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Preface

In the fourth book “Lithuanian Theater History” (1980-1990) discussion
revolves around the last decade of the Soviet rule’s scenic art development.
The history of six drama theaters, two musical ones and two puppet theaters
is reviewed.

For the first time in a comprehensive way, the reviews touch the eighth
and ninth decades of the 20™ century Lithuanian puppet theaters — the acti-
vities of Kaunas’s State Puppet Theater and the activities of Vilnius’s Theater
“Lélé”. Also, for the first time the panorama of Kaunas’s Musical Theater
development is presented, encompassing the years 1940-1990.

The book was compiled by scholars working at the Cultural, Philosop-
hy and Art Institutes’s Theatrology Division: Dr. Audroné Girdzijauskaite,
theatrologist Grazina Mareckaité, Dr. Helmutas Sabasevié¢ius, Dr. Rasa Va-
sinauskaité, Habil. Dr. Irena Aleksaité — the latter responsible for editing
this collective effort, as well as invited authors — musicologists Dr. Vytauté
Markelitiniené, Lina Stankeviciaté, theatrologists Daiva Sabasevi¢iené and
Dr. Sar@iné Trinkiinaité. Even though at the time Soviet censorship still was
intact, infiltrating the repertoire and each and every one more important
and socially charged performance, Lithuanian stage art: drama, opera, ballet,
puppet and musical theaters still successfully continued their artistic search.
During this period, special intensity can be noticed in cases of talented theat-
er directors: they staged plays of high artistic level, problematic, ventilating
important philosophical-moral and political man’s spiritual life’s questions.
This phenomenon was especially clear at the Kaunas Drama Theater, whe-
re director Jonas Vaitkus was in charge, at the same time being loyal to
his creative program. He tried to form a repertoire valuable from different
perspectives, prepared a new generation of actors, consolidated the troupe,
constantly challenging with new creative tasks. J. Vaitkus dedicated a lot of
attention to the artistic quality of the performances, constantly perfecting all
means of expression and its impact on the audience. The theater’s creative
signature was also significantly affected by its second director, Gytis Pade-
gimas, who worked there 1980-1986, using his own program and especially
successfully working in small, chamber stage spaces.

The decade in question can be called the brightest in the history of the
State Youth Theater. In charge was Dalia Tamuleviciiité, choosing material
that continued the analytical direction of the young person’s moral and spi-
ritual maturity. Nevertheless, the theater’s aesthetic and ethical essentiality



was shaped by the outstanding Eimuntas Nekrosius’ performances, without
doubt in the best way revealing the shift of time and changes in the scenic art
and direction in the ninth decade. His search for directorial expressions was
connected to visual, non-verbal scenic creativity, accentuating the actuality
and physicality of the theaters, also revealing new scenic “here and now”
possibilities in interpretations of drama material and enforcing the position
of one author of the performance — the director. In E. NekroSius works, new
artistic quality reached actors of the new generation; after a while they be-
came the artistic core of the theater. In 1980-1990, this theater maintained
creative autonomy, nurtured a strong troupe and shaped especially high
scenic parameters and its evaluation criteria.

At the Academy Drama Theater the time of 1980-1990 was much more
complicated than in the aforementioned ones. Here, just like in the decade
before, besides chief director Henrikas Vancevicius, worked directors from
the younger generation, whose creative provisions, methods of direction,
types of scenic expressions often conflicted with the chief director’s’ creative
principles. The first performances by Rimas Tuminas revealed a multicolored
palette of his directing, where light irony, a principle of a game punctuating
dramatics, subtle moods and the performance’s atmospheric vibrations all
became character traits. R. Tuminas was able to team up with the actors,
both his former students and experienced masters of the academic stage.
At the end of the decade, while still at the Academy Drama Theater, he was
able to comprise a troupe; this eventually became the Small Theater of Vil-
nius. Irena Budiené’s stagings were characterized by their theatrics, a search
for original stylistic solutions. Algirdas Lapénas leaned towards the musical
performance genre.

The dynamic political and social changes of the ninth decade were
especially apparent in works of the Siauliai Drama Theater — Aurelija Ra-
gauskaité, who made the theater famous by her innovative interpretation
of Lithuanian classics, left the theater at the end of 1979. On the eve of the
fiftieth anniversary of the theater, it was taken over by the director Saulius
Varnas, striving to implement intellectual, philosophical, aestheticized visi-
ons of the theater; his success was not absolute in realizing these directorial
ideas. At the end of the ninth decade, director Gytis Padegimas took charge
of the theater, while already famous for his celebrated stagings of the world
classics of the 20" century. The new chief of the theater, inspired by the
success of Vidmanté Jasukaityté’s work “Zemaité”, announced Lithuanian
dramaturgy as an antecedent of creative Siauliai Theater direction. During
the time in question, on Siauliai stage worked a constant, creatively grown
actor’s troupe, a variety of in-house and invited directors, set designers from

Lietuviuy
teatro istorija

ketvirtoji knyga

555



Lietuviuy
teatro istorija

ketvirtoji knyga

556

Lithuania and Latvia — among them world renowned theater artist Andris
Freibergs.

Panevezys Drama Theater suffered clear hardships at this time after
Juozas Miltinis, the long standing head of the theater, left and a creative
crisis started. Theater chiefs tried every possibility to escape the dramatic
situation: encouraged actors to direct, invited out of house directors, but all
of that could only temporarily postpone the collapse of the theater.

Klaipéda Drama Theater in this decade did not rise up to those creative
successes that were characteristic to the earlier ones, especially the produc-
tive time of director Povilas Gaidys. Objectively interfering circumstances
(prolonged theater renovation project) ruined the consequent creative pro-
cess, enforced tiresome tours, and trips into unsuitable places for perfor-
mances. Neither directors nor actors created socially vibrant performances,
which characterized the earlier decade.

Both puppet theaters in 1970-1990 worked under similar conditions,
but their creative roads differed. The period forced adaptations of compro-
mises and wasn’t favorable for the nurturing of original art ideas. Still the
Puppet Theater “Lélé” broke through to the avant-garde. That was conditi-
oned by the talented and original Vitalijus Maziiras, theater artist, director
and chief art leader, his immense creativity partly coinciding with the rene-
wal of Lithuanian literature, art and music. Kaunas’ Puppet Theater always
was more conservative, even though during the eighth decade its repertoire
changed for the better, raising new requirements for all of the participants.
As a set designer V. Maziras also worked with the Kaunas Puppet Theater
and changed the groundwork aesthetics of the performances. Both theaters,
each in its own way, moved from the imitation of the events of life towards
a deeper, conditional generalization. Huge impacts in the development of
the theaters were regular in 1986-1989 Baltic and Belarusian puppet theater
festivals, and numerous tours abroad.

The Academic Opera and Ballet Theater’s opera troupe’s life in the ninth
decade developed in an accustomed way, even though there were plenty
of important musical events. Certain changes were inflicted by the start of
the Resurgence period. The usual rhythm of the troupe on stage at the time
created singers to experience real professional upheaval or simply mature.
The repertoire developed more or less in a traditional way, even though there
were possibilities to enhance it using substantial works of the 20" century.
Time still dictated its rules, which reflected certain inconsistencies. But there
are notable and prominent events of this cultural life as well, conditioned
in part by an ensemble of great creators, conductor Jonas Aleksa and direc-
tor Vlada Mikstaité. Thanks to their creative fervor, a lot of important and



highly creative performances were staged. During the second half of the
decade, certain changes emerged in the public life of the theater as a reaction
to Resurgence. In 1986, the 350th anniversary of the first opera performan-
ce in Lithuania was celebrated on the stage. The last years of the decade
were marked by a new phase — the beginning of Lithuanian soloist’s tours
in Chicago’s opera. Once divided by the Iron Curtain, Lithuanian musical
culture was again united.

For Lithuanian ballet the ninth decade was important not only thanks to
the new performances of choreographer and artistic director of the company
Vytautas Brazdylis, but also because of the clear classical ballet and contem-
porary choreography division: chorographical and dance features started to
emerge, consciously seeking innovative plastic forms. At the same time, the
notable refusal of canons associated with the classical ballet accentuated the
creator’s individuality as the main cultural value, irrespective of his confor-
mance to the usual standards of the classical ballet. Creative ties were esta-
blished with St. Petersburg’s Mariinsky’s Theater (At the time Leningrad’s
S. Kirov Theatre) and creators who worked there, enriching Lithuanian ballet
with stagings of authentic classical ballet performances. At the end of the pe-
riod, performances based on the modern choreographic principles started to
take shape. At the beginning of the ninth decade an intensive touring life of
the Lithuanian ballet troupe commenced: Sweden, Turkey, Syria, Moscow’s
Bolshoi Theater, and Warsaw’s Wielki Theater.

Also in the fourth book of “Lithuanian Theatre History”, the history of
the five decades of Kaunas’s State Musical Theater (1940-1990) is presented
for the first time — repertoire, conductors, directors, set designers, artists.

The book’s authors, analyzing our theater development in the period
of the collapse of the Soviet occupation, strived to reveal and emphasize
socially-civil resonance and resistance to the constantly growing chaos of
Soviet life and communist ideological, political marasmus in certain promi-
nent stagings.

This decade is marked in Lithuanian history by a powerful social-
civil Resurgence. Not all Lithuanian theaters reacted in the same way to the
political events evoked by the Movement behind the theater walls. Some
troupes took an indifferent, neutral position — that was clearly shown by
their performances and chosen repertoire — while others became actively
involved in the Movement’s activities. In that regard a notable position is
taken by the Siauliai Drama Theater and its chief director Gytis Padegimas.
Thanks to the efforts of Padegimas, a nationwide Lithuanian dramaturgy
festival “Atgaiva” (“Resurrection”) took place in the Siauliai theater in 1989,
when theaters presented the newest staging of Lithuanian plays. During
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the festival, an unprecedented forum took place; the Lithuanian intellectual
elite - writers, philosophers, literologists, critics — gave lectures, were invol-
ved in discussion panels, the first “free and uncensored” festival newspaper
“Atgaiva” was published.

Just like in the earlier three “Lithuanian Theater History” books, the
art of the stage is analyzed based on the multitude of archival and museum
material, works of dramaturgy, literature, art, theatrology, memoirs, the me-
dia of the period in question — abundant reviews and articles. The especially
valuable contributions in tracing and evaluating the artistic developmental
processes of our stage art, disclosing its specifics, the social-civil importan-
ce of the staged plays and the polyphony of the artistic images, belongs
to Lithuanian theatrologists and theater critics, who developed the direc-
tions of the theatrical process and therefore had a direct influence on their
consolidation and acknowledgement. Monographs, reviews, articles, quali-
fied analysis of the scenic art and objective evaluations by Antanas Veng-
rys, Dovydas Judelevic¢ius, Dana Rutkuté, Julius Lozoraitis, Irena Veisaité,
Audroné Girdzijauskaité, Grazina Mareckaité, Egmontas Jansonas, Saulius
Macaitis, Valdas Vasiliauskas, Ramuné Marcinkevic¢iuté, Elona Bundzaite,
Ruta Vanagaité, Rata Oginskaité, Aliodija Ruzgaité, Vitalija Truskauskaite,
Audroné Zifiraityté created a strong premise for the authors of this book to
rely on that rich material as an especially valuable attestation of the theater
process.

This book supplies appendixes — various theatrical documents, proto-
cols of the art councils, requisitions of the theater leadership of the afore-
mentioned period, the repertoire of all theaters of this decade, and data on
the book’s authors.

Our kindest regards extend to Professor Viktorija Daujotyté, Dr. Jurgi-
ta Staniskyté as a thank you for their valuable remarks. We thank director
Rimas Driezys, who supplied advice concerning the puppet theater and all
the kind and courteous employees of the Lithuanian Theater, Music and Film
Museum, Literature and Art Archive and various foundations, including
everyone who assisted and furthered this work by advice or a kind word.

Irena Aleksaité

Translated by Eglé Dean, edited by Kenneth Basford



