadijuma tavu teatri
var nosaukt par kladu teatri?

B.Sarka: Ko mas varam pateikt par nonsensu? Vai ta ir klida,
vai nav? D. Harmss ir teicis: “Mani interese tikai nonsenss”.
Es varu pateikt vélreiz to pasu.

izdzivojis? Cik gadus jau ta? Piecpadsmit gadus tu veido $ada
tipa teatri, un esi izdzivojis tada maza pilséta ka Klaipéda.
B.Sarka: Tas nav “tads teatra tips”. Tas ir vienkarsi intere-
sants process, kas notiek ar mani. Jus redzejat tikai divas iz-
rades, tas nav tas pats, ko més darijam agrak.

H.Hurciga: Un ar ko jis nodarbojaties agrak?

B.Sarka: Ar to padu, bet teatris eksist? tikai vienu, divas
stundas. Izrade ir beigusies, un teatra vairs nav. Un kas tad ir
teatris? Tikai tas mirklis, kura kaut kas notiek.

H.Hurciga: Es nepiekritu, jo, lai izrade notiktu, ir jasatiek cil-
veki, ir jaruna par to. Jums ir jabit telpai, naudai, idejam, ja-
atrod teksts vai neteksts. Ir daudz darba vél pirms tam divam
stundam, kad notiek izrade.
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B.Sarka: Ja kads teatris nomirst, telpas vai naudas trikuma
de|, tad ta tam jabut. Ta tadam teatrim ari vajag. Tas ir tapat
ka milestiba. Ja nebus sievietes, ko milét, nebus ari milesti-
bas. Samuraji milgja tas sievietes, kuras pasas nezinaja, ka
tiek milétas.

H.Hurciga: Esmu nedaudz parsteigta, bet, cik saprotu, tavs
tedtris ir kaut kas, kas notiek tikai tagad — taja laika, kad tas
notiek. Ta ir?

B.Sarka: Ja, protams. Tas var vairak neatkartoties, divaini,
bet tomer atkartojas.

H.Hurciga: Vai tev ir definicija, kas ir rezisors? Varbit pasaki,
ko tu darttu, ja nebitu rezisors?

B.Sarka: Es varétu biit zaglis. Es domaju, ka labi zagli ir tie,
par Kuriem neviens nezina, vinus nevar nokert.

H.Hurciga: Piepemts.

Nikolajs Ros¢ins

H.Hurciga: Tagad es grib&tu vérsties pie Nikolaja Ro$¢ina
kunga. Sodien redzgju jusu izradi, un jasaka, ka biju |oti
parsteigta. Pec tam runaju ar Debiju centra direktoru, kur§
pastastija, ka $is ir jusu pirmais iestudgjums. Skatoties izradi,
es redzeju cilveku grupu, kura attistijusi noteiktu stilu un
stradajusi pie ta |oti, loti ilgi.

N.Ros€ins: Ja, mes ilgi stradajam.

H.Hurciga: Jus pabeidzat akadémiju, un visa aktieru grupa
kopa kadu laiku stradaja Maskavas Jaunatnes teatri.
N.Ros€ins: Ja, gadu més nostradajam tur, péc tam visi kopa
aizgajam.

H.Hurciga: Jus aizgajat, lai dibinatu savu trupu. Vai $is ir pir-
mais jisu darbs sadarbiba ar Debiju centru?

N.Ros&ins: Ja.

H.Hurciga: Ka jis stradajat ar savu trupu? Pagaidam més
neko daudz par jums nezinam.

N.Rosgins: So darbu aizsakam tresaja kursa, kad vél kopa
macijamies institita. Tad nebija neviena rezisora — aktieri pasi
saceréja etides. Pedgja, ceturta kursa laika iesakto novedam
[[dz rezultatam. Darba metode? Rados$a kolektivisma metode.
H.Hurciga: Tomér jis skaitaties $is izrades rezisors.
N.Ros€ins: Viena darba posma es saku visu apkopot, virzit
uz vienotu veselumu.

H.Hurciga: Ariizrade jis spélgjat “slikta puisa” lomu - to,
kur$ piespiez citus kaut ko darit.

N.Ros€ins: Man likas, visiem tas patika...

H.Hurciga: Kataloga rakstits, ka izrade tapusi Bosha un
Brégela gleznu iespaida.

N.Ros€ins: Patiesiba gleznas paradijas daudz velak neka
izrades stils. Ta atmosféra, kuru gribéjam radit, asocigjas un
iezimejas ka Bregela un Bosha gleznu pasaule.

H.Hurciga: Vai pastav iespéjas ari turpmak attistit $o darba
stilu ar tiem paSiem cilvékiem, jo tas ir grupas, kolektiva
radits rezultats.

N.Ros€ins: Més turpinam stradat.

H.Hurciga: Bitu interesanti dzirdet, ka cilveki $aja zeme var
izdzivot, ka var iegat finanséjumu. Vai ta ir Kultdras ministri-
jas palidziba, kadi fondi, sponsori?

N.Ros€ins: Misu grupa paslaik atrodas un meégina Debijas
centrd. Viss ar $o jautajumu saistitais ir |oti, pat parak
sarezgits.

H.Hurciga: Tomér jus vélaties ta turpinat? Nevis stradat kada
teatri vai biit tikai aktieris vai rezisors pavisam citos
apstaklos?

N.Ros€ins: Tur tacu ir tiei tas paSas problemas! Pie tam vél
tur ir neinteresanti.

H.Hurciga: Ta ir Rietumeiropas tendence — rezisori,
pieméram, Piters Bruks vai Jans Fabro, ne mazak ka desmit
gadus ir stradajusi ar vienu komandu — ar tiem pasiem
aktieriem, scenografiem, mazikiem, gaismotajiem. Vini
pakapeniski ir attistijusi savu specifisko stilu, kuru $odien
redzam izkoptu Iidz pilnibai. Vai ar jums ari ta varétu notikt?
N.Ros€ins: Ja radoSa grupa ilgu laiku strada viena un taja
pasa sastava, saskarsmes un attiectbu limenis k|ust dzilaks
un cie$aks. Tad saruna notiek nevis profesionala valoda, bet
cita, daudz smalkaka limen.



H.Hurciga: Ja, tie ir pavisam pretgji, atSkirigi celi, talants. Bt
rezisoram, kur$ strada dazados teatros, dazados stilos un ar
dazadu materidlu, vai rezisoram, kur$ attista sev vien rak-
sturigu stilu, turklat kopa ar savu komandu.

N.Ros€ins: Kamér mums ir interesanti vienam ar otru, tikmer
meés esam kopa. Ja apniksim cits citam, tad izSkirsimies.
H.Hurciga: Jisu domas, jiisu definicija — kas ir rezisors?
N.Ros€ins: Pirmkart, rezisoram jabiit rado$am liderim, kur$
spéj iedvesmot. Ir skumiji, ja ta ir tikai profesija.

Viesturs Kairiss

H.Hurciga: VEl viens Latvijas Kultiiras akadémijas absolvents,
kur$ macijies pie pasniedzgja Pétera Krilova. Tacu pirma inte-
rese acimredzot bija kino, un tikai péc tam teatra rezija. Tad
notika strauja attistiba. Pec akadémijas beig$anas radas
Nepanesama teatra artelis, kuru nodibinaja tris |oti atskirigi
cilveki, kas varbit cits citam pat ipasi nepatika un kuriem bija
pagriti stradat kopa. Tagad Gatis Smits ir aizbraucis uz
Nurjorku. Dz.Dz. Dzilindzers joprojam nodarbojas ar reziju.
Bet grupa — tris cilveku vieniba, kas kopa darbojas un meklgja
kopigu naudu projektiem, — izjuka apméram péc gada.
Viesturs Kairi§s pirms diviem gadiem iestudéja E.Sabato Tu-
neli, kur uz skatuves bija tikai pieci aktieri. Sovakar Jevgenija
Onegina uz skatuves bija 70 cilveku. Vacija nekas tads nebatu
iespéjams. Jauns rezisors, kurs$ iestudgjis piecas izrades, ne-
kad nesanemtu piedavajumu opera iestudet Jevgeniju Opegi-
nu. Viesturs vél ir iestudgjis kadu visiem labi zinamu Ridolfa
Blaumana lugu, kura ir tads ka tautas bestsellers. Nav iespé-
jams salidzinat. Varbat var salidzinat ar Faustu Vacija. Ta ir
luga, kas ir iestudéta neskaitamas reizes, un ta jaskatas vis-
maz reizi gada. Un jautajums: kapéc tu, ellg, izvelgjies ies-
tudet tik tradicionalu lugu. Kapéc tu to iestudgji pilnigi
atskirigi no visiem pargjiem?

V.Kairiss: Es to neiestudgju elle, bet Jaunaja Rigas teatri. Tas
bija sen, un man ir griti atceréties, kad tas ienaca prata. Es ipa-
Si par to nedomaju. Vienreiz izdomaju un... Vélak tas attistijas,
man nebija domas graut tradicijas. Svarigak ir paSam aizrauties.
Tas bija apmeram tapat, ka es parasti stradaju. Lielas at3kiribas
nebija.

H.Hurciga: Tatad tu tikai pievienoji tikstoskart iestudétai izra-
dei vél vienu versiju? Tas nav ticami!

V.Kairiss: Tas patie§am ta ir. Tas ir neticami. Tas varétu bt
neticami.

H.Hurciga: Kas mainijies kop$ darba pie kamerizrades un pirma-
jam idejam? Kas notika, ka tu attistijies tik strauji, ka tu Sobrid
vari stradat jebkura teatri, ari opera. Kapéc notika tads Ieciens?
V.Kairi§s: Mainijies nav nekas. Ari trupa palikusi ta pati, es
vienkarsi sekoju aktieriem uz Jauno Rigas teatri. Principa es
dzive apzinati neko neesmu mainijis. Ari opera ir tepat, diez-
gan tuvu mums. Erti stradat.

H.Hurciga: Es uzskatu, ka tomer ir lielas parmainas. Tas ir
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neticami, kas ar tevi ir noticis $ajos divos gados! Gik es zinu,
nakama opera ir Mocarta Burvju flauta. Un talak? Jaunam
operas rezisoram iestudét Burvju flautu — tas ir sapnis, ko va-
rétu istenot kadreiz, varbit péc divdesmit pieciem gadiem,
bet tu jau tagad to visu divu, tris gadu laika... Ko talak? Es
esmu Soketa!

V.Kairi§s: Es nesapratu jautajumu. Kas talak? Es |oti ceru, ka
manas cilveciskas rezerves izradisies tik talas vai dzilas, vai
interesantas, ka tikai tad es saksu stradat.

uz augstaku lTmeni.

Vakar es satiku Maru Zaliti un teicu vinai, ka ieSu tikties ar
jaunajiem rezisoriem. Prasiju, ko lai viniem pajauta? M.Zalite
ir dzejniece, un dzejnieki, ka zinams, savus jautajumus uzdod
loti vienkarsi un precizi. Mara Zalite man ieteica uzdot jauta-
jumu, uz kuru vini var atbildet ar ja vai né. Vai Dievs ir?
V.Kairis§s: Nav 1paSi gudri apSaubit Dieva esamibu ar tadiem
jautajumiem. Bet $is ir tads poétisks jautajums, uz to bitu
jasniedz poéetiska atbilde. Un tadas man nav. Es domaju, ka
m&s nerunasim, vai Dievs ir vai nav.

H.Hurciga: Varbit kads no klateso$ajiem velas ko pajautat?
V.Kairi§s: Man ir viens jautajums Hannai (Hurcigai — sast.).
Vai vina Latvijas rezisorus uzskata par rietumu vai tomer aus-
trumu rezisoriem? Ja vai ng?

H.Hurciga: Ja?!

H.Hurciga: Nevienam nekas nav jautdgjams? Krilova kungs
saviem studentiem neko nevélas pajautat?

Peteris Krilovs: Jautajums par Dievu nav nekads poétiskais
jautajums.

V.Kairi§s: Varbit meés varétu runat par saturu, nevis par
formu? Sis jautajums bija forma, nevis saturs, jo tas, pro-
tams, nav poétisks jautajums.

P.Krilovs: Nevar vienmer uzskatit, ka tas, ko cilveki dara, vai
ari — paSam nevajag uzskatit, ka tas, ko pats dari, ir
svarigakais pasaulg, jo tas ne vienmér ir parak veseligi.
H.Hurciga: Ko tiesi jis domajat?

P.Krilovs: Es to domaju saistiba ar savas pozicijas noskaidro-
$anu. Tas ir jauztver vai nu ar humoru, vai... Vieglak ir veidot
normalu distanci, varbiit paSam értak — var paskatities uz sevi
no malas.

H.Hurciga: Tas ir padoms, ieteikums visiem?

P.Krilovs: Ne visiem, bet tas ir tas, ko saviem studentiem
médzu bieZi teikt.

H.Hurciga: Ja tas ir padoms, tad jus esat |oti laimigs cilveks,
jo daudzi jaunie rezisori tacu ir jusu studenti. Tas ir |oti nosle-
pumaini. Kas ir $aja cilveka, kas vina ir tads, ja vin§ macijis
visus $0s jaunos cilvekus? Runajot par distancé$anos no ta,
kas tu esi, es iedomajos, ka varbit jus nakat no kino, nevis
no teatra, un tas ir tas noslépums.

P.Krilovs: Hanna jau runa ka tradicionals latvieSu kritikis.

Normunds Naumanis — laikraksta Diena korespondents, tea-

tra kritikis / Latvija

Peteris Krilovs — festivala Homo Novus direktors, / Latvija

Alvis Hermanis — Jauna Rigas teatra makslinieciskais

vaditajs, rezisors / Latvija

Anna EiZvertina - studijteatra Skatuve direktore, rezisore,

Latvijas Kulttras akademijas pasniedzgja / Latvija

lize Klavipa — HN'99 kataloga redaktore, teatra kritike / Latvija

Latvijas mediju parstavji, zurnalisti, interesenti

Zane Kreicberga: Gribetos, lai diskusija veidojas ka saruna

par iespaidiem, ko 81 nedéla ir devusi vai atnemusi. Més So-
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dienas saruna gribam koncentréties uz festivala izradem,
skatot ainu kopuma, méginot neatdaltt latvieSu izrazu
programmu no darzemju izradém.

lize Rudzite: Velamies dzirdet Latvijas teatra kritiku viedokli.
Kadam turpmak jabat Homo Novus un ka talak attistities
latvieSu teatrim — ka tam triikst, kam vajadzétu mainities. Vai
latvieSu teatri pietrikst tadu izrazu, kadas publika ir atradusi
festivala arzemju programma?

Z.Kreicherga: Vakar satiku kadu no misu aktrisém, kas bija
redzejusi vairakas arzemju izrades, un pirmo reizi es piere-
dzeju, ka par vienu izradi kolégu starpa var bt tik dazadi
viedokli. Manuprat, ta ir viena no §i festivala vertibam, ka tiek
provoceti dazadi viedokli, ka izrades ir tik atskirigas. Es uz-
skatu, ka visas izrades sava zina ir vértibas. Jautajums ir par
to, kads veidojas kopegjais piedavajuma kokteilis. Vai Homo
Novus ir kaut kas vienots, vesels? Varbat tie ir atseviski, ap-
zina it ka saskidusi fragmenti?

Silvija Radzobe: Katrs no uzdotajiem jautajumiem var bt
pamats atseviSkai diskusijai.

PastastiSu to, kas man, pirmos iespaidus apkopojot, liekas
vissvarigakais. Pirmkart, noskatoties septinas $i festivala
izrades un izlasot loti interesanto bukletu, es nonacu pie
jautajuma — vai un ko nozimé jaunais festivala formul&juma.
Tatad — jauna teatra festivals. Manas domas liela méra sakrit
ar Pétera Krilova bukleta teikto, ka jaunais tie$a veida ne-
nozimé pasaules teatra vésturé nebijusas novitates. Skiet, ka
neko jaunu 20. gadsimta beigas teatri nav iespgjams atrast
un radit. Terminu jauns uzskatu ka metafizisku vardu, kas
varbiit tie$i nenozime neko, bet ta jegu es saskatu apstakli,
ka latvieSu skatitajus i neapSaubami makslinieciski
augstvertiga produkcija varétu izraut no dzila provincialisma,
kas raksturigs misu teatrim. Paradit to, ka mums pietrikst.
Es pamaniju divas festivala repertuara sastadisanas tenden-
ces, kas karo sava starpa. Viena tendence saistas ar abam
igaunu izradem — Ciiskas ce/$ un Peleass un Melizande. Tas
ir kolosals, rado$s paraugs latvieSu teatrim, abas §is izrades
bija harmoniskas sava formas un satura vienotiba, ko mums
Latvija gadas redzet ne parak biezi. Tas pauda filosofiju, kas
man ka cilvékam, kas dzivo misdienu ekstazes un speka
pasaulg, ir |oti svariga.

Peleass un Melizande istenoja perfektu simboliska teatra
restauracijas teoriju. Par to idz $im biju lasijusi tikai tedtra
véstures apcergjumos. Man bija parsteigums, ka $i precizi
restauréta simboliska teatra tradicija Sodien var bt tik dziva.
Runajot par izradi Ciiskas ce/$, jakonstatg, ka rezisors
(P.Pedajass — sast.) turpina mitiska teatra valodu, ko vins$ tik
briniSkigi aizsaka jau 90. gadu sakuma. Abu 3o izrazu varoni
ir ka depersonalizétas figtiras, kuras izspélé kadu cilvecei
raksturigu mitu — par cilvéka liktena nolemtibu un samieri-
nasanos ar to. Saja samierinasanas filosofija, kas krasi
kontrasté ar Latvijas paSreizéjo oficialo ideologiju, es redz&ju
lielu spéku un vitalu energiju.

Negativo Iniju, kas ir pretruna pieminétajai festivala
programmas virzibai, redzgju tados uzvedumos ka makedo-
nieSu Velu parnaksana un Velsas izradeé Pilséta, kas sajuka
prata. To, ko paradija velsieSi, mana uztveré var apzimet ar
60. gadu underground izpausmém. $ada nozime latvie$u
teatra vidgjais limenis, manuprat, ir augstaks. Sapigaka si-
tudcija saistas ar Makedonijas Albanu teatri. Saja izrade tika
skarta arT Latvija aktuala téma par nacionalo identitati, tacu §i
téma tika risinata galgji primitiva teatra makslinieciskaja
valoda. Padomju laika valdo$a ideologija pieprasija pari
estetiskai kvalitatei pacelt idejisko primatu. Sis izrades para-
disanas festivala programma man Skiet nomacosa un liek
jautat, vai tada ir ari festivala ideologija.

Man ir laiméjies redzét genialu izradi — Cingiza Aitmatova
romana Un garaka par miiZu diena ilgst interpretaciju Eimun-
ta NekroSus rezija, veltitu $ai pasai temai — nacionalas iden-
titates problémai — Skita zaimojo3i skatities $adu primitivu
priek§nesumu. Bez tam Latvija pagaju$aja sezona ari ir tapusi
izrade, kas uzdod $o paSu jautajumu, turklat nebit ne zemaka
kvalitate ka albaniem. Ta ir izrade Kaupén, mans milais!, tacu
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tai festivala programma nebija atradusies vieta. lesp&jams, ka
tade| man pret albanu izradi ir tik sakapinati negativa attiek-
sme. Paldies festivala rikotajiem par abam igaunu izradem,
par Hedu Gableri un interesanto 0.Kor§unova izradi.
Z.Kreicherga: Varbat kadam ir aizstavibas runa albaniem?
Vai varbit kads grib atbalstit?

Anna EiZvertina: Silvija (Radzobe - sast.) mingja vardu pro-
vincialisms. Mana izpratné provincialisms ir tas, ka cilveks ne-
mitigi alkst péc notikumiem. Varbit ta izpauzas misu provin-
cialisms, ka més gribam notikumu Homo Novus. Tas noti-
kums tomeér ir noticis. Man ir tikai viena pretenzija festivala ri-
kotajiem — iesp&jas noskatities izrades nedelas sakuma vargja
bat lielakas, jo Sobrid viena dala apmekletaju ir spiesti izturét
pedejo dienu slodzi. Lai arT esmu redzgjusi tikai vienu igaunu
izradi, man ta festivala Skita visinteresantaka, neraugoties uz
to, ka ta iestudéta nedaudz tradicionali. Izrade $aja postmo-
dernisma laika putra izcélas ar savu genialo vienkar$ibu. Festi-
valam gan attieciba uz skatitaju, gan visu latvieSu profesionalo
teatri ir viena jauka priek$rociba. Més varam tuvplana salidzi-
nat savu teatri ar to, ko dara Eiropa.

Ja runajam par somu izradi (Raudas — sast.), tad sakuma i
burviga sievieSu komanda no formas viedokla, no cilvécisko
un aktierisko iesp&ju viedokl|a skanu radiSanas partitara bija
briniskiga, bet beigas rodas jautajums — pie ka tas viss no-
nak, jo logiski, ka mani interesé ari satura jautajums.

Kad man partikusas Eiropas sabiedribas parstavji sak sludinat
apokalipsi, es saku domat par to, ka viniem laikam vienkarsi
nav ko darit.

0.KorSunova izrade (Shopping & Fucking — sast.) man megi-
na iestastit, ka problémas, kas bijusas senaja Sparta un
Griekija, japace| Sodienas Apokalipses limeni. Neskatoties uz
briniskigo aktierspéli, dramaturgiskais materials, Skiet,
nepacelas lidz visparindjumam. Bet vienalga labi, ka més to
redzam. Ir lietas, ko latvieSu skatitaji nav redz&jusi, kaut gan
Eiropa tam jau sen izgajusi cauri. Mums $o niSu jaunibas
dulluma meginaja aizpildit Regnars (Vaivars — sast.), un
varbit pat estetiskak.

Hanna Hurciga: Es gribétu atgriezties pie albanu izrades
(Velu parnaksana — sast.). Jus asi izteicaties par So uzvedu-
mu, lietojot vardu “primitivs”. Grib&tu parunat par to, kadas
misdienas ir festivala funkcijas.

Vai festivalam ir svarigi savakt vienkopus tikai labas izrades
vai ari tas ir notikums, kurd varam iegat informaciju par val-
stim, norisém tajas. Albanu izrades motivs ir panemts no
|.Kadarg, bet tekstu rakstijis zurnalists Teki DerviSi. Tas ir
piesatinats ar informaciju par albanu identitates, nacional-
itates problemam. Nepareizs bija konteksts, kada i izrade
tika radita. Skatoties izradi, es nesapratu, par ko ta ir. Ta bija
parak specifiska, parak detalizeta tiem, kas zina albanu prob-
Iemas vispariga limeni. Ja biitu konteksts, ja diskusija, ievada
pirms izrades biitu runats par §im problemam, tad izradi butu
vieglak saprast. Festivala loma ir, lai més varétu uzzinat par
dazadiem teatriem dazados kultiiras kontekstos, un ideja
ieklaut So izradi programma bija pareiza, bet konteksts — né.
Man patik, ka festivals darbojas vairakos limenos.

Kriss Torés: Teki Dervisi nav tikai zurnalists, bet ari labi
zinams albanu dzejnieks, romanists, arf dramaturgs.

lize Klavina: Festivals jau laikus domaja par albanu kultdras
konteksta problemu un tika veikts izskaidrojo$s darbs: bija
publikacijas zurnala Rigas Laiks, bija sagatavota program-
mina, tiesa, tikai latvieSu valoda, kura ipasi tika skaidrotas
albanu vestures un kultiiras zZimes.

S.Radzobe: Ir divas gluzi atSkirigas koncepcijas, un tas mes
ari parstavam. Proti, viena ir tada, ka to formuléja Hanna
Hurciga — festivals ka dazadu izrazu saraksts, otra — festivals
ka tikai /abu izrazu saraksts. Es runaju personigi, jo dzivoju
Latvija, kur ir tikai viens starptautisks festivals, un man loti
reti ir iespgjams redzet kaut ko arpus Latvijas, tapec oti
gribas festivalu, kur katra izrade ir /aba izrade.

K.Torés: Ja mes salidzinam Homo Novus, pieméram, ar kadu
rokenrola grupu, tad nopirkt un klausities tikai vienu §1s gru-
pas disku ir garlaicigi, lai ari ta ir laba grupa. Loti atzistami,



ka latvieSu izrades ir saliktas kopa ar arzemju izradém. Notiek
mijiedarbiba. Lielas briesmas pastavétu, ja uz $adu festivalu
atvestu piecas labakas arzemju izrades.

Peteris Krilovs. Es gribu atgriezties pie iepriek$gjas temas,
kas tika aizskarta saistiba ar Albanu dramas teatri. M&s, ik-
diena nelasot Karla Gustava Junga darbus, vadijamies péc
viena no vina principiem. Jo vin§, pretstatot Rietumu filoso-
fiju Austrumu filosofijai, ir noradijis, ka austrumu cilveks
nevis saskaita, noverté un samero haotiski jiras krasta
izskalotus priekSmetus, bet vienkarsi padoma, ko tas varétu
nozimét, ka Sie dazadie priekSmeti ir izskaloti jiras krasta.

Ka skattajs es atlavos atslegties albanu teatra izrade. Man
radas karsta veleéSanas redzet, ka albanu cilveki skatas 3o
izradi sava zemé, kur ta viniem nozimé daudz vairak neka
més to varam saprast. Tas lieck domat, ka miisu ambicijas
pret teatra makslu ir tada pati nosacitiba ka Skietama albanu
izrades teksta nosacitiba. Es grib&tu kaut reizi nok|ot situacija,
kad varetu skatities kaut ko tamlidzigu, starp tiem cilvékiem
un to cilveku acim, kuri to ir radijusi un kuriem tas nozimé
daudz. Tas mani varétu satricinat vairak neka kada ekselenta
teatra izrade, kuru visi ir novertgjusi un atzinusi.

H.Hurciga: Es grib&tu turpinat par to, ka radit lugai kontek-
stu. Gribu runat par lugu Shopping & Fucking. 0.KorSunovs
So lugu uztveris |oti nopietni un parvertis par nopietnu
dramatisku notikumu. Bet 8T luga faktiski ir komédija. Tas ir
stasts par britu dzivi, satirisks, cinisks skatijums. Bitu bijis
interesanti noskatities $o pasu lugu, iestudétu kada britu
teatr1. Tas mums lautu vieglak salidzinat, kada tad ir Rietumu
un Austrumeiropas koncepcija par $ada veida dramu.
Festivalam vajadzetu koncentréties uz kadu vienu temu.
Valda Cakare: Kriss Tor¢s nupat teica, ja festivals paraditu
piecas labakas Eiropas izrades, tad batu visnota| garlaicigi.
Es par tadu garlaicibu varétu tikai sapnot, tiesa gan — ar
piebildi, ka tas, kas ir labs vispargjas atzisanas limeni, varbit
tie§am ne vienmer ir pats interesantakais.

So festivalu skatijos loti utilitari, salidzinot ar ieprieksgjo
atskirigs un kas labs. Manuprat, lietderibas koeficients Soreiz
bija augstaks neka iepriek$gja festivala. Bija vairak izrazu, kas
bija apspriezamas, par kuram var diskutet, atlauSos lietot So
jau sakompromitéto vardu — labas.

Piekritu Silvijas (Radzobes — sast.) domai, ka laba bija igaunu
izrade, rosino$a bija art somu aktridu izrade. Vinam tikai un
vientgi ar skanas palidzibu izdevas izpildit tas funkcijas, kuras
izrades vizualie un skaniskie elementi veic kopuma.

Attiectba uz 0.KorSunova izradi, man $kiet, ka KorSunovs, ba-
dams spéciga un talantiga personiba rezija, jebkuru materialu
merktiecigi izmanto savas ideologijas un filosofijas sludinasa-
nai. Un ta notiek jau vairaku gadu garuma. Kor§unovs izman-
tojis britu dramaturga darbu, es ar parsteigumu no Hannas
(Hurcigas — sast.) uzzinaju, ka ta ir komedija. Ar $o komédiju
vind izmanto, lai formulétu misdienu panakumu cilveku jeb
jaunas, uzvaro$as paaudzes ideologiju, izrékinoties ar tiem,
kas, vinuprat, ir vainigi, proti, ar iepriek3gjo paaudzi.

Albanu izrade cieSi sajaucas estetiskas un ideologiskas vai
politiskas problémas. Grib&tu nepiekrist tam, ko Hanna teica,
ka ta ir iespéja gt informaciju par $o sabiedribu.
Informacijas gii$anai mums ir citi avoti — avizes, zurnali, un
teatris tomér ir maksla ar saviem ipaSiem noteikumiem §is
informacijas pasnieg$anai. Ja més §is izrades atve$anu uz
Rigu vertéjam ka solidaritates aktu vai Zestu, ka bija avizé
rakstits, tad es negrib&tu, ka ar latvieSu teatrim $ads solida-
ritates Zests paradits, jo tas ir pazemojosi.

Un visbeidzot par velsieSu izradi. Man tiesam likas, ka ta ir
tada rietumniecisku $tampu kolekcija, runajot par savas
sabiedribas problemam, proti, aizrau$anos ar miskastes
estetiku ka pasSmerki. Kopuma $aja festivala ir daudz tadu
pieturas punktu, kas ir rosino$i. Tadas man likas abas igaunu
izrades, somu izrade un sava zina ari KorSunova izrade.
Z.Kreicherga: Tas bija apzinata provokacija — izdarit izvéli,
neiespéjams visu redzet un visa piedalities. Man bija |oti
interesanti bija vérot publiku. Ja mums pirms tam bija sajita,

ka vieniga publika bisim meés pasi un zinamais cilvéku loks,
kas parasti iet uz izradem. Loti patikami, ka vairakas ipatngjas
izrades, pieméram, Bena Sarkas izrade Carefree teatri
Skatuve, atrada savu publiku, vai otradi — publika atrada 8is
izrades.

H.Hurciga: Arzemiju viesi ir atbraukusi apskatities latvieSu
izrades. Es varu jus apsveikt ar to, ko més redzejam. Biju Seit
pirms diviem gadiem, un ir parsteidzosi, cik daudz izmainu
noticis, kadi ir sasniegumi. Loti skaidri bija redzams, ka jau-
nie rezisori strada dazadas jomas — gan kino, gan multimedi-
jos, gan, iestudajot miisdienu dramaturgiju un operu. Sadu
situaciju es neesmu noverojusi neviena cita valstr.

Jums ir konceptualists Alvis Hermanis, ir popart'a maksli-
nieks Regnars Vaivars (iznemot pedgjo iestudgjumu), ir
Viesturs Kairi§s, kurs ir pieradijis, ka vin$ var stradat gan ar
kamerstila iestudg&jumiem, kur ir pieci vai septini aktieri, gan
opera, kur ir solisti, koris. Jaunajiem rezisoriem ir zinams
veids, ka sadarboties ar Rietumeiropu. Regnars ir uzaicinajis
Maiku Henzu — vienu no ievérojamakajiem mediju makslin-
iekiem. Viesturam Kairiam ir sadarbiba ar Zanu Kalmanu —
vienu no labakajiem gaismu maksliniekiem. Attistiba ir
notikusi |oti strauji.

I.Rudzite: Vai Hanna (Hurciga — sast.) varétu kopuma rakstu-
rot latvieSu izrazu stilu, attistibas virzienus dramaturgiska
materiala izvele.

H.Hurciga: Es atsakos raksturot $adas tendences, jo nevar
apgalvot, ka ir kaut kas vienojo$s $o rezisoru darbiba. Tas, ka
strada Viesturs Kairi§s un Alvis Hermanis, nav salidzinams, jo
vinu koncepcijas un darbs ar aktieriem, ar dramaturgisko
materialu ir radikali atSkirigi. Vini neizvelas tikai masdienu
lugas. Vini darbojas dazadas jomas. Lidz ar to neviens no
viniem negribétu apgalvot, ka parstav noteiktu koncepciju.
K.Torés: Ja meés rundjam par kadu vienotu tendenci, tad ta
varétu bat virziba uz daudzveidibu, un katrs no Siem
rezisoriem apliecina savu individualitati. Ari materialu izvéle
ir loti daudzveidiga. Ir vél viena tendence, kuras man |oti
pietriikst Zviedrija. Auditorija ieintereséti seko Iidzi Siem
jauninajumiem. Zviedrija skatitaji netiek lidzi novatoriskam
tendencém.

Alvis Hermanis. Es gribu izstastit anekdoti par vienu no bi-
jusajiem ASV prezidentiem DZeraldu Fordu. Vinam bija prob-
lemas ar koordinaciju. Tas izpaudas ta, ka vin$ nevareja vien-
laicTgi koS|at koslajamo gumiju un staigat. Vinam bija jaap-
sézas. Koordinacija starp emocijam un pratu, skatoties un
vertéjot izrades, ir batiska. Ja rundjam par pratu, tad es
arvien vairak misdienu teatri izjitu konteksta nozimi. Tapéc
es lligtu nejaukt kontekstu ar konjunktiru. Bet, ja var runat
par kaut ko kopigu starp mani, Regnaru un Viesturu, — més
visi, at8kiriba no vecakas paaudzes, cenSamies stradat
pasaules teatra konteksta. Bet Eiropas konteksts tas nav tas
pats, kas Eiropas vai festivalu konjunktiira. Tapec es jaunas
paaudzes latvieSu teatra praktiku varda gribu pateikties
festivalam Homo Novus. Vizualajiem maksliniekiem ir vieglak
abonet zurnalu Kunst Forum, parzinat, kas noticis nevis
pirms pieciem gadiem, bet diviem méneSiem. Tapéc darbs,
ko izdarijis Peteris Krilovs un vina komanda, ir neparverte-
jams, nemot veéra, ka Kulttras ministrijas ieguldijums bija
nulle, protams, ja neruna par moralo atbalstu.

Anda Burtniece. Es grib&ju runat par kontekstu, ko tikko
piemingja Alvis Hermanis. Manuprat, $is festivals tomér para-
da vienu kopigu tendenci. Ir zinama atSkiriba starp Austrumu
jeb ta déveto postsovjetisma teatri un Rietumu teatri, kas gan
Homo Novus parstavets saméra maz, bet tomer ieskatu
sniedza. Gan latvieSu, gan igaunu teatra izrades, gan krievu
teatris, par ko neviens nerunaja, gan ari lietuvieSu teatris, un,
protams, teatris no Makedonijas man personiski paradija ne
tikai katra makslinieka maksliniecisko rokrakstu at3kiribu, bet
ari to, no kurienes Sis teatris nak, kas ta ir par sabiedribu. No
$ada viedokla man bija |oti interesanti skatities makedonieSu
teatra izradi. Es varu piekrist tam, ka makslinieciska zina
daudz ko vargja véleties vairak, bet taja pasa laika es sapratu
un noverteju, ka ta ir tauta ar pilnigi at8kirigu temperamentu,
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kas ari diktgja vinu télojuma manieri pilnigi citadu, neka tas ir
ierasts mums vai ziemelvalstu teatros.

Es vél piederu pie tas aizejosas paaudzes, kas maksla grib
sev gut kaut ko ari dvéselei, vélas saprast kaut ko vairak par
dzivi un cilvékiem, — no Sada viedokla mani pilnigi vienaldzigu
atstaja un neuzrunaja ne somu izrade, ne velsieSu izrade, jo
varu novértét profesionalo meistaribu un iespgjas, ko sniedz
cilveka balss, arT kermena tehniku un aktiermeistaribas limeni
Velsas izradg, bet, rundjot no &tiska, idejiska vai vél kada cita
viedokla, §is izrades man neSkita interesantas.

Masu teatra jauna paaudze cen$as stradat Eiropas konteksta,
es par to tikai priecajos, bet domaju, ka katras tautas galve-
nais konteksts ir un paliek identitate, spgja to nepazaudet un
tureties, necensties skriet pakal tam, ko rada Eiropa. Tas ari
paradijas vairakas festivala izradés. Vajag censties, apliecinot
savu identitati, pacelties tada liment, lai més bitu interesanti
ari Eiropai. Ta ka tas ir ar igauniem. Visi liela vinu izrades, bet
tas ir dzili tradicionalas sava identitate, kuras skaidri var
saskatit saiknes, no kurienes nak abi igaunu rezisori. Domaju,
ka Eiropai interesanti biisim tad, ja nepazaudésim savu
identitati.

Normunds Naumanis: Man Zgl, ka Latvijas kritiki paradas ka
tadi patéretaji. Negribetos, lai viesi domatu, ka ta notiek
vienmér. Miisdienu maksla nedrikst, ja tu esi iesaistits ka
profesionalis, attiekties pret to ka patérétajs.

Festivala programma ir parak komplicéta cilvekam, kurs tiek
provocets izvelei. Jo, ka teica Alvis Hermanis, visvairak
reklametas izrades $aja festivala izradijusas tas sliktakas. Ja
noticam, ka provokacija $ada veida ir ieceréta, tad skatitajs,
kur$ neko nezina, veic nepareizo izvéli. Es saprotu, ka
festivala marketinga knifiem ir sava kimija. Festivalam ir
jarekinas ar to, ka jus stradajat gan publikai, gan profesionalu
grupam no Austrumiem, Rietumiem un ari tiem, kas ir $eit. Ir
jabat maksimalai iespgjai aptvert visu, ja festivals grib
sasniegt merkus — gan informét publiku, gan provocét.
Homo Novus ir radijis lielisku iespgju viesiem iepazit latvieSu
teatra jaunakos un labakos sasniegumus. Un es domaju, ja

Homo Novus ‘99

RECENZIJAS

B Pilnas zales ar publiku, kas gaida neparastu teatri, nevis
dusigu izklaidi. Publika, kas aplaudé idejas potencei. Skatitaji
no visas Eiropas, kuri ar patiesu kaisli diskuté par teatra mak-
slas batibu un nakotni.

...Eiropai ir jauns, drosmigs, dzivotspégjigs teatra festivals.
Latvija ir saneémusi lielu energijas poti. Un pirmie, kas teiks,
ko vareja labak darit, bas Krilovs un Tjarve.

To, cik Homo Novus nozimigs, pieradija paris individu
ieraSanas Riga, — tiesa, bez saisttham ar Bank of New York!
Tie bija Eiropas pazistamako festivalu direktori, kuru
piedalianas solija iespgju izradem iek|ut arzemju “festivalu
riteni”. Avinonas un Londonas festivalos, pieméram, dazs
labs makslinieks klust par zvaigzni.

vaja vairakas eksperimentalas izrades, savas valstis saslave-
tas. Tas, kuras es redzgju, $adu slavu nepelnija. Somu
improvizacijas demonstrgja pieeju, nevis produktu; velsieSu
vulkans likas primitivs, pievilcigs tikai ar brivo tekstu un
scenografisko naglu. Bet p&c abam &im izradem skangja
neviltota publikas sajisma. Ta radija izsalkumu péc jaunam
pieejam, jebko, kas salauZ stereotipus.

Sie eksperimenti mani ne visai sajisminaja, tadu aizrava
perfekti izstradatais lgaunijas Dramas teatra Ciiskas ce/s.
Bet vislielakajiem eksperimentiem nebija istas publikas, jo
publika bija ta dalibnieki. Varbat pat daZi nenojauta, cik vertigi
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uzmanigi vérté un skatas $o programmu, tad priek$statu par
latvieSu teatra situaciju var git objektivu, pilnigu un tadu, par
kuru nevienam nevar bit kauns. Es domaju, ka nevajag
pieturéties pie kaut kadiem maksligiem konceptiem.
Piedodiet, festivals neizriet no viena vai diviem vardiem.
Pieméram, nakamais festivals varétu bit spozu, profesionalu,
tradicionalu izrazu saiets, kura, pieméram, varétu iesviest
E.NekroSus ta dévéto radoSo neveiksmi Makbetu, un tad par
to rikot diskusijas. Neviens nekur pasaulé nezina, kada tad ir
ta jauna maksla, jaunais teatris. Tapec vél jo divainak man
Skiet, ka kritiki runa par to, kapéc nav izrazu, kas skaidri
parada — ta ir jauna maksla.

Par finansé$anu nebija nekadu jautajumu, Kultirkapitala
fonds zinaja, ka tas ir misu vienigais starptautiskais teatra
festivals, ta ir iespéja cilvekiem Latvija redzet citu pieredzi,
papla$inat sava personiska prata sauliti, tas tacu ir jaatbalsta.
Es tikai negribu nonakt klaigajo$a opozicionara loma attieciba
pret Kultiiras ministriju, bet man patie§am nav saprotams,
kapec valsts teritorija, ko sauc par Latviju, ir tik neieintereséta
kultdiras attistiba. Lai dzird arzemju viesi, ka starptautisks pa-
sakums no valsts nav sanémis nekadu atbalstu.

V.Cakare: Vai tev patiesam $kita, ka Latvijas teatra prezentéta
aina ir objektiva un absoldti izsmelo3a?

N.Naumanis: J3, ja neskaita to, ka nebija Kaupén, mans
mijais! un varbdt /vanova no Valmieras teatra.

P.Krilovs: Liepajas teatris pazinoja, ka radit So izradi Riga
festivala ietvaros vienkarsi nav iespéjams. Ta ari izpauzas
latvie$u teatra menedZments. Sis jautajums nav jauzdod
festivala organizetajiem.

V.Cakare: Ko tu domaiji ar to latvieSu kritiku patérgjoso attieksmi?
N.Naumanis: Es arf esmu kritikis un nenorobezojos. Telaini
izsakoties, tas izskatas ta — es runaju par kaut kadam
vertibam, bet pargjas nav vértibas, jo tas neierakstas manu
prioritaSu albumina. Un es nemaz necen$os saprast, kapec Sis
izrades Seit ir. Kritikis nav vienkarss skatitajs. Kritikis strada,
lai saprastu un varbit ka medijs izskaidrotu, kas ir tas, kas
nepatik, kas trauce.

vargéja bt seminari par kulttrpolitikas jautajumiem, ko rikoja
Jaunais Rigas teatris sadarbiba ar /ntercult no Zviedrijas un
JTI. Te Baltijas valstu teatrinieki un kulttiras ministriju par-
stavji vareja apmainities domam ar vadoS$iem Eiropas teatra
ekspertiem. Te tika piedavata ari vienreizéja iespgja lauzt ste-
reotipus.
...Visus dalibniekus vienoja viens |oti svarigs faktors. Visi cinas
par makslas radiSanu “briva tirgus” ekonomiskajos apstak|os.
Zinot, ko Latvijas valsts administracija ir guvusi no arzemju
specidlistiem, zinot, kada nauda tiek téréta, lai uzlabotu vispa-
réjo darba kultliru, Latvijai tuvojoties Eiropas Savienibai, varu
tikai apsveikt So vesturiski tik svarigo eksperimentu — sakt ta-
da pasa liment risinat latvieSu teatra samilzu$as problemas.
Eksperimenti parada iesp&jamibas. Tas nevar apmierinat vaja-
dzibas. Eksperimentu batiba ir to atkarto$ana. Tikai tas ir cel$
uz atklasmi, atrisinajumu, brinumzalém.

Banuta Rubesa, Diena 05.11.1999.

[ Vel nekad, kop$ Daugavpili tika séta Homo Novus saieta
ideja, tik uzskatami speciga nav bijusi Latvijas teatra dala fes-
tivala. Parlikojot HN programmu, taisni vai skaudiba metas —
ak, ja Latvijas pienesumu (tas 12 izrades oficialaja festivala
skaté) varétu apkopot zem viena tedtra jumta, tas radosas
mérktiecibas zina noteikti bitu starp specigakajiem teatriem
Eiropa.



P&dgjas divas sezonas iezimé teatri ka kulttiras nopietno vér-
tibu. Kameér tiek gaidits un taujats péc jauna latvieSu romana
un dzejas, kamér sasniegumi nopietnas mazikas joma vél nav
izpelnijusies tik plasu publicitati un tautas milestibu, kadu ta
pelnijusi, kamer joprojam tikai skali un pageroSi veramies péc
jaunam un atzitam “asinim” vizualajas makslas, tikmér misu
teatri, ka jau pie latvieSu lielas teatra milestibas pienakas, da-
biski un bez lielam Zzultssapém noticis neizbégamais — iena-
kusi un ienémusi stabilu vietu jauna teatra rezija. Ne tikai
persondliju nozimé. Drizak teatra ka jaunizprastas telainibas
nozime.

Normunds Naumanis, Diena 21.10.1999.

B Homo Novus'99 ir gana iemeslu priekam, tiesa citadakam
— priekam par to, ka ir cilveki, kuri par spiti un, neskatoties uz
valsts institiiciju vienaldzibu, spgj producét starptautisku
festivalu, kura kvalitate, cerams, ar katru nakamo reizi augs
un kur$ spés uzaicinat arvien labaka limena izrades.

Irbe Treile, Literatira un Maksla Latvija 11.11.1999.

[ Un viss notiek! Vajag tikai pozitivu stkumu — apstak|u
sakritibu: lai vajadzigie cilveki satiktos istaja vieta un runatu
viens otram saprotama valoda (te nav runa par anglu valoduy).
Un tada vieta bija teatra festivals Homo Novus. Daudzo
rietumu viesu — teatra stratégu lielakais, kaut logiskais
atklajums bija... latvieSu teatris.

Normunds Naumanis, Diena 04.11.1999.

LATVIJAS TEATRU ABOLU KOCIS 11l (Diena 12.11.1999.)

[ Mana laimiga loze — T.Lindgréna Ciskas cels, kura parlie-
cingjos, cik spécigi sakno igaunu teatra nacionalas skolas
tradicijas (Irds, Panso, Tomings), cik poétiska skatuves val-
0da, muzikalitate, formas télainiba atraisas realistiski tautas
raksturi. Izrade — ka rudzu maize.

Lilija Dzene

[ Festivals ir paradiba, kas izstrada jaunas laika skaiti$anas
mérvienibas — pieredzes. Var apspriest katra atseviska iestu-
dejuma esosas vai neesosas kvalitates, bet kopideja gluzi ka
pieredze nav punktos saskaitama. Ir vienkarsi vélama.

Undine Adamaite

[ Pateictbu, pateicibu un vélreiz pateicibu ir pelnijusi B.Tjar-
ve, P.Krilovs un vinu komanda, misu dargaja laika spgjot uz
Rigu atvest citu skatitas izcilas arzemju izrades (lietuvieu
Hedu Gableri, Shopping & Fucking un igaunu Ciskas cejs,
Peleass un Melizande). Sts izrades, ka ari vispargja organiza-
cija liecina par neapSaubamu festivala izaugsmi.

Silvija Radzobe

B Salidzinot ar iepriek$gjiem diviem Homo Novus
festivaliem, Soreiz ne tikai paSmaju, bet ari arzemju viesu
programma bija ievérojami lielaks labu vai vismaz
apsprie$anas vertu izrazu ipatsvars — igaunu episkais Ciskas
ce/s un somnambuliski dzejiskais Peleass un Melizande,
lietuvieSu aizraujoSi provokativa Heda Gablere un uzbrikosSi
tendencioza lepirkSanas un dratésanas, somu smalki
orkestretas Raudas un krievu “kapostnieciskie” Biskopyji.
Valda Cakare

[ Pie “bravo!” par fest'a neapstridamo kulttirvésturisko no-
Zimibu un totala teatrocentrisma pasludinasanas vismaz uz
nede|u atlaujos pielikt savu izrazu Top 5: 1. — JRT Idiots, 2. -
igaunu Ciiskas cels, 3. — lietuvieSu Heda Gablere, 4. — Liepajas
Midra ART, 5. — ¢ehu lellinieku PiSkanderdula. Secinajums: lai
plaukst latvieSu teatris un lai beidzot Homo Novus ka Latvijas
téla svaiga vaibsta nozimi apjedz ari valsts oficialas personas.
Normunds Naumanis

B Tas ir vienigais starptautiskais teatra festivals Latvija.
Lielai dalai teatralu un jo Tpasi skatitaju ta joprojam ir vieniga
iespéja iepazities ar arzemiju pieredzi, salidzinat to ar masu

pasu centieniem. TieSi tapéc, ka vienigais, Homo Novus raisa
loti aktivu attieksmi. Pirmkart, pateicibu un apbrinu par ma-
zas, bet saliedétas komandas spéju veikt grandiozu darbu, lai
reizi divos gados izcirstu $o logu uz pasauli. Otrkart, ari lielas
pretenzijas, jo katra viduvéja vai slikta izrade tiek sapigi par-
dzivota ka apsolita, bet nenotikusi satik$anas.

...Tas nav avangarda izrazu festivals, jo pamata programmu
veido teatra valodas zina pavisam normali iestudgjumi. Pieda-
vatas izrades neapvieno arf jauniba ka tematiskais aspekts.
Tatad jasecina, ka festivala organizétaji grib mums paradit,
kada, vinuprat, ir ritdienas jeb nakotes teatra domasana. Ne-
kadi neapSaubot $7 grandioza mérka nozimi, tomér jaapSauba
ta iespejamiba. Ne tikai tapec, ka dazas izrades bija izteikti
veca tedtra paraugi. Bet, vai festivala organizetajiem ir iespe-
jams tiri fiziski noskatities tik daudz arzemju izrazu, lai ne-
$aubigi secinatu, kuras pieder jaunajam teatrim? Un, vai citu
starptautisku festivalu akceptétas jauna teatra izrades misu
festivals savu ierobezoto finanSu lidzeklu de| sp&j nopirkt? Vai
vispar kadam ir iespgjams pateikt, ko teatri nozime jédziens
Jjauns? Un visbeidzot — jau gluzi metafiziska limeni — vai
vispar teatri Sodien ir iespéjams kas gluzi jauns? Ari 8aja
festivala neviena — pat visparliecino$aka — izrade ne tehnikas,
ne poétikas zina nepiedavaja neko pilnigi nebijusu.

Un tomér — talit bas jaruna sev it ka pretl: tematiska zina kaut
ko jaunu (vismaz latvieSu teatra konteksta; te apzinati izsle-
dzam arzemju kino iespaidus, ko var gt ari Latvija) piedavaja
lietuvieSu jauna rezijas zvaigzne Oskars KorSunovs, atvedot
uz Dailes teatra Mazo zali anglu jaunas paaudzes dramaturga
M.Ravenhilla Shopping & Fucking...

Uz skatuves tiek imitéti gan homoseksuali, gan heteroseksuali
kontakti — tradicionalas un netradicionalas formas. Luga ir
melnd humora un sapiga dramatisma sintéze. Tacu Kor$uno-
va izrade virsroku nem kada, manuprat, parmeru bravuriga
un nirdziga intonacija, nelaujot pilniba atklaties luga iekodéta-
jam tragismam un paliekot témas paSmérkibas liment. Jo
istena drama jau ir ta, ka jaunie kermeni, fiziski atkailinada-
mies un intimi ietiekdamies otra, garigi klast nevis tuvaki, bet
gan talaki un aizvien vientulaki.

Latvija kas neredz&ts bija arf igaunu rezisora Lembita Peterse-
na iestudéta M.Materlinka luga Peleass un Melizande — péc
manam domam, pats skaistakais festivala paraditais uzve-
dums. Un diez vai ir svarigi piemingét, ka izrades estétika nebi-
ja jauna, tieSi otradi - ta bija pat loti veca — vairak neka 100
gadu. ReZisors Petersens precizi bija restaurgjis simboliska
teatra estétiku, kuru pamatos izstradaja pats Materlinks un
kuru tie$i Melizandes uzveduma 1893. gada Parizé pirmais
realizgja rezisors Linjé — Po. Nerealistiskais grims, pariikas,
stilizetas kustibas, gaismas un tumsas jédzieniskais kon-
trasts, aktieru balss materiala skaniska elementa dominante
par jedzienisko palidzeja radit kadu bezgala skumiju un maigu
pasauli. Griiti aprakstit, cik lielu pardzivojumu man radija §1
trausla skaistuma un nolemtibas poéma, nonakot kontrasta ar
masu ikdienas realitates speka un ekstazes gaisotni.

Peleasu un Melizandi ar otru labako festivala izradi — igauna
Prita Pedajasa Cilskas ce/u— apvieno ne tikai konsekventi
realizeta, lai gan at3kiriga estetiska valoda, bet art lidziga
pasaules izjuta. ArT Lindgréna stasta varoni uz skatuves
primari paradas nevis ka individualizétas personibas, bet liela
méra depersonalizétas batnes, kuras izspelé cilveka liktena
nolemtibas dramu un kadu lielu, gluzi parpasauligu samier-
inasanos ar to. Ja ne uzvarét, tad cienigi nostaties blakus
tam. Protams, ta ir mitam raksturiga kvalitate, kas izskatas tik
aktuala ari masdienu cilvekam, arf masdienu Latvija. Ar
dazam skaistam un aspratigam skatuviskam metaforam
(palags, deja u.c.) rezisors izspéle kadas 19. gadsimta zviedru
gimenes verdzisko, respektivi, seksudlo, atkaribu no zemes
Tpasnieka, kaut ari pamata ir varmacibas gréks, gimene, tatad
dziviba aug, dalas, vairojas, lai péc tam tikpat bezmerkigi ietu
boja. Vectévs par Melizandi saka: “Vina bija dzimusi bez
iemesla. Un tapéc ari nomirs bez iemesla”. TieSi tapat notiek
ar zviedru zemnieci Ciiskas ce/a. Un ar mums?

Festivala programma blakus rosinoSiem un gluzi vienkarsi
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skaistiem uzvedumiem, pie kuriem bez jau trim nosauktajam
izradeém jamin somu aktriSu kolektivi veidotas Raudas un lie-
tuvieSu Heda Gablere (reZisors G.Varns), bija vairakas izra-
des, kuras, manuprat, nonaca dramatiska konflikta ar festiva-
la rado$o pamattendenci un pat apdraudgja to. Pieméram, par
gar$igu kumosu musu teatra paSapmierinatajiem mietpilso-
niem, protams, ja tadi pie mums vispar ir, kluva Velsas
Volcano teatra Pilséta, kas sajuka prata un Peterburgas teatra
Na Liteinom interpretgtais Pintera Sargs. Jo velsieSi demon-
stréja 60. gadu provincidlam underground raksturigos
priek§status par to, kas ir teatra avangards.

Silvija Radzobe, NRA 01.11.1999.

B J3, Ciskas ceJs ir pamatigi nostradats darbs: labs stasts
(ne velti Lindgréna romans Eiropa saukts par genialu, par
neoprovincialisma un magiska realisma Sedevru), saliedéts
ansamblis, no visa lieka atsijata, vienkarsa, bet preciza
teatrala télainiba, spozi aktierdarbi atsveSinajuma jeb distan-
ces télojumstila un aktieri lielakoties ir jauni!
...Izrades telpa majo savads lirisks skarbums. Jo nevienu bri-
di rezisors neattiecas pret saviem “izrades cilvékiem” ka tais-
nais sogis. Te nav slikto riebek|u un kristalskaidro engelu. Te
vienkarsi ir dzivi cilveki savas kailas dzivibas prieksa. Milesti-
bu vini vardos nenosauc. Vini visi ka ¢tskas klintis — neatstaj
pédas. Pedas — tas ir vijoles un harmonija skanas, kas paliek,
kad uz saules, Dieva un savu spéku vairs nevar palauties.
Normunds Naumanis, Diena 28.11.1999.

B Ciskas ceJs klintis ir perfekts visas izpausmes; gudrs re-
Zisors, aktieri, kuros nav ne rutinas, ne Stampu, ne meligu in-
tonaciju.

Gunars Treimanis, Rigas Balss 27.10.1999.

[ Somijas sieviesu izrade — peformance Raudas studijteatri
Skatuve tika uznemta sirsnigi suligiem applausiem. Bija festi-
vala pirma diena, inteligenta “jauna publika”, iespaidu kara un
no tiem vél nenogurusi, labveliba un ieinteresétiba staroja.
...Somu Raudam pietriika galvena — speka parvarét nomaco-
$o notieko$a un skano3a neobligatuma (izcélums N.N.) saji-
tu. St performance vargja bt tiklab 1h 10 min. (ka pirmdien),
piecpadsmit minites vai veselu diennakti gars priekSnesums.
Tam nebija nedz gala, nedz sakuma. Nedz Jauno, nedz labo
nodomu (protams, apzinos, ka argumentu, lai pieraditu prete-
jo, netriikst — pieméram, viens un parliecino$akais no tiem:
§is piecas sievietes tau mums demonstréja laika bezgaligo
ilgstamibu!) Raudam faktiski nebija jégas. lespéjams, tas bija
skano$s dadaisma dzejolis? Tomer.
Tikai — ludzu, nevajag méginat iestuket Venus Universum izra-
di Raudas kontekstu paradigmas un diskursos. Ta bija drusku
provincidla, laika un telpa nokavejusies “avangarda maksla”.
Nekas vairak. Un — nekas mazak ari. Kaut gan, iespgjams, Sis
piecas makslinieces ne bez humora izjitas vienkarsi tracinaja
erudito festivala publiku ar saviem audiojociniem.

Normunds Naumanis, Diena 26.10.1999.

B Shopping and Fucking abas Rigas izrades sestdien kluva
par HN “naglu” vismaz viena aspekta — Dailes teatra Mazaja
zale nebija, kur musai nosesties.
Starp Ravenhilla smagi cinisko lugu un KorSunova izradi, tas
dalibnieku nedistancétajam psihofiziologiskajam izpausmem
pavéras bezdibenis. Jo...Ravenhilla luga ir komédija!
Rezisors acimredzami nav spéjis kriminalu dzives faktu par-
vérst Sokejosa makslas fakta, lai ka censtos 0.K. aizstaviji
oponét ar §is izrades laikmetigumu, aktualitati un vienreizibu.
Viens gan. Cepuri nost — jaunie aktieri patiesi bija vairak ka
labi — gan profesionala [imeni, gan elementara drosmiguma —
varu iedomaties, ko katoliskaja Lietuva nozimé spélét atklati
homoseksualus tipus, turklat darit to aizrautigi un dedzigi, un
es nezinu pat, kuri jaunie aktieri pie mums to varétu izdarit
bez liekulota vai patiesa riebuma un citddas mikstas mérka-
koSanas... Aktieri bija patiesi briniskigi. Visi.

Normunds Naumanis, Diena 02.11.1999.
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B Griiti nosaukt Pilsétu, kas sajuka prata par nopietnu un
paliekoSu makslas vertibu. Tads studentu kursa darbs, “ka-
postnieks”...
AtlauSos ceret, ka jaunas publikas aplausi drizak bija ka at-
vieglota sajusma par lielisku iespgju atbrivoties no mazveérti-
bas kompleksiem: ari més tacu ta makam un varam! TeikSu
vél vairak — varam labak!

Normunds Naumanis, Diena 01.10.1999.

B Ja - Prita Pedajasa Ciskas ce/s (lgaunijas Dramas teat-
ris), Lembita Petersena Peleass un Melizande (Tallina, Theat-
rum), FrantiSeka Viteka un Veras RiCarovas Piskanderdula
(Praga, Arkas teatris) varétu bat apbalvoto uzvedumu skaita.
Pargjas izrades ir ierindas darbi. Dazas pat kaitinaja, pieme-
ram, rado3as apvienibas Mufku kugis piedavatie Biskopji, kur
gan neredzeju “asociativi bagatas ainas” (ka ieprieks tika zi-
nots reklama, ja par orginalu asociaciju neuzskata Zurkas va-
risanu uz katla...).
Lai dzivo Festivals! Kaut ari bez apsolitiem Sokiem, nervu sa-
tricindjumiem, dusmu izvirdumiem. Visi turpinas darbu.
Prieks, ka Latvijas teatri uzvargja ar labu piiru: /diots, Spoku
vilciens, Fernando Krapa véstules Jilijai un ART. Festivala sa-
liedetajai, mazajai komandai — pateiciba par veikto darbu!
Gunars Treimanis, Rigas Balss 01.11.1999.

I Nikolaja Ro¢ina izradé Biskopji man patik tas, ka redzu:
rezisors ir mans vienaudzis. Vin$ dzivo te un tagad. Ka ists
makslinieks, vins jut iek3gji.
Biskopji ir banali laba izrade, vienlidz pieejama ari tiem, kas
jauc Boshu ar Bosu un tiem, kas nav redzgjusi Capajevu. Taja
ir tiri teatrals draivs: tevi aizrauj vienkarsu teatralu faktiiru
spéle — viegla sniedzina un smagu zabaku, nekustigu sparnu
un pa sauszemi peldoSa kugisa, abstraktu masku un rakstur-
grima. Tada pati smalka lidzsvaru spéle pieskirta aktieriem:
farss ar negaiditibam (vikrutasami) mijas ar gudri pasniegtam
psihologiskam detalam.

Aleksejs Dubinskis

B Kas attiecas uz Sargu, te, protams, var runat par jaunu
pieeju dramaturgijai absurda teatri. Izradei ir dzelZaina forma
un ta tiek briniskigi spéleta. Harolds Pinters Sodien skan
daudz sarkastiskak ka trisdesmit gadus atpakal.
Skaista Budas statuja nesaudzigi tiek sasista lauskas un tas
vietu ienem rugajiem apaudzis Zufiks. Sis bomzis Deiviss —
lielisks Semjona Firmana aktierdarbs.

Harijs Gailitis, Respublika 2.11.1999.

B Butusova Sargs gan kluva par notikumu, kaut gan neka
avangardiska taja nav.
Harijs Gailitis, Literatira un Maksla Latvija 04.11.1999.

[ Festivals paradija, ka varda un darbibas makslas attiecibu
aina ir optimistiska — vismaz katra izrade piedavaja pietiekami
izsvertus célonsakaribu un domu — vardu - fizisko izpausmju
modelus. Tsta kréslas zona, kura izrazu veidotaji brizam
taustijas ka pa miglu, brizam atrodot, brizam pat aizmirstot
mekl&t jégu, bija to vizualitate.

No Sigada piedavajuma vecos prieksstatus visradikalak refor-
meja igaunu Studio Theatrum, kas, ka apgalvo vesturnieki,
luga Peleass un Melizande restaurgjusi Materlinka estétiskos
principus. Kvalitativi iekartota, neliela spéles telpa aktieri
arhaisko dramaturgiju padarija caurspidigi saprotamu. Bez ta
saucamas iedvesmas dzirksts, kura nav izmantojama ka argu-
ments diskusijas, $adu iespaidu nodroSinaja vismaz vél divi
apstakli — pieklajiga uzvediba jeb pasciena, kas, izradas, nav
Skerslis civilizéta cilveka paSizpausmei, un apkartgjas tehno-
logiskas realitates inspiréta precizitate ka lietas, ta detalas.
Reali kontrakultiiras “aizmugure” ir lietuvietim Benam Sarkam
un Oskaram KorSunovam, bet festivala ta radija asu reakciju,
jo, télaini izsakoties, underground dzimst no milestibas, tacu
publiski atdodas ka draiskule. Bens Sarka ka macibu uzveduma
apspéléja dazus priekSmetus, paradot patiesu fizisku brutalitati.



Savukart Oskars KorSunovs no elka kjuva par peramo zénu. Ar
tadu paSu makslu ka pirms diviem gadiem. Visa vaina ta, ka
anglu “jaunas rakstibas” autora M.Ravenhilla luga Shopping &
Fucking rada deklasetu tipinu dzivi. KorSunovs veca panka par-
liecibd, ka dzive ka tada "ir stidiga", stastu iestudgjis realpsiho-
logiska manieré un izdarijis to labi, tikai stipri pardozgjot pato-
su. Protams, Tstas vai izdomatas psihofiziskas norises publiskai
rekonstrukcijai teatri vienmér bis vieta — kaut vai tadel, ka to
nepiedava neviens cits makslas veids.
Starp citu, Regnars Vaivars tieSi tada pasa manieré iestudgjis
komediju ar lirisku patosu, un ta patik visiem (Vecakais dels).
Lokala intriga slépjas apstakli, ka iestudgjums ir kadreizeja
avangardista, precizak — ar bagatu fantaziju apveltita rezisora
tiss reveranss tradicijam.
Slavenaka lietuvieSu izrade Heda Gablere (rez. Gintars Varns)
ir nopietnu pardomu verts gabals par cilvéka dabas un mora-
les kauju. Kaut arT Heda acimredzami ir jauna virie$a ideals,
estéta konstrugts “sapnu téls”, kam lieliska aktrise J.Onaitite
izmantota ka medijs.
Ka redlako Latvijas eksportpreci kuluaros min talantigo un
stradigo Viesturu KairiSu. Vin$ kopa ar gleznotaju levu Jurjani
rada visuma aprobgtus cilvéka pretrunigas eksistences mode-
lus, redlistisku spéli montgjot ar zimigam vizijam. ...Kairisa
darba lauks $obrid varétu bit centieni sabalansét parraida-
mas informacijas daudzumu ar organiskas skatuves norises
iespéjam. Jurjanes vizualaja valoda smalkas sakritibas “stri-
das” ar pilnigi nejausam.
Alvi Hermani acimredzot vairs tada méra ka KairiSu nenodar-
bina veleSanas radit péc visiem parametriem labu izradi, vind
Homo Novus bija parstavets ar lielisku, |oti personisku audio-
projektu — XX gadsimts. Pojezd prizrak. Vision express.
Lidzcilvekiem batiskaks par teatra eksportu varetu kidt cits
festivala merkis — aicinajums mainit veco teatra un skatitaja
“vieno$anos”, ka ko radit un ka to saprast. “Lai teatris cilve-
kiem palidzetu apjegt, ka tie pavada savu laiku" (P.Krilovs).
Lai tedtris uzrunatu ar to nesaistitus cilvékus, ka to mak roks,
kino, visa veida literatiiras un dizains. Varbit teatrim vajadze-
tu atteikties no iedomata gara gaismas monopola, un varbt
skatitaja probléma ir nevis informacijas triakums (citiem
vardiem, dumjiba), bet tadas informacijas parbagatiba, kura
vaji orientgjas teatrali.

Vilnis Vejs, Studija 4/'99

I Paldies par Ciiskas celu un Piskanderdulu. Atskarsme, ka viss
vél pa vecam. Ka vispirms rodas makslas darbi, tikai péc tam for-
mulé tendences. Ka pirmais pasutitajs ir iedvesma, tikai pec tam
kritérijs, ko kads velas redzat. Ka domingjosa tendence ir do-
minantes neesamiba. Homo Novus viesu kvadrats (repertuara
grafiskais atveids) sevi uzrada un Skirot apvieno vispretiskigako.
Tiesa, vienai piebildei jaseko. Visas krasas, iznemot tragediju.
Tragedijas nav. Tragéedija ir atcelta. Tas vieno visus iestudéju-
mus. Par $o0 tému lauzijusi galvas daudzi gudri cilvéki. Tas, ko
es varu piebilst, ir vien piedavat I.1ljina versiju: dialoga ar
haosu transformacija dialoga ar haosiem atce| fragédiju, un
veél — haosa ka normas, nevis biedgjo3a bezdibena pienemsa-
na ka dzives vides, nevis moku un cieSanu avota.

Haosa bailes nepastav. Vel vairak — pie haosa ka dabiskas
dzivas vides ir tik |oti pierasts, ka, 3kiet, tas ietvaros var jau
pat sakt atkal nodarboties ar veco miizigo skaistais = labais
pétniecibu. Tatad ar haosu stastit par harmoniju. Lai cik
abstrakti tas skanétu, aptuveni tadu es ieraugu Homo Novus
estétisko virzibu. Pieradit ar piemériem nevaru. Ta drizak ir
festivala ieperinata intuitiva priek§nojauta. Varbit tikai mana
neobligata iedoma.

Mans festivala atklajums un prieka mirklis. Kaut kas sens, tals
un pareizs ir Piskanderdulas pasaulé. Bet ne jau tapéc, ka ma-
rioneSu teatris pazistams jau kop$ 14. gadsimta. lendk prata, ka
rezisore Ariana MnusSkina pavisam ne garaja priek$varda francu
teatra vesturei veselu rindkopu velta atgadinajumam par lipinatu
maizes pikuciSu teatri. Par kuru nevajadzetu aizmirst. Vai varbat
runa ir par atceréSanos... Skata un izteiksmes dzidrums un
vienkarsiba. Festivala filosofiskaka un nesamaitataka izrade.

Piskanderdula pavisam jaunas dvéselés izsauc vardu, jautaju-
mu virtenes. Kade|, kapéc, no kurienes, uz kurieni, kas tas ir;
un no jauna — par ko, kamdg|?
Raudas. Var piemingt amerikanu avangarda mazikas grupu
Big City Orchestra, kas vac trok$nus un skanas. Piemeram,
kafijas pupinas uz paplates, zem kuras tiek raiditi ipaSi frek-
vences signali. Kompliceti. Bet ar pretéju nodomu. Skanu
nevaintbai. Protams, Raudu laika ari balss eksperimentétaja
Medita Monka nak prata.
Kaut kas |oti veseligs $aja iestudejuma. Briviba un vitalitate.
Ka maku, ta maunu. Bez etiketes un protokola. Laikmeta, kura
visai daudz kliribas un snobisma, pseidoelegances. Aktrises
sava primitivisma raupji un reizé graciozi apjautajas, vai tad
tie smalkie tieSam visu laiku sarunajas. Loti mérktiecigi dara
galeji bezjedzigas un absurdas lietas. Lauska no mulku kultd-
ras. Pie karala vizite doties vinas nevar, ja nu vienigi pie Ka-
rala Ibi. Var saskatit gan parodiskas intonacijas, gan vienkarsi
uztvert ka veseligas nonsensa jaunas gudribas gaviles.
Heda Gablere. Makslinieciski apzinata monoizrade ar Jiirates
Onaitites Hedu centra. Tadgjadi Hedas citadiba tiek izspéleta
ka uz takts mizika vel pirms tie$as izrades. Varbut tade| pa3a
sakuma pargjie varoni Skiet lieki shematiski un Sarzeti. Kamér
apjaus, ka tas ir princips. Izrades forma kliist par principialu
un saturisku telainibas avotu.
Atra, spiva, ekspresiva. lestudgjuma faktiira drizak operé ar
estradiski uzskatamam kaislibam ka smalkam niansém un
detalam. Rezisors piedava riskantu situaciju, ko pats godam
attaisno. Tiek iestudeta nevis luga, lai nonaktu lidz tas témai.
Tiek iestudeta pati téma.
Cilskas ce/s. Visnevainojamakais iestudgjums. lestudgjums ar
savu visumu. Dazadas kombinacijas var meklet zanriskajam
apziméjumam. Poétiska balade vai liriska saga, magiskais re-
alisms, ikdientbas magiskums. Tik un ta iestudgjums izritina-
sies un aizritinasies pasaulé gluzi ka piedzimu$as meitenites.
Velu parnaksana. Sis izrades ieklauganu festivala programma
uztveru ka humanu solidaritates zestu. lestudgjums uzdod
teorétisku jautajumu — ka runat par nacionalpatriotiskiem
jautajumiem, lai iestud&jums sava makslinieciskaja izteiksme
nepaliktu iesprostots vien teatri — manifestacija vienas
nacionalas identitates cilvekiem.

Undine Adamaite, Maksla+ 4/'99

B Kapéc mani skara un aizkustindja igaunu Peleass un Meli-
zande un Cehu PiSkanderdula. Turklat abas izrades redzetas ar
vienas nakts starpibu, tagad atstajusas kopéju iespaidu.
Protams, arf savas le|lu dabas d&|.
Kaut ari, visticamak, ¢ehu makslinieki vélgjas paradit, ka lellg
dzivibu iedves katrs nieks: pieskariens, gaismas stars, pat ne-
jauss kritiens. Tas paris stundas liksmibas un smieklu bija ari
loti nogurdino$as. Teatris tira veida, tapat ka jebkur$ koncen-
trats, ikdienas lietoSanai nav paredzéts.
Skiet, ka tikpat vienkarsi izsakams igaunu aktieru mérkis: no-
spelet Peleasu un Melizandi ta, ka to daritu Morisa Materlinka
laikos. Ar tikko Adolfa Apias atklatam iespg&jam, ko sniedz
elektrisks apgaismojums, tumsas un gaismas kontrasti, énu
Zimgjums. Ar Gordona Kréga mokoS$o ideju: ak, ja nikigais ne-
irasténikis aktieris butu supermarionete — spétu izdarit visu,
ko rezisors grib, bet nebaztos virst ar saviem pardzivoju-
miem un fiziskajam nepilnibam. Igaunu aktieri $aja teoretiska-
ja sapni ieklavas perfekti. Golo un Melizande vispilnigak
saskangja ar stastu, ko es ka skatitdja lasiju izrades valoda.
No cehu lellem Materlinka varonus atSkira dego3as acis
melna grima ramjos un tas, ka zalé sédoSie bija marionesu,
nevis lellveza lidzinieki.
Shopping & Fucking. Ja rezisora mérkis bija Soket, tad tas nav
noticis — dzive pasviez daudz karstakus kartupelus. Uzdrikstesa-
nas ir bijusi — un acimredzot lietuvieSu mentalitatei visai nopiet-
na — bet ari nenovértéjama Lietuvas katolicisma vidé. Maza sar-
kanmate akirise (rita izrade) spélgja briniskigi — bez komenta-
riem. Tikai man personiski 31 izrade atradas aiz makslas uztve-
res robezas un bija, ja ta var izteikties, no sirds vienaldziga.
Edite TiSheizere, Maksla+, 4/'99

25



<
>
=
<
—
=
<
Ll
'—
=
)
o=
<
=
<
Ll
=

NEATKARIGIE TEATRI LATVIJA

Latvija Sobrid darbojas nepilns desmits neatkarigo teatru,
savukart citur Eiropa tie skaitami desmitos un simtos, un tie
veido batisku papildinajumu teatra dzive, pieradot, ka ar
nelielu trupu un mérktiecigu menedZmentu var vienlidz
sekmigi ar institucionalajiem teatriem istenot valsts
kulturpolitikas mérkus. Sadi teatri ir arf neaizstajami,
nodroSinot dazadibu teatra maksla. Latvija profesionalie
teatri, kas netiek dotéti no valsts budzeta, tiek devéti par
neatkarigajiem. Tadéjadi noradot, ka pargjie ir atkarigi.
Eiropa tiek lietoti dazadi apzimejumi: vishiezak — alternativie,
eksperimentalie teatri, brivas skatuves, privatie teatri. Dazos
gadijumos, veidojot S0 apkopojumu, bija grati izSkirt, kas ir
un kas nav profesionals neatkarigs teatris. Pamata tika
nemts veéra rezijas un aktieru profesionalais limenis.

Latvija neatkarigie teatri pagaidam valsts kultdirpolitikas
[Tment nav “legalizeti”. Bez “definicijas” tie dzivo savu
privato dzivi ar savam privatajam problémam, lai gan biezi
vien veiksmigi veic gan izglitojoSo funkciju, gan ar izradém
apcelo lauku skolas, kamer Centra par Decentralizaciju tiek
vél tikai runats.

Vai un cik ilgi tiks strikti nodaliti valsts teatri no neatkariga-
jiem teatriem, balstoties uz vesturiski izveidoto juridisko
statusu atSkiribu (valsts teatris), nevis analizéjot makslin-
iecisko rezultatu un ekonomisko efektivitati. Vai neatkarigie
teatri vispar ir vajadzigi un kadiem tiem bit?

Vai nelielas valsts (un — neliela tirgus) apstak|os neatkarigie
teatri ir dzivotspgjigi? Kadas ir finansialas iespéjas un stra-
tegijas, ka neatkarigi teatri Latvija izdzivo? Kapéc jaunie
rezisori visai viegli integréjas lielajos valsts teatros? Kapec
Nepanesama teatra “Artelis”, ko veidoja tris jauni un tolaik
“nepanesami” rezisori — Viesturs Kairigs, Gatis Smits un
Dz.Dz. Dzilindzers — ta ari neizveidojas par alternativu teatra
modeli un nenostiprinajas organizatoriski? Sie ir jautajumi,
kas ir pamatiemesls apkopojumam par neatkarigo
profesionalo teatru darbibu Latvija juridiska,

administrativa un finansiala aspekta.

Bérnu un jaunatnes teatris

Adrese: Brivibas iela 96, Riga, LV-1001
Tel.: 9491 962
Kontaktpersona:  Uldis Tomsons (direktors)

Jurid. statuss: Sabiedriska organizacija

Darbibas specifika: Izrades bérniem un jaunieSiem

Dibinats: 1992. gada

Svarigakas / pedejas izrades:
“Visiem pasaku karaliem”, rez.
D.Romanovica, V.Haufa “Punduris
Gardeguns”, rez. V.Pavlovskis,
AVolkova “Smaragda pilsétas burvis”,
S.RoZovs (Maskava)

Brivo aktieru sabiedriba
Adrese: Mikela iela 1-21, Riga, LV-1010
Tel.: 7 324 987
E-pasts: koljunka@yahoo.com
Kontaktpersona: ~ Semjons Losevs (priekSsedetajs,
rezisors)
Jurid. statuss: Sabiedriska organizacija
Darbibas specifika: Biedribas darbibas mérkis ir atraisit
aktieru rado3as meistaribas potencialu
un celt aktieru meistaribas limeni.
izrazu iestudesana, teatra makslas
popularizé$ana jaunatnes vidi, radosas
laboratorijas, piedalisanas festivalos,
rado3as pieredzes apmaina.
Dibinats: 1997. gada
Svarigakas / pedejas izrades:
Salom-Aleihema “Puiséns Motels”, rez.

Darbibas veidi:
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S.Losevs, “Edite Piafa"”, dramatizejums
un reZija — L.Gurjanova, “Vertinskis un
damas”, dramatizéjums un reZija —
S.Losevs, “A. Puskina dzive”, scenarijs
un reZija — S.Losevs

Celojo3ais le]lu teatris “Lellu nams”

Adrese: Ravas iela 5, Liepdja, LV-3411
Tel.: 34 32 602, 9 514 855

Fax: 34 80 242

Kontaktpersona:  Peteris Trups (direktors)

Jurid. statuss: SIA

Darbibas specifika: Lellu teatra izrades

Dibinats: 1994. gada 13.oktobri

Svarigakas / pedgjas izrades:
“Buratino”, rez. P.Trups, A.Lieldidza,
N.Nosova “Nezinitis”, rez. P.Trups
“Reiz dzivoja...”, rez. P.Trups

Neatkarigais teatris “Kabata”

Adrese: Peldu iela 19, Riga LV-1050

Tel.: 7 223 334, 9 509 221

Kontaktpersona:  Indulis Smilténs (direktors)

Jurid. statuss: SIA

Darbibas specifika: Sniedz iesp&ju uzstaties dazadu virzienu
parstavjiem, vieta eksperimentiem.
Lidz 1993. gadam — patstaviga trupa,
Sobrid teatra telpas izrades iestude
rado$a grupa “Kabata”, Krievu Jaunatnes
teatris, Hermana Pauk3a Akadémiskais
teatris, Kustibu un improvizacijas teatris,
Bérnu grupa

Dibinats: 1987. gada

Svarigakas / pedgjas izrades:
A.de Sent-EkziperT “Mazais princis”,
rez. D.BalCus, “Henrijs VIII un vina se$as
sievas”, rez. G.Vérenieks

Krievu jaunatnes teatris

Adrese: Peldu iela 26/28, 304. kabinets,
Riga LV-1050 (birojs)

Izrades: Peldu 19, neatk. t. “Kabata”

Tel.: 7 212 064

Fax: 7 212 064

Kontaktpersona: ~ Olegs Skatovs (generaldirektors)

Jurid. statuss: SIA

Darbibas specifika: Izrades bérniem un jaunatnei krievu val-
oda
Dibinats: 1995. gada

Maras teatris

Adrese: Blaumana iela 12-46, Riga, LV-1011
Tel.: 9277 355

Fax: 7283 814

Kontaktpersona:  Nikolajs Erglis (direktors)

Jurid. statuss: Sabiedriska organizacija

Darbibas specifika: Nekomercials teatris, kas veido gariga
rakstura izrades un nodarbojas ar jaunas
teatra valodas meklgjumiem

Dibinats: 1999. gada (darbojas kop$ 1998. gada)

Svarigakas / pedgjas izrades:
“Rutes gramata”, rez. M.Kimele,
Sekspira soneti “Mani mil Sekspirs”,

rez. M.Kimele
“Maris”
Adrese: Barinu iela 32, Liepaja, LV-3401
Tel.: 34 802 02



Fax: 34 802 02

E-pasts: muris.sia@apollo.lv

Kontaktpersona: ~ Martin$ Vilsons (direktors)

Jurid. statuss: b/o SIA

Darbibas specifika: Izrades jaunieSiem, pusaudziem, izrades,
kas neietilpst tikai izklaides ramjos —
tatad tiem, kam patik domat

Dibinats: 1996. gada

Svarigakas / pedgjas izrades:
A.Caka “ledomu spoguli”, rez. M.Vilsons,
J.Reza “Art”, rez. L.Gundars

Rigas Mazais teatris

Adrese: Stabu iela 18, Riga LV-1011
Tel.: 7 377 749, 9 145 004

Fax: 7377749

E-pasts: dd@parks.lv
Kontaktpersona:  Girts Sils (direktors)

Jurid. statuss: Individuals uzngmums teatris

“Dveselu dejas”

Darbibas specifika: Dvéseles higiena

Dibinats: 1997. gada (atklats 1999. gada 17. okto-

brr)

Svarigakas / pedgjas izrades:
N.Ptuskinas “Aitina”, rez. G.Sils,
K.Zakovica “Sula”, rez. K.Zakovics

Rigas Kamerteatris

Adrese: Caka iela 30, Riga LV-1011
Tel.: 7281552
Kontaktpersona: ~ Zanis Priekulis (direktors, rezisors)

Jurid. statuss: SIA
Darbibas specifika: Izteikts kamerstils. Repertuara pamata
latvieSu un pasaules klasika, ka ari
Sodienas dramaturgu darbi, kuros
dominé muzigie ideali un neziido$as
vértibas
Profesionals statuss pieskirts 1991. gada
(darbojas kop$ 1977. gada)
Svarigakas / pedgjas izrades:
FSillera “Mila un viltus”, rez. Z.Priekulis,
0.Vailda “Salome”, rez. Z.Priekulis
V.Igo “Parizes Dievmates katedrale”,
rez. Z.Priekulis V. Karklina “Jaunas
asinis”, rez. Z.Priekulis

Dibinats:

“Skatuve”

Adrese: Maskavas iela 108/110, Riga LV-1003
Tel.: 7222 281

Kontaktpersona: ~ Anna Eizvertina (makslinieciska vaditaja)
Jurid. statuss: b/o SIA

Darbibas specifika: lestude lidz §im Latvija neiestudetas
latvieSu un arzemju lugas, ka ari ir starta
laukums jaunajiem rezisoriem un
aktieriem

Dibinats: 1991. gada

Svarigakas / pedgjas izrades:
0.Muhinas “Tana, Tana”, rez.Z.
Kreicberga, V.Sekspira “Sapnis vasaras
naki”, rez. A.Eizvertina, K.Bliksenas
“Sapnotaji”, rez. D.Larina

Lielakas dalas neatkarigo profesionalo teatru juridiskais sta-
tuss ir Sabiedriba ar ierobeZotu atbildibu (Celojosais lellu
teatris “Lellu nams”, “Kabata”, Krievu jaunatnes teatris, Rigas
Kamerteatris), kas parasti vairak piemérots pelnu nesosam
organizacijam. Cetri teatri (Bérnu un jaunatnes teatris, Maras
tedtris, Brivo aktieru sabiedriba) ir sabiedriskas organizaci-
jas, divi — bezpelnas organizacijas SIA (“Skatuve”, “Muris”)
un viens teatris (Rigas Mazais teatris) ir individuals uzpe-
mums.

Nemot vera pedejo divu gadu datus, neatkarigie teatri iestude

vidgji divas — tris pirmizrades sezona. Ar lielaku pirmizrazu
skaitu atSkiras “Skatuve”, kura 1999. gada iestudetas Cetras
jaunas izrades. Tas izskaidrojams ar to, ka $eit savas diplom-
darbu izrades iestudé jaunie Kultiiras akadémijas studenti, ka
ari rado$a apvieniba “Ceturtais prozektors”.
Mazak — pa vienai pirmizradei — 1998. un 1999. gada sniegu-
Si “Maris” un Celojosais lellu teatris, kur§ savukart izcelas ar
vislielako izrazu skaitu: 430 — 450 izrazu gada.
Gada sniegto izraZu skaits ir |oti dazads. Var izdalit vairakas
grupas:
10 — 20 izrazu gada — Maras teatris, Rigas Mazais teatris,
Brivo aktieru sabiedriba
40 - 70 izrazu gada — “Skatuve”, “Maris”
80 izrazu gada — Rigas Kamerteatris
100 — 150 izrazu gada — Bernu un jaunatnes teatris, “Kabata”
430 - 450 izrades gada - Celojosais le|lu teatris
Lielakajai dalai neatkarigo teatru ir sava skatuve, kura tiek
Treta pastavigi. Tadi teatri ir “Skatuve” (vietu skaits — 180),
“Maris” (80 — 100), Rigas Kamerteatris (100), Rigas Mazais
teatris (54 — 70). Pec ilgstoSiem paliniem savas telpas izde-
vies privatizet teatrim “Kabata” (90), kura izrades iestude ari
Krievu jaunatnes teatris. Ka rada nosaukums, Celojosais lellu
tedtris pats apmekle savus skatitajus un ir vienigais, kuram
visas izrades ir viesizrades. Tomér 2000. gada sadarbiba ar
Liepajas pasvaldibu tiek aizsakts projekts “Lellu nams” —
pastavigas skatuves iekarto$ana Liepaja. Lidz $im ari Maras
teatris visas izrades spélgjis festivalos un viesizrades,
neskaidrs ir turpmakais Bérnu un jaunatnes teatra liktenis,
kurs lidz 8im irgja bijusa Rigas Muzikala teatra telpas
Brivibas iela 96.
Neatkarigo teatru darbibas ipatniba ir lielais viesizrazu skaits.
Maras teatris uzstajies tikai festivalos un viesizrades
(1998. gada 10 izrades,1999. gada no 16 izradem 10
spéletas Australija). “Marim” apmeram puse no izradem
spéletas, viesojoties skolas un kultiras namos (1998. gada
no 51 izradeém 30 biju8as viesizrades, 1999. gada no 69
izradem — 32 viesizrades). Daudz viesizrazu sniedzis teatris
“Kabata” — apm. 40 viesizrazu gada no 100 (1998) un 150
(1999) izradem. Iznémums ir Rigas Kamerteatris, kur$ strada
tikai uz savas skatuves, un Rigas Mazais teatris, kur$ varbit
VEl nav paguvis piedzivot viesizrades (atklats 1999).
Salidzinot skatitaju skaitu gada, neatkarigie teatri veido vaira-
kas grupas. Skatitaju skaits liela méra ir atkarigs no skatitaju
vietu skaita zale.
* Nelielas auditorijas teatri: Rigas Mazais teatris (500 skattaju
gada), Maras teatris, Brivo aktieru sabiedriba (1500)
« Vid&ji lielas auditorijas teatri: Krievu jaunatnes teatris
(4200), “Kabata” (6300), Rigas Kamerteatris (6320), “Mris”
(7200), “Skatuve”
* Pla8as auditorijas teatri: Bernu un jaunatnes teatris (20
000), Celojosais lel|u teatris (45 000)
Pastavigo darbinieku skaits ir neliels: no viena lidz trim cilve-
kiem, parasti — gramatvedis, administrators un direktors, bet
biezi vien darba uzdevumi nav strikti nodaliti, vieni un tie pasi
cilveki ir gan aktieri, gan administrativie un tehniskie darbi-
nieki. Aktieri galvenokart tiek piesaistiti konkrétiem projektiem
uz noteiktu laiku (Rigas Mazais teatris, Maras teatris, “M-
ris”). Lielakas trupas darbojas Rigas Kamerteatri (32), “Ska-
tuve” (10 —12), B&rnu un jaunatnes teatri (15). Pastavigas
trupas darbojas Rigas Kamerteatr, dalgji arf Bérnu un jaunat-
nes teatri, Celojo3aja lellu teatri.
Galvenie ienakumu avoti ir
1) BileSu ieneémumi, kas Cetriem teatriem ir vairak neka puse
no ienakumiem (B&rnu un jaunatnes teatris, Celojosais lellu
teatris, Krievu jaunatnes teatris, Brivo aktieru sabiedriba).
2) Fondu pieSkirumi veido nozimigu dalu ienakumu (Maras
teatris — 50 %; “Skatuve” — 70 %). Ari citi teatri 20 — 25 %
ienakumu sanem no fondu pieSkirumiem (Bérnu un jaunatnes
teatris, “Maris”, Rigas Mazais teatris). Palidzibu divu — tris
projektu realizeSana sangmusi Celojo3ais le|lu teatris, “Kaba-
ta”, Krievu jaunatnes teatris, Brivo aktieru sabiedriba.
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3) Sponsori. 50 — 65 % ienakumu no sponsoriem sanem Ma-
ras teatris un Rigas Kamerteatris. Nereti sponsoru un atbal-
stitaju loma ir pasu darbinieku pazinas un radinieki.

4) Nozimigi blakusienakumu avoti ir art kafejnicas (“Miris” —
55 %), mizikas kluba (“Kabata” — 50 %) darbiba.
Laikaposma no 1995. Iidz 1999. gadam atbalstu bijis
iespéjams sanemt no Sorosa fonda Latvija (SFL), kop3

1998. gada — no Kultdrkapitala fonda (KKF). Atbalstu nav
pieskirusi Jaunrades fonds un Kultdras fonds, kuriem ir
citas prioritates.

Neatkarigie teatri sanemusi atbalstu ari no Kultaras
ministrijas (KM) Kultdras projektu konkursa (1996-1997).

1996. gads

* SFL: Neatkarigie teatri sangmusi Ls 11 710. Atbalstiti 5
iestudejumi teatri “Skatuve”, 1 iestudejums teatri “Miris” un
6 Nepanesama teatra artela iestudgjumi. Kultoras un makslas
programmu budzets kopa bijis apm. Ls 301 961.

* KM no kultaras projektu konkursa lidzekliem Ls 2900 pie-
Skirusi teatrim “Maris” un Nepanesama teatra artelim.

1997. gads

* SFL: Neatkarigajiem teatriem pieskirts Ls 3864. Atbalstiti 2
teatra “Skatuves” projekti un 2 Nepanesama teatra artela
iestudéjumi, ka arT Maras teatra daliba teatra festivala Maro-
ka. Kopa makslai un kultiirai pieskirts apm. Ls 289 685.

* KM: Kultdras projektu konkursa lidzekli pieskirti teatrim
“Skatuve” un Gluka operas “Orfejs un Eiridike” iestud&jumam
Liepaja. Kopa pieskirti Ls 2500.

No speciala budzeta lidzekliem Ls 5000 pieSkirti jauno reziso-
ru diplomdarbu iestud&jumiem teatri “Skatuve”.

1998. gads

* SFL: PieSkirts Ls 4982 MarioneSu teatra meistardarbnicas
“Pusaudzis — Pasaule — Teatris” rikoS$anai Liepaja. Makslas un
kultdras programmu budzets bijis apm. Ls 281 494.

 KKF: Tiek rikoti 2 kultiras projektu konkursi, kuros neatkari-
gajiem teatrim pieskirti Ls 9100 (kopa teatra nozare pieskirti
Ls 88 652). Athalstiti 3 teatra “Skatuve”, 1 B&rnu un jaunat-
nes teatra un 1 Brivo aktieru sabiedribas projekts.
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1999. gads

* SFL: PieSkirti Ls 2139, atbalstot 1 teatra “Skatuve” projektu
un Maras teatra lidzdalibu starptautiska festivala Klaipeda.
Makslai un kultdirai kopa —apm. Ls 108 750.

» KKF: Neatkarigajiem teatriem pieSkirti Ls 46 575 (kopa tea-
tra nozare pieSkirti Ls 337 471 ), atbalstot 4 teatra “Skatuve”,
2 teatra “Kabata”, 2 Celojosa lellu teatra, 2 Krievu jaunatnes
tedtra, 2 Bérnu un jaunatnes teatra, 2 teatra “Maris”, 1 Brivo
aktieru sabiedribas, 1 Maras teatra un 2 Rigas Maza teatra
projektus.

PieSkirumi neatkarigajiem teatriem 1996 — 1999
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Latvijas Jauna teatra instittita

DARBIBAS PROGRAMMA 2000

¢ Informacija

... JTI majas lapas papildinasana: http://www.vip.Iv/jti.

... Izdevums Jaunakas Zipas 4x gada — informacija par fes-
tivaliem, grantiem, fondiem, macibu iesp&jam un notikumiem
Latvija.

... Informativs JTI buklets.

o Starptautiska sadarbiba un producésana

... Projekta Hotel Europa lidzproducésana. 2000. gads.
Piedalas reZisors Viesturs Kairi$s un maksliniece leva Jurjane
(sadarbiba ar organizaciju Intercult (Zviedrija), Wiener
Festwochen (Austrija), Festival d’Avignon (Francija), Bologna
2000 (Italija), Parkteatern/Stockholms Stadsteatern
(Zviedrija) u.c.).

... VKairisa izrades Ciska producésana.

Producenti: Latvijas Jauna teatra institdats un Jaunais Rigas
teatris

Kopproducenti:

THEOREM (Austrum- un Rietumeiropas teatris: tikSanas
nakamaja gadsimta. Rietumeiropas teatru un festivalu sadar-
biba ar Austrumeiropas maksliniekiem),; Hebbel Theater
(Berline, Vacija), La Filature (Mulhauza, Francija); Festival
d’Avignon (Avinona, Francija); Ambassade de France en
Lettonie (Riga, Latvija)

Ar Kultarkapitala fonda un Eiropas komisijas (Kaleidoscope
‘99) finansialu atbalstu.

Homo Novus ‘99

ATZINAS

o kritiku atzitakas izrades —

studijteatra Teatrum / lgaunija izrade Peleass un Melizande;
lgaunijas Dramas teatra izrade Ciiskas ce/$ (rez. P.Pedajass)
e kultiirpolitisks notikums —

Albanijas Dramas teatra izrade Ve/u parnaksana Latvijas
Nacionalaja opera

e jzrade - atklajums -

Tallinas neatkariga teatra Theatrum izrade Peleass un
Melizande

e skatitaju favoriti —

Shopping & Fucking (rez. 0.KorSunovs / Lietuva),

Sargs (rez. J.Butusovs / Krievija),

Lielbritanijas grupas Volcano izrade Pilséta, kas sajuka prata
e parsteigums -

¢ehu izrade Piskanderdula
¢ underground favorits —

lietuviesu rezisora B.Sarkas izrades Kokakola un Carefree
e visnepierastakais pasakums -

Jam Session studijteatrT Skatuve

LKA Kulttiras menedZmenta magistranttiras 2. kursa studentu
Homo Novus "99 socioloiskas izpetes rezultati:
« festivala skatitaji parsvara ir patstavigie teatru apmeklétaji,
lielaka dala no tiem apmekle JRT;
* optimala biletes cena — 2-3 Ls, skatitaji labprat izmantotu
iespeju biletes rezerveét ieprieks;
* 80 % HN auditorijas ir ridzinieki vecuma lidz 28 gadiem;
« informaciju par festivala norisém skatitaji ieguvusi no rekla-
mas prese, reklamas pilséta, draugu ieteikumiem, atsauksmem
presé (50 % laikraksta Diena, 15% zurnala Rigas Laiks, 8 %

... Viesizrazu cikls.

Nekomerciala teatra festivals — akcija Homo Alibi 1. — 7.maijs
— paredzama programma Von Krahl teatra / lgaunija;
Edmundo Studio 3 / §au//, Lietuva, Jevgenija Griskoveca /
Kalipingrada, Krievija; G.Abramova Ekspresivas plastikas
klases / Maskava, Krievija viesizrades.

Jozefa NadZa viesizrades Riga (sadarbiba ar Francijas vést-
niecibu Latvija).

Starptautiska teatra festivala Baltic House (Sanktpéterburga,
Krievija) satelitprogramma Riga.

... Sadarbibas projekts ar Lietuvas teatri Miraclis — izrades
kopproducésana festivalam Homo Novus 2001.

e Kulturpolitikas diskusijas veicina$ana. Publikacijas
... lzdevums Homo Novus rezumgjums ar kopsavilkumu par
festivala diskusijam. 2000. gada marts.

... Kulttirpolitikas diskusijas, lekcijas.

... Starptautisks seminars Baltic Theatre Policy Review Il —
Vilna. Seminars par Baltijas teatru attistibas politiku ar starp-
tautisku ekspertu piedaliSanos.

® [zglitiba

... MenedZmenta seminaru cikls teatru direktoriem. 1. - 7.
marts (Riga), maijs (Amsterdama), augusts (Amsterdama),
novembris (Riga). Sadarbiba ar Niderlandes Teatru un kon-
certzalu vaditaju asociaciju.

Zurnala Maksla+), reklama LNT (analizgjot reklamu TV un radio,
reklama LNT attiecigi ietekmgjusi 37 % skatitaju);

« skatTtaju atsauksmes liecina, ka izrades velams rikot
netradicionalas vietas.

Homo Novus’99 komandas atzinas cela uz Homo Novus 2007:
reklamas akcentus medijos vél vairak virzit uz reklamu pilséta;
e programma nepiecie$ami atklajumi;

* saglabajot principu izrazu kolekcija, veidot alternativaku,
novatoriskaku, izmekletaku izrazu programmu;

* prominences nav vajadzigas;

* saglabat Baltijas valstu teatru izrazu parsvaru programma,
obligati taja ieklaujot ari Krievijas parstavjus — gan izrades,
gan viesus, gan ekspertus;

e vienu kopigu notikumu plaSam skatitaju lokam;

e izrades spélet vairakas reizes festivala norisg;

* programma ieklaut Interneta teatri;

* vienu, bet nopietnu paralélas programmas notikumu —
konferenci vai seminaru, vakaros — neformalas diskusijas;

* nepiecieSamas programminas katrai izradei;

* pec izrades organizet tikSanos ar teatra grupu;

* jatiekas ar sponsoriem, lai novertetu sadarbibu ar festivalu;
« aktivak jasadarbojas ar Rigas kafejnicam, bariem, jaturpina
reklama ar flaijeru sistemu;

* veidot mérktiecigu sadarbibu ar kritikiem, tedtra zinatniekiem;
* piesaistit partnerus un sponsorus gadu pirms festivala, ierobezot to
daudzumu, bet stradat ar konkrétiem partneriem ilgsto$a laikaposma;
* nopietnakun savlaicigak koordingt atklasanas un nosléguma
pasakumu menedzmentu;

* aktivizét sadarbibas attiecibas ar teatriem.
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Festivala Homo Novus

2001 KONKURSA NOLIKUMS

Starptautiskais Jauna teatra festivals Homo Novus 2001
notiks 2001. gada septembri. Tas ieklausies Rigas
astonsimtgades svinibu norisé un papildinas Rigas ka Eiropas
kultdras galvaspilsétas pasakumu virkni. Festivals bis viens
no nozimigakajiem Rigas un visas Latvijas teatru notikumiem
2000. — 2001. gada.

Konkursa mérkis: Rigai nozimigaja gadskarta

rosinat un apliecinat jaunus priek$status par teatra makslas
nozimi socialaja un kultdrvide,

* provocet jaunas attiecibas starp teatri un skatitajiem,

* izmantot visdazadakas telpas un pilsétvidi,

* eksperimentgjot paplasinat teatra zanriskos jédzienus,

* igsaistit starpzanru, multimedialus, deju un kustibu teatra
projektus.

Konkursa velamais rezultats: viena vai vairakas izrades,
kuras:

« ir novitate Latvijas un Baltijas valstu teatru konteksta,

* paver jaunu teatra spéles telpu un paplasina teatra jédzienu,
* nodibina netradicionalus kontaktus ar skatitajiem,

« decentralizé Rigas kultiiras notikumu geografiju.

Konkursu izsludina JTI 5. maija Nekomercialas teatra akci-
jas HOMO ALIBI ietvaros, ka art Latvijas presé — laikrak-
stos DIENA, LML, zurndla MAKSLA+, TV kanala LNT, Latvijas
Radio programma KLASIKA, teatru informativajos izdevumos,
JTI specializdevuma.

Konkursa rezultatus verte:

Latvijas Jauna teatra institlits kopa ar ekspertiem - parstav-
jiem no Kulttrkapitala fonda Teatra makslas padomes, Rigas
Domes, Kultiiras ministrijas, agentiras Riga 800, Rigas
teatru tehniskajiem specialistiem un menedzeriem.

Konkursa atbalstitos projektus produce:

festivals Homo Novus 2001 (Latvijas Jauna tedtra institats).

Konkursa atbalstu neieguvuso projektu autori var vienoties
ar JTI par turpmako sadarbibu, projekta attistibu lidz
atbilstosam makslinieciskam un redla menedZmenta limenim.
Autortiestbu neaizskaramiba ir garantéta.

Konkursa var piedalities: Latvija stradajoSie rezisori, dra-
maturgi, scenografi, producenti ar zinamu (véra nemamu)
pieredzi, horeografi, multimediju u.c. spéles makslas jomu
makslinieki ar vai bez konkrétas piesaistes kadam no profe-
sionalajiem teatriem.

Ja projekta paredzets iesaistit Latvijas profesionalo teatru
Stata darbiniekus (ari aktierus), projektam japievieno sadar-
bibas ligums ar attieciga teatra administraciju, kas saista ar
labvélibas statusu $o darbinieku izmantosanai projekta, kurs
uzvares un tiks realizéts.
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Konkursa jaiesniedz: detalizeti izklastits jaunuzveduma plans, kura
e izradi$ana ieceréta netradicionala spéles telpa, briva daba,
pilsétas regiona, kur vél nekad nav spélets teatris;

« ir atraktivs, dinamisks, saprotams ne tikai tekstuali,
adreséts netradicionalai publikai, kam 81 izrade ir tramplins
nakamajiem teatra apmekIgjumiem;

« saknots makslinieciski mobilizejosas idejas, literara vai
vizuala intertekstd, saistits ar tadas netradicionalas teatra tel-
pas izmanto$anu, kas radis neparastu, negaiditu emocionalu
baudijumu skatitajiem;

* piedava iespéju latvieSu teatra notikumos ienest svaigu,
neaprobétu teatra makslas valodu uz rado3as saskanas
pamatiem dibinatas grupas izpildijuma.

Projektam var tikt pievienots iepriek§ piemekletas telpas
izmantoS$anas plans un iekartojuma tehniskie parametri, bet,
iespéjams, tikai idealas telpas modelis un izradei
nepiecieSamie nosacijumi. Vadoties péc tiem, rado$a grupa
kopa ar JTI piemeklés konkursa prémeéta projekta realizacijas
telpu.

Konkursam iesniedzamais projekts ietver :

1. leceres vado$o ideju, moto, telpas un publikas revolu-
cionizeé$anas saukli.

Virsuzdevumu — ka izvéletajai telpai piesaistit publikas
uzmanibu, radit vilingjumu jaunam teatra makslas
pardzivojumam.

2. Lugu, scenariju vai detalizétu sinopsi. Dramatizgéjuma
planu, sinopsi vai paraugfragmentus, kas sniedz priek$statu
par dramatizéjuma galveno domu.

3. Uzveduma vizuala risinajuma skicu sériju, fotokolazu ar
telpas vai vides izmantoSanas redzgjumu, spéles vietas planu,
publikas izvietoSanas shému.

4. Tehniska iekartojuma projektu, tehnikas izmantoSanas
shému, uzbives un papilddarbu perspektivo planu.

5. Visu 80 uzveduma darbu grafiku un tami.

kopégjo tami , rado$o darbu apmaksas tami, prognozgjamo
pelnu.

7. Projekta galveno izpilditaju CV un lidzdalibas izklastu.
8. Sadarbibas [fgumus ar projekta lidzdalibniekiem un vinu
pamatdarba devéju piekrisanu.

Konkursa pieteikums — projekts jaiesniedz Latvijas Jauna teatra institta
[idz 2000. gada 1. augustam.

Adrese: RLB, Merkela 13 — 426, Riga LV-1050

Telefons: 7212622, e-pasts: jti@latnet.lv

Konkursa rezultati tiks pazinoti laikraksta Diena, Latvijas
radio un LNT Iidz 2000. gada 15. septembrim
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Festival Homo Novus

GUIDELINES FOR COMPETITION

International New Theatre Festival Homo Novus will be held
in September 2001, within the broader programme of Riga
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 Riga
and the whole of Latvia in the years 2000 — 2001.

Aim of the competition: During this very important anniver-
sary of Riga 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,
* t0 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 Riga 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, Riga City Municipali-
ty, the Ministry of Culture, representatives of agency Riga 800,
technical specialists and managers from Riga 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,
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open air, a part of a city that has never housed a theatre
performance;

* js 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, Merkela 13 — 426, Riga LV-1050
Phone: 7212622

e-mail: jti@latnet.lv

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



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: | 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 | kept thinking: What does
Hamlet mean to him and he to it?

| 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 | 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 | 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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STATISTICS

October 25-31, 1999, Riga

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: Infercult. Sweden, the Latvian
National Opera, the New Riga Theatre, Daile Theatre, the
National Theatre, Russian Drama Theatre, studio theatre
Skatuve, Museum of Sports, Liepaja Theatre, independent
theatre Maris, Riga Latvian society

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

Homo Novus ‘99

GUESTS

Katrin Klingan — festival Wiener Festwochen / Austria
Ivana Vujic — director of theatre Belef / Yugoslavia, Belgrada

14 sponsors: Hotel Latvija, Latnet, Finnair Riga, LDC — Ricoh,
LNT, Arnavs, A-Raminent, Ekva, Riga 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 KeiSa-Kreicberga — programme co-ordinator
Edite Dancherga — general manager

lize Rudzite — PR manager

lIze Klavina — editor, information manager

Izolde Cesniece — artist (visual image in the city)
Linda Luse — artist (design of printed materials)
Agnese Treija — guests co-ordinator

leva Ozolina — translation co-ordinator

Gatis Gaga — technical director

Inete Gadzjus — accountant

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.-Petershurg
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 0.Korshunova theatre / Lithuania, Vilnius

Martynas Budraitis — manager of 0. 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
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Homo Novus ‘99

PERFORMANCES

LATVIAN PERFORMANCES

B 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

[ The National Theatre of Latvia

The Eldest Son (by A. Vampilov), director Regnars Vaivars
[ 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

[ Russian Drama Theatre of Riga

On ne badine pas avec I'amour (by A. de Musset), directed by
Jelena Nevezhina (Russia)

[ Independent Theatre Miris / Liepaja

ART (by J. Reza), directed by Lauris Gundars

[ Liepaja Drama Theatre

Madame Bovary (by G. Flaubert), directed by Imants
Jaunzems

[ 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 0. Mukhina), directed by Zane Kreicherga

Seminar

FOREIGN PERFORMANCES

[ 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

[ Lithuania

Heda Gabler (by H.Ibsen), Kauno Drama Theatre, directed by
Gintaras Varnas

Shopping & Fucking (by M.Ravenhill), 0. Korshunovas
Theatre, directed by Oskaras Korshunovas

Kokakola/ Carefree, Theatre Gliukai, directed by Benas Sarka
[ Great Bitain

The Town That Went Mad or Macbeth (by D.Tomass), Theatre
Volcano

B Finland

Roach Voices, Theater Venus / Universum Prodaction

B Russia

Careteker, Theatre on Liteythny, St.Petersburg, directed by
Yrij Butusov

Beekeepers, The Ship of Fools, Debut Centre Moscow, direct-
ed by Nikolay Roschin

[ Macedonia

The Late Coming Bones (by T.Dervishi), Albanian Drama
Theatre / Theatre of Nationalities, directed by Vladimir Milcin
[ Czech Republic

Pishkanderdula (sublitled Josefs!!!), Archa Theatre, directed
by Vera Richarova and Frantishek Vitek

THE BALTIC THEATRE POLICY REVIEW

IDEA:

B 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 Riga Theatre jointly with the New
Theatre Institute of Latvia and production centre /ntercult/
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-

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:

[ Part | 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.

[ Part Il — 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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Seminar

BALTIC THEATRE POLICY REVIEW

Part |

(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 Petersone, 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 Petersone. 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 Linip$. | would like to turn to the National pro-
gramme Culture. In 1998/99 | 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
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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 | 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.

* |s 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:



box office revenues, profit bringing economic activities, for
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. | 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 | 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 | 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
0. 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.

« |s 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
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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.

« |s 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, | 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.

e |t 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.

* | think this is the most essential difference between Estonia,
Latvia and Lithuania: | 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 Petersone: | 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 | 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, Liepaja 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. | 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
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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. | 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, | am a director
and an actor and, forced by circumstances, for three years
now | have also been the managing director of the NRT. |
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



choice and that defines our audience as well. So, the solution
has been simple -theatres, which had greater box office
incomes, received larger subsidies from the government. As
far as | know, in Europe | can’t find country, which would
think that the subsidies a theatre receives should depend
upon box office success. | 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?

Maris Jaunozols. (Director of the Latvia National Theatre).
| 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 |
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. Stanislavskiis 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.

* | 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. | 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. | 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.

e If | 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. Gehoval, | can guarantee that
this is what you are going to get.

Audronis Liuga. | think that the discussion — money or art —
mentioned by Alvis, is artificial. Maybe this is a provoking

statement. If you say — | want to create art, but | 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. | 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. | 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?
| have not heard anything about artistic projects.

Alvis Hermanis. What | 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.

Banuta Rubess. | have worked predominantly in Toronto,
Canada, that has more than 100 theatres, but these are not
identified with theatre buildings. | am a director and writer,

| have worked at the Toronto Arts Council as the chairperson
of theatre arts council. | think that the most interesting
statement today was what Audronis said about objectives.

| agree to what Alvis said. | 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. | 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.

| think the discussion could become more interesting if we
talked more about the aims of art.

Maris 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. | 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. | donit 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. | 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 EiZvertina (manager of the independent theatre
Skatuve). So far we have spoken about professional state the-
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atres and | dare to take the floor as the founder and director of
an independent theatre. In 2001 | will have ten years experience
of this work. All these talks about money seem quite complex
from my point of view. | quite agree with Mr. Cehoval and with
Peter Jalakas that | don’t expect much from the Saturday’s
meeting. | 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. | consider myself to be
one of these blue-collar workers. Every year | enrol the studio
of theatre students privately, | do not pay taxes, | cheat on the
state, but naively | think that | am working for the good of the
Latvian theatre in the future. | believe that every year | 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. | donit
hear any response, any support. | have given the past 20 years
of my life to the future of the Latvian theatre, and | 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 | think that the main thing is — for the

Seminar

bureaucratic operators (excuse me for using this word) to cope
with this problem. And then everything will happen. | have not
lost all hopes in this respect.

Chris Torch: | am not going to sum up everything what was
said today. It was very informative. | 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 | 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.

BALTIC THEATRE POLICY REVIEW

Part Il

(Moderated by Chris Torch, head of producing organisation /ntercult/ Sweden)

Reitern’s House, October 30, 1999

SUMMARY of Part |

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
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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. | think that if an organisation is transformed into
a too formal structure, the results can be very bad. In France |



often face, to my mind, a very important question — how to
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:

* | 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?

« | 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.

« | 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. | 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)

« | 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. |
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. | hope that we reach this conclusion.
Marco Martinelli: At the beginning of the 80s | 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. | 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. | 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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work with it during the process of production. We work under
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:

* | was one of the initiators of this meeting, but | 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 Riga 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 |
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
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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:

« | do not think that the distance between us is so hig. 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 | keep admiring
every time | 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. | 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.

[ 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



what the people working at the theatre would like to see. We
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 | 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 | 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 0.
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. | 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 otheris needs. The artist cannot say:
| 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 | 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. | 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. | 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 Riga
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

The discussion that was started in Riga, in October, 1999 will
continue in Vilnius (in June) and in Riga (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 Il: 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

Discussion on intercultural co-operation

WHO AM 17

October 26, 1999, Cafe Sarls

MODERATED BY:

Chris Torch, artistic director of producing centre Intercult/
Sweden

PARTICIPANTS:

Viadimir 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. | 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 | was sent to work as a guest
director at Bratislava Theatre within the framework of cultural
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in the Baltic States. Target audience: Ministries of Culture,
theatre and mass media representatives from the Baltic
States.

Baltic Theatre Policy Review Ill: Riga, 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. |
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 | 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 | was
sent to Macedonia. | returned home. | wanted to work as a
director, but | 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. | told him
that | would really like to finish my work, | 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, | did not know a single Albanian word, for me it was a
completely different world. | 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 | went to Albanian theatres in Krishtina and
Tirana, and this work became a very important part of my
life. Very often | am attacked because of the cultural idiom |
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. | want to know myself, the way | am related to
others, but there is one level that | cannot influence — the
political level. It is stronger. | feel the need to say: no, | do
not agree and | do not want to live in such a society. | 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



the North and the South is very striking. Sicilians have little
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: | live in the North of Italy, which is a very
rich region in terms of money, but very poor — in others. In
mid-80s | 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 | talk of erotics, | 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 | 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?

| am a vampire. | 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 | work with actors from Senegal, Northern and
Southern ltaly, | want them to look for the differences among
them. | have no wish to search for harmony; | 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.

Peteris 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.

Peteris 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. | have asked

myself this question very often — do | still follow my initial
stimulus, my taste, or am | approaching the border, crossing
it, where | start selling out. There are no guarantees, no
answers, it is an eternal question, and this problem cannot be
solved. | have always hoped that | would feel that | 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.

| have had a life of an immigrant; | was born into an Italian fa-
mily. My grandfather learned English and refused to speak
[talian. He wanted to become an American. My father and his
twin brother at the age of 6 refused to speak English. | grew
up in an ltalian 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 | grew up, | went to Italy and lived there
for a few years, but in two years time | understood that it was
for me too easy. Everyone whom | met looked too similar to
me. They spoke in the same way | did. Then | returned to
Sweden and saw how beautiful it was to be different. This
feeling stimulated me artistically. | have several identities. |
have my national identity; | have lived in Sweden for 22 years,
Sweden is my national identity. | cannot imagine myself as an
American, but, when asked about my culture, | am American.
My childhood memories are connected with America, with
soccer, baseball, and hamburgers... If | were asked about my
ethnic identity, | would have to answer that it was Italian. The
colour of my skin and my hairs, sensations, food — everything
is connected with Italy. | have also a professional identity,
which is the most important. In China and in Venezuela | meet
someone from theatre, and immediately we start speaking in
the same language. But if | meet a Swedish farmer, even
though | live in Stockholm, | have nothing to say to him. This
is my professional identity... |, being a male, have also my
sexual identity, which is very important as well. | think that
ethnic and cultural identities are very closely connected, art is
capable of uniting people with different identities.

Refet Abazi: Unfortunately | 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 EiZvertina (director, managing director of independent
theatre Skatuve): | 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. | noticed a wonderful
thing concerning identity in the performance, | remember one
phrase — “If | have my language and a place for my grave,
then | have myidentity”. This conclusion to a great extent is
similar with national problems of Latvians. | 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. | think that this performance is alive. | 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 1?
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MEETING OF FESTIVAL DIRECTORS

Restaurant Parlaments, October 27, 1999

PARTICIPANTS:

[ Peteris Krilovs, director of International New Theatre festi-
val Homo Novus / Latvia — the initiator of the meeting of festi-
val directors.

M Baiba Tjarve, director of the New Theatre Institute / Latvia
— represents festival Homo Novus.

I Juris Visockis, chairperson of the Riga 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 Riga City Municipality; secondly, Riga City
Council is considering the possibility of organising annual
Riga City Festival in co-operation with the already existing fes-
tivals.

[ 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.

[ Boriss 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.
[ 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.

[ Brigita Strode / Latvia — represents the Latvian National
Opera and Riga Opera Festival that during a very concentrated
period in summer shows opera performances to Latvian and
foreign audience.

[ 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.
[ 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.

[ 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.

[ Harri Toivonen, Finland — the technical director of the fes-
tival Helsinki 2000.

[ 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.

[ Lajos Sandor, Hungary — representative of Budapest festi-
val Boom.

[ 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.
M 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:
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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 Riga. 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.



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: /n 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 info 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

Discussion

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.

ON THE ROLE OF NGO’S IN CULTURE

Restaurant Parlaments, October 29, 1999

Participants of the discussion chaired by Ruta Gaupova, 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

WHAT IS NEW DRAMA?

Cafe Sarls, 30.10.1999

MODERATOR:

Banuta 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)

Mara Zalite, playwright (Latvia)

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?

Banuta Rubess: Although my parents are Latvian and my
native language is Latvian for the most of my life | have
worked in Canada in English. | 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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announced they wanted to create new Canadian art. As we
know Shakespeare is not Canadian, therefore they wanted to
create something similar, only authentic. | 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?

Mara Zalite: | 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. | 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. | hope | 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 |
have produced in Lithuania two more Lithuanian plays.
Banuta: Are those classical plays?

Audronis: No, they are rather new. | 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.
Banuta: 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 | 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. | 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: | saw the play PS Case. 0.K.
and | got the impression that the playwright Parulski has
staged the director Korshunovas. | 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.

Banuta: | know some playwrights who are ready to kill the
director if a single line is changed. | have a democratic atti-
tude. The question What is play? was posed with the idea
that it might interest the audience. | have a complete allergy
to this theme. One of the reasons might be that | don’t like
plays. And if |, as a stage director, when | take a ready made
play, my first thought is to change it. Yet at the same time |
remain faithful to the author. Another reason why | 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. | have
taken part in putting on plays which had practically no text,
that are based upon music, where slides are used, film on
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stage and yet it is theatre and not dance or pantomime. And
people have said afterwards: yes, | liked your play. Play is a
dialogue with audience. And the dialogue can have thousands
of forms.

« | 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, | 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.

Banuta: 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.

Mara: 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. | don’t know what
agent is, | have never met one. Despite the fact all the plays
which are written in poetic form have been staged at theatres.
Ingmars Caklais, 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 Mara. She has found a form
of talking to the directors, therefore Mara has never had this
problem. | 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.



Audronis: | 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.
Banuta: | know the situation in Latvia very well and | 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.
Mara: Unfortunately even | who has really good relations
with theatre people have never had the luck of working
together with them at my play. | 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. | have

Discussion with the Young Stage Directors

| COULD BE A THIEF

Cafe Sarfs 29.10.99

MODERATOR:

Hanna Hurzig: theatre critic, festival director/ Germany
PARTICIPANTS (stage directors):

Regnars Vaivars (Independent director, Latvia)

Benas Sarka (Gliuikai theatre, Lithuania)

Nikolai Roshchin (Creative Union Ship of Fools, Russia)
Viesturs KairiS§s (New Riga Theatre, Latvia)

Hanna Hurzig: Tonight we have a lot of problems. | started
this morning at 10 o’clock with a discussion, then | 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 Kairi§s and Regnars 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 |
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 Regnars because he has the most beauti-
ful coat. Regnars 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 | saw two entirely different plays. If
| look at the authors’ choice — he has staged G. Genette, L.
Carroll, 0. Wilde. What | had seen was pop art. Skating

never received such help from theatre although | wish |
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?

Mara: | have noticed that among the participants of this festi-
val and this discussion as well there are few directors from
the large theatres. | 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?

Banuta: When | was stage directing for the first time | liked
it, together with actors we rewrote the play.

Mara: | 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. | agree to a large extent that
a great work of art cannot be made to order. | have had two
commissioned plays which | 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 | 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 | saw his plays | 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.

Regnars: No? Why? | 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 | am
some kind of a boy or whatever. Perhaps | might want to
mention my plans for future which | intend to implement
at the end of the next season. The first is Know-Nothing
on the Moon. | 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. | 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?

Regnars: 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.

Regnars: Yes, we've had a multimedia performance,
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shows, classical plays, a children’s play, there’s enough of
diversity.

Hanna: Why children’s play?

Regnars: It’s the usual story. | 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. | 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, — | simply like it and | want to make it. Besides,
before my studies at the Academy of Culture | worked for
a while as a puppet artist in the studio Kabata (Pocket), |
simply feel what the children in Latvia lack now. It really is
much on the agenda. | 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?

Regnars: Since | cannot boast of the habit of reading
many plays and much literature the field of my choice is
not as large as | would wish. It is more of a coincidence.
There are things | want to talk about and | find a text for
them. Therefore it is significant that | decided to stage The
White Wedding and Salome when | hadn’t read these
plays. | had heard about The White Wedding a comment
from Silvija Radzobe about the Estonian stage version, as
for Salome | 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? | 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?

Regnars: It’s not quite like that. Perhaps | slightly overdid
it talking about The Know-Nothing and children’s theatre.
That gave me strength to believe that | really want to stage
a children’s play because there are many texts that | like
but it does not mean | am trying to stage them all. The
major motive is what | 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?
Regnars: | absolutely agree. Look at this coat... And the
rest of it. What else could it mean?

Benas Sarka

Hanna: Benas Sarka 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. | 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
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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: | 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: | felt that your play is based on improvisation. Is it an
experimental process with actors that you are conducting?
Benas: | 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: | 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”. | can only repeat it.

Hanna: | 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. | 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: | 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: | am a bit surprised, but... As far as | 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?
Benas: | could be a thief. | think those thieves are good
who are not recognized by anyone because they cannot be
caught.

Hanna: | accept that.

Nikolai Roshchin

Hanna: Now | would like to turn to Mr. Roshchin. | saw
your play today and | was very surprised, and afterwards |
spoke to the Debut Centre manager who told me it was
your first play. | must explain what | saw. | 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.

Hanna: As | 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.



Nikolai: We started the work in the third year when we |
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 | 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: | 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 lan
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 KairiSs

Hanna: Another graduate from the Latvian Academy of
Culture who has studied with P&teris 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 Smits 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: | 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. | did not think about
it particularly. Just decided and... Then it all evolved and |
had no intention to undermine traditions. It’s more
important to get carried away for yourself. It was about
the same as | 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, |
simply followed the actors to the New Riga Theatre. Actually,
| have not consciously changed anything in my life. The
opera is close by. It’s a convenient place to work at.

Hanna: | 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 | 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? | am shocked!
Viesturs: | did not understand the question. What will
happen in future? | really hope that my human reserves
will be so far reaching or deep or interesting that | will
start working for real then.

Hanna: Then Mozart is only a trial process on the way to a
higher level?

Hanna: Yesterday | met Mara Zalite and | told her | would
meet the young directors. | asked her what | should ask
you. Mara Zalite is a poetess, and as we know poets put
their questions in a simple and straightforward way. Mara
Zalte 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 | don’t have it. | think we will
not discuss if God exists or doesn’t.

Hanna: Perhaps someone else wants to put a question?
Viesturs: | 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?

Peteris 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.

Peteris: 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?

Péeteris: | 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?

Peteris: Not to everyone, but | 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.

Peteris: Hanna speaks like a traditional Latvian critic.
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Review of Homo Novus festival

CO-ORDINATING EMOTIONS AND REASON

Restaurant Parfaments, October 31, 1999

MODERATOR:

Zane Kreicherga — co-ordinator of programme HN'99, direc-
tor / Latvia

lize Rudzite — PR manager of HN’99, actress / Latvia
PARTICIPANTS:

Hannah Hurizig — theatre critic, director of festivals /
Germany Chris Torch — producer, head of centre Intercult /
Sweden

Silvija Radzobe — theatre critic / Latvia

Valda Cakare — theatre critic / Latvia

Anda Burtniece — editor of Teatra \/éstnesis, 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 EiZvertina — director, Independent Theatre Skatuve
/Latvia

lize Klavina — 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.

lize Rudzite 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 | met one of our actresses who
had attended several foreign performances, and for the first
time | 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. | 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. | 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, | 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. | 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. | perceive the term new as
a metaphysical word, perhaps it does not mean anything as
such, but | 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.

| 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
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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 | had only read about it in theatre history books. | 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, | saw
extraordinary strength and vital energy.

The negative tendency, which is contradictory to this devel-
opment of the festival programme, | saw in performances like
Macedonian Late coming Bones and Welsh performance The
Town that Went Mad. What was shown by the Welsh theatre
| could characterise as outburst of the underground of the
60s. In this sense | 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 | want to put a ques-
tion — is this the ideology of the festival? | 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. | would like to thank the organisers of the
festival for the interesting Estonian performances, Heda
Gabbler, interesting Korshunovas’ performance.

Zane Kreicherga Is there anyone willing to defend the Alba-
nians? Any supporters?

Anna Eizvertina 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. | 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 | saw only one Estonian performance of this festival,
for me it was the most interesting, even though it was staged



in a rather traditional manner. The performance in this age of
post-modern mess was conspicuous with is unique simplici-
ty. | 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 |, logical-
ly, am interested in this question.

When representatives of affluent societies start preaching
Apocalypses, | 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. Regnars, being young and crazy, tried to fill up this
niche, maybe he was even more aesthetic.

Hannah Hurizig | would like to return to Albanian perfor-
mance. You sharply criticised this play, using the word “prim-
itive”. 1 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 | 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. | think
that the role of the festival is to acquaint us with different
theatres in different cultural contexts, and | am of the opinion
that the idea to include this performance into the festival pro-
gramme was right, but the context was wrong. | 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.

lize Klavina. 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
Rigas 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. | 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 | 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.

Peteris Krilovs | 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 | permitted myself to relax during the Albanian
performance. | 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. | would like to experience at
least once a situation, when | 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 | would like to go on and talk about the way
contexts are created for performances. | 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 Cakare Chris Torch just said that it could be very bor-
ing if the festival offered only the five best European produc-
tions. | could only dream about this kind of boredom,
though, | 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.

| treated this festival very pragmatically, in comparison to the
previous festival, and | 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, | permit
myself to use this discredited word, — good.

| 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 | 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. | 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 Riga was
a gesture of solidarity, the way it was put in the newspapers,
then | 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.
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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 Sarka’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. | can congratulate you on what we saw. | 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. | don’t remember having
seen a similar situation in any other country.

You have a conceptualists Alvis Hermanis, popart representa-
tive Regnars (except for his latest production), you have
Viesturs Kairi§s 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. Regnars has invited
one of the most outstanding media artists Maik Henz.
Viesturs Kairi§s — one of the best known light artists — Jean
Calman. These developments have happened very fast.

lize Rudzite 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 | refuse to characterise these tendencies, be-
cause | cannot say that there is anything unifying the creative
work of these directors. It is impossible to compare the way
Viesturs Kairi§s 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 | 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 | 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 — | 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, Regnars 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 | 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 | would like to talk about context, which was
just mentioned by Alvis Hermanis. | think that this festival
shows one common tendency. There is a certain difference
between the theatre of Eastern Europe or the so-called post-
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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. | can agree to
what was said that it did lack certain artistic qualities, but at
the same time | 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.

| 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. | 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, | am very glad
for it, but | 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 | am really sorry that Latvian critics
express themselves as consumers. | 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. | 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. | 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. |
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. | would not like to assume the role of



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 Cakare 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.

Peteris Krilovs Liepaja Theatre informed us that to show this
performance within the Riga festival framework was just
impossible. That is an aspect of Latvian theatre management.

Homo Novus ‘99

NEWSPAPERS REVIEW

[ 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 | 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.

| was not particularly delighted by these experiments, never-
theless, | 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, | can only congratulate
this historically important experiment — to start solving the most
problems of the Latvian theatre on the same level.

This question should not be addressed to the organisers of
the festival.

Valda Cakare What did you mean by consumerist attitude of
Latvian critics?

Normunds Naumanis | am also a critic, | am not excluding
myself. Metaphorically speaking, it looks like this — | talk
about some kind of values, but all the rest | do not treat as
values, because they do not fit into my priority scrapbook. |
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.

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.

Banuta Rubess, Diena 05.11. 99

I 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

B 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.

[ 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 | 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.
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THE APPLE SKEP OF THE LATVIAN THEATRE , DIENA 12.11.99.

B 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. 5
Valda Cakare

[ In addition to “ bravo!” for the indisputably culturally his-
toric importance of the event and the declaration of total the-
atrocentrism for a week | venture to give the Top 5 of my
preferences: 1.— /diot (New Riga Theatre), 2.— The Way of a
Serpent (Estonia),3.—Lithuanian Heda Gabbler, 4.— Art pre-
sented by the theatre Maris (Liepaja), 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

[ Afestival 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.

Undine Adamaite

[ My lucky lot was — The Way of a Serpent by T. Lindgren,
where | 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

[ 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

[ ltis 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.
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Having no doubt about the importance of this significant aim
| 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, | am about to contradict my own words — the-
matically there was something new (at least in the context of
the Latvian theatre, here | 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 | 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-



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 |
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.

B 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, Digna 28.10.99.

[ 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 Th10min (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, |
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.

B 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.

Gunars Treimanis, Rigas Balss 27.10.99

B 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 0.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 — | can imagine what it
means to play a homosexual openly in Catholic Lithuania,
besides performing that with enthusiasm and ardour. And |
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.

[ ltis 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.
| 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! | would tell more — we can
do it better!

Normunds Naumanis, Diena 26.10.99.

B 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 | 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. | 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!

Gunars Treimanis, Rigas Balss 01.11.99.

B The Caretaker by Butusov turned into an event, although
there was nothing avant-garde about it.
Harijs Gailitis LML 04.11.99.

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

[ 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 Gailitis, 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 Maeterlinkis 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 Sarkas 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 darkas 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, Regnars 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

58

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 Kairiss has
been mentioned as the possible Latvian export product. He
together with painter leva Jurjane show generally widely
accepted models of the contradictory human existence, real-
istic play assembled together with significant visions. Kairiss
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 Jurjane’s
visual language.
Alvis Hermanis apparently is no longer as eager as Kairids 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 Vejs, Studija 4 /99

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, | 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. | can only add, only suggest l.llyin’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 | 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. |
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



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 | 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 Jiirate 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. | 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

Homo Novus ‘99

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)

e 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.

e surprise — the Czech performance Pishkanderdula

« underground favourite — performances of the Lithuanian
director Ben Sarka Kokakola and Carefree

« the most unusual event — Jam Session at studio theatre
Skatuve

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.

Undine Adamaitite, Maksla+ 4 /99

I Why was | touched and moved by Estonian Pelleas and
Melisande and Czech Pishanderdula. Even though | 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 |
can say so, sincerely indifferent.

Edite TiSheizere, Maksla+, 4 /99

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 Riga, 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 Rigas laiks, 8% — magazine Maksla+), 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.
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INDEPENDENT THEATRES IN LATVIA

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 Kairi$s, Gatis Smits and
Dz.Dz. DzilindZers 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 Brivibas, Riga, 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. Romanovica V. Haufs “Dwarf
Long-Nose”, director V. Pavlovskis,
A. Volkov “The Magician of the Emerald
City”, director S. Rozhov (Moscow)

Free Actors’ Society

Address: Mikela 1-21, Riga, 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: Ravas 5, Liepaja, 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. LieldidZa, N. Nosovs “Nezinitis”,
director P. Trups, “Once upon a time...”,
director P. Trups

Independent theatre “Kabata”

Address: Peldu 19, Riga, LV-1050

Telephone: + 3717223334, + 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 PaukSs Academic
Theatre, Theatre of Movement and
Improvisation, Children’s group.

Founded: 1987

Most important / recent productions:
Antoine de Saint-Exupery “Little Prince”,
director D. Bal€us, “Henry VIII and his Six
Wives”, director G. Verenieks

Russian Youth Theatre

Address: Peldu 26/28 , room 304, Riga LV-1050 (office)
Performances at:  independent theatre “Kabata”, Peldu 19
Telephone: + 3717212064

Fax: + 3717212064

Contact person:  Oleg Shkatov (director general)

Legal status: Limited company

Special characteristics: Russian language performances for
children and young people

Founded: 1995

“Mara’s Theatre”

Address: Blaumana 12-46, Riga, LV-1011

Telephone: +371 9277355

Fax: + 3717283814

Contact person:  Nikolajs Erglis (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)



Most important / recent productions: “The Book of Ruth”,
director M. Kimele, Shakespeare’s sonnets
“Shakespeare Loves Me”, director M. Kimele

“Miris”
Address: Birinu 32, Liepaja, LV-3401
Telephone: + 371 3480202

Fax: + 371 3480202

E-mail: muris@cs.lpu.lv
muris.sia@apollo.lv

Contact person: ~ Martin$ 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. Saks “Mirrors of Imaginations”,
director M. Vilsons, J. Reza “Art”,
director L. Gundars

Riga Small Theatre

Address: Stabu 18, Riga LV-1011
Telephone: +371 7377749, + 371 9145004
Fax: + 3717377749

E-mail: dd@parks.lv

Contact person:
Legal status:

Girts Sils (managing director)

private enterprise “Dvéselu 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 G. Sils,

Riga Chamber Theatre
Address: Caka 30, Riga LV-1011
Telephone: + 3717281552
Contact person: Zanis 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.
Professional status granted in 1991
(acting since 1977)
Most important/ recent productions:
F. Shiller “Love and Deceit”, director
Z. Priekulis. 0. Wilde “Salome”, director
Z.Priekulis, Hugo “Notre Dame of Paris”,
director Z. Priekulis, V. Karkling “New
Blood”, director Z.Priekulis
“Skatuve” (Stage)
Address:
Telephone:

Founded:

Maskavas 108/111, Riga LV-1003

+ 371 7222281

Contact person: ~ Anna Eizvertina (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:

0. Muhina “Tanya, Tanya”, director

Z. Kreicberga, Shakespeare

“Midsummer’s Night Dream”, director

A. Eizvertina, K. Blixen “Dreamers”,

director D. Larina

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

Theatre, Free Actors’ Society) are non-governmental organisa-
tions, two are non-profit limited companies (“Skatuve”, “Muris”)
and one theatre (Riga 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 “Miiris” 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 — Mara’s Theatre, Riga Small
Theatre, Free Actors’ Society

40 - 70 performances annually — “Skatuve”, “Miris”

80 performances annually — Riga 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), “Mris” (80-100), Riga Chamber Theatre (100),
Riga 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
Liepaja starts “House of Dolls” —in order to set up a permanent
stage in Liepaja. Mara’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, Brivibas 96.

A very typical feature of independent theatres is the great number of
tour performances. Mara’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.) “Mris” 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 Riga Chamber Theatre that works only on the
stage of its own, as well as Riga 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: Riga Small Theatre (500 spec-
tators annually), Mara’s Theatre, Free Actors’ Society (1500)

* Theatres with medium size audience: Russian Youth Theatre
(4200), “Kabata” (6300), Riga Chamber Theatre (6320),
“Mris” (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 (Riga Small Theatre, Mara’s Theatre, “Mris”). The
biggest troupes are employed by Riga Chamber Theatre (32),
“Skatuve (10 — 12), Theatre for Children and Young People (15).
Riga 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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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 (Mara’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, Maris,
Riga 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 Mara’s Theatre and Riga 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 (“Miris” — 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 “Maris and 6 productions of Unbear-
able Theatre Artel received support. The total budget of Arts and
Culture programme was aproximately 301961 lats.

Allocations to independent theaters 1996 — 1999
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SFL — Soros Foundation — Latvia
KM — Ministry of Culture, Culture project competition
KKF —Culture Capital Foundation

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
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The Ministry of Culture from the project competition budget alloca-
ted 2900 Lats to the theatre “Maris” 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 “Mara’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 Liepaja. 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 Liepaja. 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 Mara’s Theatre at international festival in
Klaipeda. 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 “Mris” , 1 - Free Actors’ Society, 1 - Mara’s Theater and 2 - Ri-
ga Small Theater.

Allocations to independent theaters in 1996 — 1999

11364

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

* 2000: co-producing the international project Hotel Europa
(Intercult (Sweden), Wiener Festwochen (Austria), Theater
Formen Hannover (Germany), Festival d’Avignon (France),
Bologna 2000 (ltaly) etc.

* 2000: Showcase in Riga: inviting foreign producers to see
and meet Latvian theatre professionals.

* 2000: co-producing the work of Latvian director V. Kairi§s
and Lithuanian director 0. 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 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. NT! 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.Iv/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

e 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 /ntercult,
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 Jaunakas Zinas)

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 (ltaly) 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 Il, Vilnius

« Fall, 2000: Baltic Theatre Policy Review Ill, 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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HOMO NOVUS'99 SADARBIBAS PARTNERI / IN CO-OPERATION WITH:

J A UN A | S R I G A S T E A T R
THE NEW RIGA THEATRE
Lacplesa 25, kase: 7280765. http://www.jrt.lv

direktors / general-manager: Alvis Hermanis

LATVIJAS NACIONALA

THE NATIONAL OPERA
Aspazijas bul. 3, kase: 7225803, 7228495.
E-mail: <boxoffice@opera.lv>
direktors / general-manager: Andrejs Zagars

ONAL,
‘\BC’}‘EATRIS §

THE NATIONAL THEATRE OF LATVIA
A.Kronvalda bulv. 2, kase: 7322923
direktors / general-manager: Maris Jaunozols

INDEPENDENT THEATRE SKATUVE
Maskavas 108/110, kase: 7222281
direktors / generalmanager: Anna Eizvertina

K

INDEPENDENT THEATRE MURIS
Barinu 32, Liepaja. Tel.: 3480202, 9554349
E-mail: muris@cs.lpu.lv

makslinieciskais vaditajs / artistic director: Martin$ Vilsons
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LATVIJAS DAILES TEATRIS

THE ART THEATRE
Brivibas 75, kase: 2279566
direktors / general-manager: Beértulis PiziCs
PYCCKO

#
l'“ JIPAMBI

RIGAS KRIEVU DRAMAS TEATRIS

TEATP

RUSSIAN DRAMA THEATRE OF RIGA
Kalku 16, kase: 7225395
direktors / general-manager: Eduards Cehovals

LATVLIAS
SPORTA MUZEJS

LATVIAN SPORT'S MUSEUM
Alksnaja 7/9, tel.: 7211365
direktors / general-manager: Dzintra Grundmane

LIEPAJAS TEATRIS

LIEPAJA DRAMA THEATRE
Teatra 4, Liepaja, tel.: 3426614
direktore / general-manager: Maruta Pavelsone
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