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JVADAS

Rezisieriaus Gintaro Varno karyba suvokiama kaip unikalus $iuolaikinio
teatro fenomenas - testinis, jvairialypis filosofiniy, literatariniy, muzikiniy,
choreografiniy, scenovaizdiniy, aktoriniy, psichologiniy teatro meno uzda-
viniy sprendimo procesas. Lietuvos sceninés kultaros Zinovai ir vertintojai,
akyliau susipaZing su G. Varno spektakliy savirefleksi$kumu, polifonine jo
darbo specifika, pripazinty ir akademinj, grieztg $io reZisieriaus principinguma,
pasiSventimg darbui ir profesine kantrybe. G. Varno karyba $iuolaikiniame
Lietuvos teatro lauke - akivaizdi ir iki Siol tebesitesianti valingy, aktyviy ir
atsakingy teoriniy bei praktiniy teatro meno tyrimy eiga. Tai nesibaigiantis
teatro studijavimas.

Rezisierius G. Varnas, jau daugiau nei deSimtmetj intensyviai ir atsakin-
gai dirbdamas Lietuvos muzikos ir teatro akademijoje, vadovaujasi grieztais
meniniais principais, turi savo darbo sistemg ir savaip stengiasi iSspresti visas
kylan¢ias pedagogines problemas. 2005 m. jis surinko savo pirmajj vaidybos
studenty kursa, kurj 2009 m. baigé devyni aktoriai: Vidas Bareikis, Ainis Stor-
pirstis, Marius Repsys, Vainius Sodeika, Dovydas Ston¢ius, Emilija Laténaité,
Eglé Spokaité, Indré Lencevidiuté ir Elzé Gudaviciaté. G. Varno auklétiniai
sékmingai dirba jvairiuose Lietuvos teatruose, filmuojasi kine ir televizijo-
je, pasizymi aktyvia karybine veikla. Per ketverius studijy metus Lietuvos
muzikos ir teatro akademijoje mokeési ne tik $ie busimieji aktoriai, bet ir jy
mokytojas: i§ griezto, reiklaus reZisieriaus tapo veikliu ir atsakingu pedagogu.
2012 m. G. Varnas surinko ir savo pirmajj rezisieriy kursg, kurj 2016 m. baigé
keturi jauni perspektyvis rezisieriai, jau spéje su savo karybos darbais jzengti
i pagrindines Lietuvos teatry scenas. 2013 m. G. Varnas antrg kartg surinko
vaidybos studenty kursg, kurj 2017 m. baigs astuoni studentai.

Tiriamojo darbo objektas — Lietuvos muzikos ir teatro akademijoje
G. Varno surinkty vaidybos kurso studenty ugdymo principai, studijy proceso
metu (2005-2009) ikelti mokymo tikslai ir pasiekti rezultatai. Analizuojant
$io studijy proceso specifika formuluojami aktoriy ugdymo principai. [vardyta
ugdymo metodika vertinama remiantis studijy metais kolektyvinés karybos
principu sukurtais diplominiais spektakliais ,,Zvaigzdziy kruga“ (2007) ir

»Dekalogas“ (2008). Siekiant giliau atskleisti tolesnius ugdymo metodikos rezul-

tatus profesionalioje scenoje, jvertinamas vaidybos studijas baigusiy devyniy
G. Varno studenty ir reZisieriaus-pedagogo tolesnis kiirybinis bendradarbiavi-
mas 2009-2016 m. sukurtuose spektakliuose bei $iy G. Varno iSugdyty aktoriy
pasiekimai ir meniné raiska kity Lietuvos teatro ir kino rezisieriy darbuose.
Tiriamojo darbo tikslas - jvertinti rezisieriaus-pedagogo G. Varno dar-
bo specifikg lietuviskos aktoriy rengimo mokyklos ir profesionalios teatro
scenos kontekste. Siekiama nustatyti svarbiausius aktoriy ugdymo principus,



2005-2009 m. studenty mokymosi proceso rezultatus ir iSugdyty aktoriy tolesne
menine rai$ka profesionalioje scenoje.

Siekiant uzsibrézto tikslo suformuluoti $ie tyrimo uZdaviniai:

o aptarti lietuviska teatro mokykla kaip rezisieriy-pedagoga G. Varng
formavusig aplinka;

o i$skirti ir apibrézti G. Varno aktoriy ugdymo principus remiantis 2005-
2009 m. vaidybos studijy atvejo analize;

« nustatyti diplominiy spektakliy ,,Zvaigzdziy krusa“ ir ,,Dekalogas“ kii-
rybine specifika, studijy metais pasiektus praktinio darbo rezultatus;

« jvertinti aktoriy (kaip mokiniy) ir rezisieriaus (kaip mokytojo) tolesnj
karybinj bendradarbiavima, iSugdyty aktoriy pasiekimus ir menine raiska
profesionalioje teatro scenoje.

Darbo aktualumas ir naujumas. Darbo tema ,,ReZisieriaus Gintaro Var-
no aktoriy ugdymo principai: studijy proceso tikslai ir rezultatai“ yra nauja
ir netyrinéta. G. Varno teatras jam skiriamuose straipsniuose sulaukia daug
jvairiausiy vertinimy i§ Lietuvos teatrology ir teatro kritiky, tac¢iau nuosek-
laus ir vientiso Zvilgsnio ne tik j jo pedagoginj darba ugdant aktorius, bet ir j
jo mening karybg iki $iol néra. Be abejonés, G. Varno rezisfiros menas ir jo
pedagoginé veikla yra verti i$samios studijos. Lietuvos nacionaline kulttros
ir meno premijg ,,Uz Siuolaikinio Zmogaus vidinio pasaulio jzvalgas®, ne karta
»Auksinius scenos kryzius® ir kitus pripazinimo zenklus pelniusio rezisieriaus
G. Varno kirybinés ir pedagoginés raiskos i$samesnis tyrimas tampa aktualia
$iuolaikinés teatro kultiros jamzinimo tema.

Sio tiriamojo darbo teatro meno ir teatrologijos mokslo kontekste naujumo
aspekta pagrindzia siekis pirma kartg istirti ir apibrézti G. Varno vykdomo
aktoriy ugdymo specifika, jvertinti pasiektus basimy vaidybos meno specialisty
akademinio i$silavinimo rezultatus. Darbe suformuluoti teiginiai gali bati pra-
vartis tolesniems tyrimams, kity Lietuvos rezisieriy-pedagogy aktoriy ugdymo
metodiky analizéms. Tenka pripazinti, kad itin stinga atidesnio scenos meno
praktiky ir teoretiky zvilgsnio j Siuolaikinio teatro aktoriy ugdymo problemati-
ka, i$ryskinancio aktoriy formavimo specifika, jvertinancio pasiektus kirybinio
ugdymo rezultatus. Deja, visa konkre¢iam pedagogui budinga aktoriy ugdymo
sistema islieka tik buvusiy studenty atmintyje arba negausioje paciy pedagogy
parengtoje rasytinéje medziagoje, kurioje uzfiksuota jy darbo specifika.

Tyrimo metodai. Darbo objektas ir tyrimo tikslas lémé tai, kad buvo
pasirinktos kelios metodologinés prieigos, padedancios atskleisti tyrimo prob-
lematika ir jvykdyti i$sikeltus uzdavinius. Darbe siekiama nustatyti G. Varnui
budingus aktoriy ugdymo principus ir pedagoginés jo veiklos reik§me bei
rezultatus, remiantis 2005 m. LMTA surinkto ir i§ugdyto vaidybos studenty
kurso pavyzdziu. Tokia atvejo studija jpareigojo rinkti tiek kiekybinius, tiek
kokybinius duomenis, pasitelkti platy $io atvejo analizés konteksta. Darbo

eigoje atvejo studijos metodiniai nurodymai buvo naudojami kaip komplek-
sinio tyrimo dalis ir derinami su giluminio interviu, lyginamuoju istoriniu bei
jvairiy $altiniy lyginamosios analizés metodais. Lyginamosios analizés metodas
pasitelktas pirmajame skyriuje analizuojant aktoriy ugdymo Lietuvos muzi-
kos ir teatro akademijoje tradicija, jos kryptingumg ir specifika. Sio skyriaus
uzdaviniams jvykdyti taikytas ir lyginamasis istorinis metodas. Giluminio in-
terviu metodas antrajame ir tre¢iajame $io darbo skyriuose padéjo i$analizuoti
vaidybos studijy proceso eiga, tikslus, apibrézti G. Varno aktoriy ugdymo
principus, jvertinti diplominiy spektakliy ,,Zvaigzdziy krusa“ ir ,,Dekalogas®
rezultatus. Sis metodas pasirinktas siekiant surinkti i$samig ir autentiska me-
dziaga remiantis tokiame studijy procese dalyvavusiyjy pozitriu ir patirtimi.
Antrajame $io darbo skyriuje, i$rySkinant G. Varno kirybinj braiza, buvo pa-
sitelktos fenomenologijos jZvalgos, atkreiptas démesys j rusy filosofo Michailo
Bachtino estetikos darbus.

Literatiiros ir $altiniy apZvalga. Pasirinkta tyrimo tema ir kryptis nulémé
reikiama literattirg bei Saltinius. Juos galima suskirstyti j keleta stambesniy
grupiy:

Interviu su LMTA déstytojais, darbuotojais ir buvusiais studentais. Reiks-
mingiausi $altiniai, padéje atskleisti $io tyrimo temg ir jvykdyti iSsikeltus
uzdavinius, - darbo eigoje autorés uzradyti i$samus interviu su rezisieriumi
G. Varnu, vaidybos specialybés déstytoja Viktorija Kuodyte ir juy buvusiais
studentais aktoriais. Taip pat buvo remiamasi Lietuvos spaudoje publikuotais
ir nufilmuotais Zurnalisty interviu su G. Varnu apie jo kuriama teatra, pozicija
kultaros atzvilgiu, studenty ugdyma etc. LMTA istorijos ir aktoriy ugdymo
konteksto apzvalgai pasinaudota specialiai uzradytais interviu su Teatro ir
kino fakulteto dekane Elona Bajoriniene bei tuometiniu Vaidybos ir rezisaros
katedros vedéju prof. Aidu Ginioc¢iu. Analizuojant vaidybos studijy programa ir
jai keliamus formaliuosius reikalavimus, vertinant vaidybos bakalauro studijy
planus remtasi uzrasytais pokalbiais su LMTA Studijy programy skyriaus bei
Studijy informacijos ir duomeny skyriaus darbuotojais. Siekiant i§rySkinti
G. Varno 2005 m. surinkto vaidybos studenty kurso mokymosi specifika ir
rezultatus, jvertintas 2002-2010 m. vaidybos studenty kursy kontekstas. Tam
reikéjo parengti pokalbius su vienuolika per tg laikotarpj LMTA surinkty
vaidybos kursy studenty.

Aktorius ugdanciy Lietuvos aukstyjy mokykly formaliuosius reikalavimus
reglamentuojantys dokumentai ir studijy programos. Rasant tiriamojo darbo
pirmaji skyriy remtasi LMTA Teatro ir kino krypties vaidybos studijy pro-
gramos savianalizés suvestinémis, parengtomis 2011 m. ir 2013 m., taip pat
2002-2010 m. vaidybos bakalauro studijy planais, Klaipédos universiteto ir
Vytauto DidZiojo universiteto vaidybos bakalauro studijy programomis ir
planais.



Lietuvos teatrology ir teatro kritiky tekstai, analizuojantys G. Varno kuriamo
teatro specifikg, komentuojantys ir vertinantys darbg su aktoriais. Kultarinéje
ziniasklaidoje publikuoti kritiky, teatro istoriky, menotyrininky tekstai, surinkti
Helmuto Sabasevi¢iaus knygoje ,,Gintaro Varno teatras. Pokalbiai, straipsniai,
recenzijos / 1989-2009° liudija lietuviy teatrology démesj $iam menininkui.
Skaitant spektakliy recenzijas, vertinancias G. Varno ir jo mokiniy sukurtus
spektaklius, galima jzvelgti individualaus reZisarinio-pedagoginio G. Varno
aktoriy ugdymo metodo poveikj vaidybos studenty praktinés veiklos rezulta-
tams. Tiriamajam darbui buvo svarbiis ir G. Narauskaités (,,Subversyvus Queer
teorijos zvilgsnis: homoseksualaus vyriskumo reprezentacija Gintaro Varno
spektakliuose®, 2013), D. Vieraitytés (,Gintaro Varno rezistros ypatumai
2002), M. Meilutytés (,Prasmés (de)konstravimo strategijos Gintaro Varno
rezistroje‘, 2013) magistro darbai.

Uzsienio ir Lietuvos teatro praktiky knygos, moksliniai ir apzvalginiai
straipsniai, analizuojantys aktoriy ugdymo problematikg, specifikg ir metodikg.
Tiriamojo darbo rasymui buvo reik$émingi XX a. rusy teatro reformatoriy
Konstantino Stanislavskio (,, Aktoriaus saviruo$a®, 1947; ,,Etika®, 1955), Michailo
Cechovo (,Apie aktoriaus technikg®, 2008; ,,Aktoriaus kelias®, 2007) veikalai,
skirti aktoriaus kirybos problematikai. Darbe remtasi ir rezisieriaus, aktoriaus,
pedagogo Andriaus Olekos-Zilinsko knyga ,Vaidybos dziaugsmas“ (1952,
lietuviy k. igleista 1995). Pazymétinos LMTA profesoriy parengtos knygos:
Aldonos Adomaitytés ,,Lietuvos vaidybos mokykla. Teatro edukologija“ (2004)
ir Algés Savickaités ,Lietuvos muzikos akademija. Aukstoji teatro mokykla“
(2002), ,,Aktoriaus sceniniai gabumai“ (1990).

Uzsienio ir Lietuvos teatro teoretiky monografijos, moksliniai straipsniai,
analizuojantys aktoriy ugdymo problematikg, specifikg ir metodikg. Tiriamajam
darbui praverté Alison Hodge (,, Actor Training", 2010), Ramunés Balevi¢iatés
(»Acting Reconsidered: New Approaches to Actor’s Work", 2014) sudarytos kny-
gos. Darbui buvo reikéminga Ratos Mazeikienés daktaro disertacija (,Vaidmens
sampratos transformacija: aktoriaus karyba Siuolaikiniame Lietuvos dramos
teatre, 2005), Ramuneés Baleviciates, Rutos Mazeikienés, Rasos Vasinauskaités,
Jurgitos Staniskytés, Linos Klusaités, Edgaro Klivio ir kity teatrology straipsniai.
Rezisieriaus G. Varno kuriamo teatro specifika ir kiirybos braizas analizuotas
remiantis Michailo Bachtino estetikos darbais (,, Autoriaus problema. Autorius
ir herojus®, 2002), Zibarto Jackiino estetikos studijos knyga (,, Menas-prasmé-
pazinimas®, 2004). Analizuojant spektaklio ,, Zvaigzdziy krusa“ kirybinj procesa
ir pasiektg rezultatg, remiamasi Kristupo Saboliaus, Leonido Donskio ir Gintaro
Beresneviciaus veikalais.

Darbo struktiira. Tiriamajj darbg sudaro jvadas, keturi tematiskai ir chro-
nologiskai apibrézti skyriai, i$vados, literattros sarasas, priedai. Pirmajame
skyriuje ,,Aktoriy ugdymas LMTA: istorija ir kontekstas“ aprasoma teatro

mokyklos Lietuvoje kilmé ir savitumas, aptariamos dabartinius profesionalius
aktorius rengianciy aukstyjy mokykly programos. Analizuojama LMTA aktoriy
formavimo specifika: pateikiami svarbiausi istoriniai faktai, i$skiriami esminiai
bruozai, kryptingumas ir tendencijos. Apzvelgiama mokykla kaip tradicija -
pristatomos Zymiausiy vaidybos déstytojy pedagoginés nuostatos, nurodomi
2002-2010 m. surinkty vaidybos studenty kursy savitumai, ty kursy vadovy
darbo specifika ugdant jaunuosius aktorius.

Antrajame skyriuje ,G. Varno aktoriy ugdymo principai: 2005-2009 m.
studijy proceso eiga ir tikslai“ iSryskinami rezisieriaus G. Varno kirybos meni-
niai ypatumai, analizuojama ketveriy vaidybos studijy mety programa, studijy
proceso eiga, nustatomas pedagogo kryptingumas bei i$skiriami pagrindiniai
G. Varno aktoriy ugdymo principai.

Treciajame darbo skyriuje ,,Studijy proceso rezultatai: diplominiy spektakliy

»Zvaigzdziy krusa“ ir ,Dekalogas* analizé“ gilinamasi j $iy dviejy diplominiy
spektakliy karybinio proceso specifika, vertinami mokiniy pasiekti karybiniai ir
mokytojo uzsibrézti pedagoginiai rezultatai, komentuojama, kaip juos jvertino
Lietuvos teatro kritikai ir Ziarovai. Iskeliant ir pabréziant $iy darby edukacine
reik§me, jvardijami $iy dviejy spektakliy karybinio proceso panagumai bei
skirtumai.

Ketvirtajame skyriuje ,,G. Varno studenty tolesné meniné raiska profesio-
nalioje scenoje nagrinéjamas aktoriy (kaip mokiniy) ir reZisieriaus (kaip mo-
kytojo) tolesnis kairybinis bendradarbiavimas profesionalioje scenoje. Baigiant
studijy proceso rezultaty nagrinéjima, aptariama G. Varno i$ugdyty aktoriy
meniné raiska ir pasiekimai kity Lietuvos teatro ir kino rezisieriy darbuose.

Darbo pabaigoje pateikiamos i$vados, literataros sgrasas ir priedai - inter-
viu su kurso vadovu ir jo buvusiais studentais apie G. Varno taikytus aktoriy
ugdymo principus. Pridedami ir studijy metais sukurty spektakliy ,, Zvaigzdziy
krusa®, ,,Dekalogas® vaizdo jrasai.

I. AKTORIU UGDYMAS LIETUVOS MUZIKOS IR TEATRO
AKADEMIJOJE: ISTORIJA IR KONTEKSTAS

1.1. Teatro mokyklos Lietuvoje kilmé ir savitumas

Tarpukariu Lietuvoje besiformavusi profesionali vaidybos mokykla patyrée
stiprig reformatoriskos rusy teatro mokyklos jtaka, joje aktualizavosi K. Stanis-
lavskio, M. Cechovo, F. Komisarzevskio ir kity Zymiy rusy teatro reformatoriy
aktoriy ugdymo metodikos. Pabréztina lietuviskos teatro mokyklos priklauso-
mybé nuo Konstantino Stanislavskio sukurtos sistemos, o istorinés Bertoldo
Brechto, Michailo Cechovo, Vsevolodo Mejerholdo bei iuolaikinés vaidybos
metodikos Lietuvoje teatro pedagogy mazai praktikuojamos.



Tenka pripazinti, kad $iuo metu profesionalius aktorius ugdancios Lietuvos
aukstosios mokyklos (Lietuvos muzikos ir teatro akademija, Klaipédos uni-
versitetas bei Vytauto DidZiojo universitetas) remiasi K. Stanislavskio sukurto
psichologinio metodo pagrindais. Pasaulio teatro mokyklose Zinomi tokie
K. Stanislavskio sistemos taikymo biidai kaip Lee Strasbergo (1901-1982) ar
Sanfordo Meisnerio (1905-1997) metodai, tad galima teigti, kad ir masy auks-
tosiose teatro mokyklose buty labai pravartu $iuolaikiskiau zvelgti i déstytojy
praktiky individualias interpretacijas, stiprinti pedagogy ir studenty profesinj
démesingumg kritiskai svarstant vaidybos teoretiky ir praktiky nesutarimus
dél sios garsios sistemos universalumo, ne dogmatiskai, bet lanks¢iai vertinti
aktoriy rengimo sistemg siekiant geriausiy visapusi$ko mokymosi proceso
rezultaty.

Profesionalius aktorius ugdancios Lietuvos aukstosios mokyklos remiasi tuo
paciu teatro pedagogikos modeliu: pagrindinés praktinés disciplinos kiekvie-
noje mokykloje yra vaidyba, sceninis judesys, scenos kalba, dainavimas, skiriasi
tik ty discipliny valandy skaic¢ius studijy metais, specifinés jy pakraipos. Pazy-
métina, kad VDU Siuolaikiniy meny katedros vaidybos programa orientuota
i $iuolaikines vaidybos metodikas, tac¢iau praktiskai dél kvalifikuoty déstytojy
stokos studijos lieka teorinio lygmens. Reikia pazyméti, kad $ios aukstosios
mokyklos skirtingai pasirenka teorines disciplinas: ypatingas démesys pasaulio
bei Lietuvos teatro istorijai ir teorijai, intensyviems pagrindiniams praktiniams
specialybés uzsiémimams (vaidybos, scenos judesio, scenos kalbos, $okio, dai-
navimo) skiriamas tik Lietuvos muzikos ir teatro akademijoje. Akivaizdu, kad
batent LMTA savo karybiniu ir pedagoginiu lygmeniu, istoriniu ir aktualiuoju
aspektu yra pagrindiné teatro meno mokykla Lietuvoje.

1.2. LMTA aktoriy formavimo tradicija ir specifika

Lietuvos muzikos ir teatro akademijos Vaidybos ir rezisaros katedroje tesiamos
atidaus studenty ugdymo ir griezto pasiekiamy rezultaty vertinimo tradicijos.
Svarbiausias $ios aukstosios teatro mokyklos pedagoginio darbo tikslas yra
suformuluotas 2011 m. vaidybos studijy programos savianalizés suvestinéje:
parengti plataus profilio ir auksc¢iausios kvalifikacijos vaidybos specialistus,
gebancius karybiskai pritaikyti ir realizuoti jgytas Zinias bei praktinio darbo
jigudzius.

Atlikus darbui reikalingg tyrimg paai$kéjo, kad esminé vaidybos studijy
programos struktira nepakito: visi pamatiniai metodologiniai dalykai yra islike
nuo 1956-1989 m., kai tuometinei Aktoriaus meistriSkumo katedrai vadovavo
prof. Irena Vai$yté. I$sami, sistemiska, metodologiskai I. Vaisytés pakoreguota
vaidybos programa buvo parengta pagal Valstybinio teatro meno instituto
Maskvoje (GITIS) pedagogy sudaryta programa, psichologine aktoriy rengi-
mo sistema. Vaidybos programoje yra nustatyti svarbiausi uzdaviniai, tikslai,

teorinés ir praktinés disciplinos, kuriy turi bati mokomasi studijy metais, ir
kiekvieny mety vaidybos specialybés paskaity metodika. Zinoma, kiekvieno
katedros vedéjo vadovavimo laikotarpiu (prof. D. Tamuleviciatés 1989-1997 m.,
prof. V. Bagdono 1997-2009 m. ir prof. A. Ginio¢io 2009-2016 m.) vaidybos stu-
dijy programa buvo koreguojama: perziarimi studijy planai, jtraukiamos naujos
disciplinos, atsisakoma neveiksmingy, perskirstomi kraviai, ieSkoma déstytoju,
koreguojami studijy dalyky aprasai, jvardijantys konkrecios disciplinos tikslus
ir siekius, ta¢iau esminé jos struktara nepakito. O per ilgg laikg susiformavusi
aktoriy rengimo tradicija neZzymiai kinta tik priklausomai nuo laikmecio ir
dirbusiy pedagogy individualios mokymo specifikos. Kaip vieng i$ ilikusios
tradicijos pavyzdziy galima paminéti pirmojo kurso vaidybos specialybés
paskaitose kuriamus ir atliekamus vadinamuosius ,,gyvany etiudus® Tokius
etiudus karé ir I. Vaisytés, ir D. Tamuleviciatés, ir V. Bagdono, ir A. Ginio¢io,
ir G. Varno mokiniai, tac¢iau kaip jie buvo mokomi juos kurti ir koks atlikimas
buvo laikomas pavykusiu, priklausé nuo konkretaus pedagogo.

Stojamuyjy egzaminy metu basimy auklétiniy kursus surenkantys rezisieriai,
teatro specialybe jiems déstantys pedagogai vienaip ar kitaip tampa ir visos
teatro mokyklos ugdytojais, ir bendros teatro edukologinés sistemos raidos
reguliuotojais. Lietuvai tapus Europos Sgjungos nare, vykstant socialiniams,
ekonominiams, politiniams, ideologiniams poky¢iams, kultaros lauke stipréjo ir
augo konkurencingumo reik§mé. Po Nepriklausomybés atgavimo per dvidesimt
penkerius metus Akademija baigé net 34 aktoriy laidos'. Tokia susiklos¢iusi
situacija suformavo ir i§ryskino jdomia, naujg, reik§mingg tendencijg - i§
baigusiy vaidybos studijas aktoriy laidy susikaré daug nepriklausomy trupiy.

II. G. VARNO AKTORIU UGDYMO PRINCIPAI:
2005-2009 M. STUDIJU PROCESO EIGA IR TIKSLAI

2.1. Pirmojo kurso studijy proceso eiga ir tikslai

Pirmaisiais studijy metais G. Varnas siekia, kad studentas jrodyty savo kary-
bingumyg ir talentg. Vaidybos talenta G. Varnas vertina kaip gabumus, btitinus
aktoriaus profesijai. Pabrézdamas, kad tai yra kirybiné profesija, pedagogas
teigia, kad aktoriui labai svarbu turéti menine nuovoka, jautrumg ir sugebéti
ta jautrumg isreiksti, taip pat sceninei kirybai bitinas ritmo jausmas, muzi-
kalumas. Ruosdamas aktorius jy darbui teatre reZisierius tarsi atsiveria kaip
negailestingas pedagogas, taciau tai liudija jo pozicija nenuolaidziauti neta-
lentingiems. Griezto vadovo nuolat stebimi i$ tolesniy studijy pasitraukia visi

! Nuo 1952 m. iki 1991 m. i8leistos 29 aktoriy laidos (per trisdesimt devynerius metus); nuo
1991 m. iki 2016 m. i$leistos 34 aktoriy laidos (per dvidesimt penkerius metus). Tyrimo autorés
surinkti ir pateikti duomenys.



jam netinkantys, lieka tie, su kuriais rezisierius toliau bandys dirbti kairybinj
darba. LMTA istorijoje bene daugiausia jauny Zmoniy paliko G. Varno kursa:
i§ 2005-2006 m. jstojusio dvide$imt vieno studento mokslus baigé devyni
aktoriai. Kalbédamas apie studenty karybos vertinimo kriterijus G. Varnas
pabrézia, kad geras, pavykes etiudas néra vien tik gerai atlikta privaloma
schema: veiksmas iki jvykio, jvykis, kurio metu veiksmas keicia kryptj, ir
pagaliau dél to atsirades veikianc¢iy asmeny pokytis. G. Varnas reikalauja, kad
gerame etiude baty jau¢iamas jdomus aktoriaus prisitaikymas prie kuriamo
charakterio vidinés logikos ir israiskos, buty sugalvota ir suvaidinta nebanali
situacija, todél jdomus darytusi pats veikéjas, jtikinantis zitirova savo poky¢iu
etiudo eigoje. Aiskindamas, kaip sukurti pavykusj etiuda, G. Varnas perspéja,
kad neturi bati demonstruojama tai, kas vyksta su personazu, ir ypatingai
pabrézia vaidybos meninio jtikinamumo reik§me. Studentai suprato, kad turi
paklusti kurso vadovo reikalavimams ir stengtis vaidinti taip, kad pataikyty ir
jtikty reZisieriaus meniniam skoniui ir jo estetikai.

2.2. Antrojo kurso studijy proceso eiga ir tikslai
Antraisiais studijy metais pedagogas, galvodamas, kaip tobulinti studenty profe-
sinius jgadzius, nusprendé ieSkoti jdomios, jaunimo aktualijoms artimos temos.
Tuo metu Lietuvos televizijose buvo transliuojami realybés Sou, ir rezisierius
G. Varnas pasilé savo aktoriy kursui panagrinéti §j populiary visuomenés
reiskinj. Studentams iSkeltos uzduoties novatoriskumas buvo déstytojo pasii-
lymas kurti teksta kaip kolektyvinj scenarijy. G. Varno teatrinis eksperimentas,
Kauno valstybiniame dramos teatre (dabar - Nacionalinis Kauno dramos
teatras) sukurtas spektaklis ,,Zvaigzdziy kruga“ (2007), buvo ir jam paciam,
ir jo studentams atsivérusios karybinés veiklos galimybé. Studentai i§moko
kurti vaidmenyj, suvaldyti visg vaidmens linija, spresti, kas yra batina vienai ar
kitai scenai, i$moko pajusti draminés stilistikos niuansus ir kuriamo personazo
esminio lazio svarbg ieskant gilesnés tolesnio veiksmo prasmés.
Skatindamas studentus savarankiskai lavinti batinus darbo su tekstu
igudzius, dométis skaitomy poezijos, prozos, dramaturgijos kariniy autoriy
biografijomis, jy gyvento ir aprasyto istorinio laikmecio, kultarinio ir dvasi-
nio palikimo i$skirtinumu ir palyginti su masy dieny Zmogaus gyvenamaja
tikrove, rezisierius G. Varnas stebéjo ir vertino auklétiniy bendro issilavinimo,
apsiskaitymo lygj, tikédamasis jau pirmuose jy kuriamuose etiuduose jzvelgti
aktoriaus profesijai svarbias meninés intuicijos, literatarinés nuovokos, per-
skaityty kariniy interpretacijos vaidybines galimybes.

2.3. Treciojo kurso studijy proceso eiga ir tikslai

Trediaisiais studijy metais G. Varnas i$bandé dar vieng studentams netikéta
pedagoginj manevra: sumané, kad jiems buty pravartu padirbéti su kitu
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rezisieriumi. Kauno valstybiniame dramos teatre rezisierius Antanas Gluskinas
su studentais pradéjo repetuoti spektaklj ,, Medéjos vaikai“ (2007). Toks buvo
kurso vadovo uzmojis - pateikti jauniems aktoriams visai kitokig dramatur-
gine medziaga. Vis délto tenka pripazinti, kad studentai nesusidorojo su jiems
skirtu i§bandymu. Sis jaunas reZisierius jiems tuo metu nebuvo autoritetas,
todél nesugebéjo juo pasitikéti, nes buvo jprate dirbti tik su savo kurso vadovu.
Artéjant premjerai studentai buvo sutrike, nes suprato, kad nesusitvarko su
vaidmenimis. Jy paprasytas kurso vadovas atéjo ir per keturias dienas sutvirtino
spektaklj. Jaunieji aktoriai kaltino rezisieriy A. Glusking, kad jis nesugebéjo
sukurti paklausaus ir gero spektaklio, nors i$ tikryjy tai buvo paciy studenty
nesugebéjimas dirbti su kitu reZisieriumi, saves pervertinimas ir suveséjusi
puikybé. G. Varnas nuolat pabrézdavo, kad nereikia sureik$minti nepavykusio
rezultato ir vertintojy komentary, batina ugdytis atsparuma kritikai, stebéti
ir saugoti save nuo profesinio susireik§minimo. Nuolat atsakingai ir kritiskai
vertindamas studenty darbus, G. Varnas moké savo aktorius, kad jie kritiskiau
stebéty ir vertinty vieni kitus.

2.4. Ketvirtojo kurso studijy proceso eiga ir tikslai

Kurso vadovas kryptingai dirbo visus trejus metus, tad paskutiniy studijy
mety planai buvo aiskils: studentai jau turéjo du spektaklius (,,Zvaigzdziy
krusa®, ,Medéjos vaikai®), taip pat zZinojo, kad pedagogas pasiryzes sukurti
dar du diplominius spektaklius (,,Dekalogas®, ,Sekspyriada®). G. Varnas jau
anksciau ieskojo galimybés sukurti tiriamajj spektaklj ,,Sekspyriada“ (2009),
ketindamas sujungti keturias W. Shakespeareo pjeses — ,Vasarvydzio nakties
sapng’, ,,UZsispyrélés sutramdyma*, ,,Ri¢ardg II“ ir ,,Makbetg“ — ir tikédamasis,
kad toks laboratorinis W. Shakespeareo pjesiy tyrinéjimas bus labai pravartus
jo studentams, taciau vis nerado, kur ir kaip jgyvendinti tokj didelj sumanyma,
todél jsipareigojo spektaklj statyti kartu su Jaunimo teatro aktoriais. Sugalvota
jdomi ir sudétinga spektaklio struktara nepasiteisino, nesulaukeé palankiy pub-
likos ir teatro kritiky vertinimy, nuvylé ir patj rezisieriy, ir aktorius. Taciau
pedagogas pripazino, kad pats padaré klaida imdamasis tokio didelio spektaklio
sumanymo ir neatsisakydamas teatro sialyto kompromiso. Toks karybinis
savikritiSkumas — atkakliausig karybinj darbg jvertinti kaip nejgyvendintos
minties nesékme — buvo unikali patirtis G. Varno studentams, sgziningai ka-
rusiems net po keletg vaidmeny Siame spektaklyje. Nors tenka pripazinti, kad
pedagogo déka Jaunimo teatre jvyko pirmasis konkretus studenty susidarimas
su profesionalioje scenoje dirbanciais vyresnio amziaus aktoriais.
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IIL. STUDIJU PROCESO REZULTATAL:
DIPLOMINIUY SPEKTAKLIU ,,ZVAIGZDZIY KRUSA“
IR ,DEKALOGAS“ ANALIZE

3.1. Spektaklio ,, Zvaigzdziy krusa“ kirybinio proceso ir pasiekty rezultaty

analizé

G. Varnas sceniniu eksperimentu tyrinéjo vartotojisko pramoginio reiskinio

iskreipta ,,Zvaigzdés“ sampratg, noréjo issiaiskinti realybés Sou désnius ir teatro

kalba atkreipti mastancios publikos démesj i $ia jau visuotiniu reiSkiniu tapusia

ir visuomene uzvaldziusig problema. Pradéjes nuo pokalbiy ir diskusijy, kurso

vadovas kreipé studentus praktiniy bandymuy link, ragino kurti rysky charakterj.
Véliau, etiudy ir improvizacijy metu, su kiekviena nauja uzduotimi tie persona-
zai konkretizavosi ir skleidési. Vadovas ragino jzitréti zmoguy, o ne jo televizinj

jvaizdj. Tuo periodu vyravo tokia déstytojo nuostata: etiudus jam parodo tik
tie, kurie sukaré ir parengé juos rodyti. Taigi personazo vystymasi ir jvairuma

nulemdavo studento aktyvumas. G. Varnui buvo svarbu, kad spektaklio kiréjais

tapty patys studentai. Spektaklio ,,Zvaigzdziy krusa“ bendraautorinés kiirybos

principas buvo gerai apgalvotos G. Varno pedagoginés strategijos rezultatas.
Zinant, kad G. Varnas yra stiprus rezisarinio teatro kuiréjas, ir analizuojant jo

studenty spektaklio-tyrimo premjera lydéjusias recenzijas, iSryskéja pedago-
ginis jo talentas sutelkti jaunus Zmones jvairiapusiskai sceninei veiklai ir atlikti

bendraautorinio teatro eksperimenta; brity teatro pedagogés Alison Oddey

zodziais tariant, profesionalios kiirybinés praktikos metu bendrakarybiskai

paskatinti busimuosius aktorius ,,mastyti, i$bandyti idéjas, tyrinéti grupés

varomasias jégas ir vystyti jy lakios vaizduotés gebéjima“ bei ,,sudominti juos

analize, kritika ar jvertinimu, jkvépti juos taip, kad jie pamégty bendraautorinj

teatrg ir juo Zavétysi, ir kazkaip palengvinty tg aistra, kuri kyla i§ noro kartu su

kitais jgyti unikalig teatrine patirtj“%. Jvykus premjerai, publikos suinteresuo-
tuma skatino jaunimui aktuali tema ir kiirybingas jos perteikimas. Studentai

pasiryzo kalbéti apie TV transliuojamy pseudojvykiy paradoksg, apie panasiy

projekty $alutinj poveikj, apie sudauzytus jauny Zmoniy likimus ir viltis. Tai

jiems atrodé aktualu.

3.2. Spektaklio ,,Dekalogas“ karybinio proceso ir pasiekty rezultaty analizé
Spektaklyje ,,Dekalogas“ G. Varnas siekeé atskleisti studenty kuriamy skirtingy
personazy konkrecios istorijos siuzeta keliomis spektaklio eigoje besivystancio-
mis scenomis. Jie jprato patys kurti reikalingas scenas, atspindincias pasirinktg
Dievo jsakyma. Ne visiems G. Varno studentams riipéjo kriksc¢ionybés vertybiy

? Oddey, Alison. Devising Theatre: A Practical and Theoretical Handbook. London and New
York: Routledge, 1994, p. 148-149. Verté Judita Norvaisaite.
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kvestionavimas, pasirinkty temy analizé ir pavaizdavimas scenoje, galbat ra-
péjo visai kitos jaunatviskos temos, bet pedagogas sugebéjo isaiskinti temos
suaktualinimo svarbg kiekvieno studento profesinei patirciai. Svarbiausia buvo
giliau atskleisti pasirinkta temg. G. Varnas sukaré astrios socialinés tematikos
spektaklj, kuriame aktoriy vaidyba turéjo bati niuansuota, i$jausta, i§gryninta.
Spektaklio karybinis procesas pareikalavo i§ studenty etinio ir moralinio s3-
moningumo. Tai buvo $iuolaikinés visuomenés ,,Dekalogas“ - jauny Zmoniy
savo gyvenamosios aplinkos analizé ir vertinimas.

3.3. Spektakliy ,,Zvaigidiiq kruga“ ir ,,Dekalogas“ kirybinio proceso re-
zultaty panasumas bei skirtumai

Spektakliai ,,Zvaigzdziy kruga“ ir ,,Dekalogas“ - ryskus pedagogo ir mokiniy
bendradarbiavimo pavyzdys. Studentiskos praktikos darbams buvo parinktas
TV realybés Sou blevyzgy tipo kultirinés prabangos blizgesys (,Zvaigzdziy
krusa®) ir degraduojancio beviltisko socialinio neturto kontrastas (,,Dekalo-
gas®). Iskeliant ir pabréziant $iy darby edukacine reik§me, skyriuje jvardijami
abiejy spektakliy kiirybinio proceso panasumai ir skirtumai, pasiekti rezultatai.
G. Varno teigimu, tokiems etiudy ir improvizacijy metodu kuriamiems spek-
takliams reikia karybingy Zmoniy. Tenka pripazinti, kad pirmieji G. Varno
auklétiniai sugebédavo sudominti ir patj déstytoja, studenty kirybinis uzsi-
degimas, smalsumas ir darbstumas motyvuodavo pedagoga.

Kalbant apie ilga ir nuosekly aktoriaus ir rezisieriaus bendra darba - vaid-
mens kirimg - akcentuotinos K. Stanislavskio psichologinés nuorodos j
nuolatinj kiekvieno aktoriaus darba su paciu savimi, j vaidmeniui vertingy
asmeniniy i$gyvenimy svarbg, o giliau nagrinéjant ir jsisavinant vaidmens
kirimg pagal $ia sistema, batina atsiminti aktoriaus tiesos ir autenti$kumo
reik§me, kuo nataralesne¢ laikyseng scenoje ir nuolatinj papildomos medzia-
gos pasitelkimg vaidmens kirimui. Galima pripazinti G. Varno rezultatyviai
taikoma K. Stanislavskio metodo papildomos medziagos kaupimo bitinybe,
jos prasmingumg skatinant jaung aktoriy pasitelkti intelekta, plésti duoto kon-
teksto aplinkybes ir sukurti savo personazo gyvenimg. Spektakliy ,, Zvaigzdziy
kruga®ir ,Dekalogas kiiréjai patys turéjo sugalvoti savo personazy biografijas,
sukurti sceninio vyksmo eigoje nubréziamas ankstesnio jy gyvenimo istorijas,
jiems buvo nurodyta improvizacijomis sukurti spektakliy dramaturgija. Anot
teatrologés R. Baleviciatés, daugiau subjektyvumo reikalaujanti sceniné ak-
toriaus asmenybés ir asmeninés patirties technika, stanislavskigkai suvokiant
vaidmens ,,gimimo*“ rezultata®, gali biti sékminga siekiant jvaldyti charakterin-
gumg. Taigi G. Varno pedagogikoje galima pastebéti, kad, kuriant spektaklius

> Balevi¢iaté, Ramuné. Dar vienas zvilgsnis j psichologinj realizma ir jo jspaudus lietuviy teatre.

Menotyra, 2007, Nr. 4, p. 54.
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jaunimui, buvo reikalinga kiekvieno aktoriaus asmeniné patirtis. ReZisierius
reikalavo, kad aktoriai jvaldyty savitg kuriamo personazo mastymg ir elgesi,
sukurty charakteringus savo veikéjo bruozus, juos motyvuoty ir i§ryskinty.
Kiekvieno spektaklio kairybinis procesas ir pasiekti rezultatai suteiké studen-
tams galimybe kryptingai mokytis aktoriaus meno, atvéré netikéty atradimy
ir brandino jaunuosius karéjus darbui profesionaliame teatre.

IV. G. VARNO STUDENTU TOLESNE MENINE RAISKA
PROFESIONALIOJE SCENOJE

4.1. Aktoriy (kaip mokiniy) ir reZisieriaus (kaip mokytojo) tolesnis kiiry-
binis bendradarbiavimas
Netikétas ir principingas G. Varno apsisprendimas palikti Kauno valstybinio
dramos teatro meno vadovo pareigas ir jo astri kritika teatrui kaip valstybinei
institucijai lémé ir §iam teatrui rengto vaidybos kurso studenty ,,pasitraukima“
i8 $io teatro scenos. Tuomet G. Varnas jsteigé savo teatra ,,Utopia“ (2008), ir tai
suteiké jo studentams vil¢iy, kad prasideda naujas jy, kaip busimy nepriklauso-
my teatro karéjy, ,Utopijos“ aktoriy, kirybinis etapas. Pirmasis jsteigto teatro
spektaklis buvo ,,Dekalogas® (2008). Naujas teatras ir rezisieriui Zadéjo karybos
laisve: galimybe kurti su bendramindiais, dirbti su tais aktoriais, su kuriais jis
nori dirbti. Véliau G. Varnas vie$ai i$saké savo nuomone, kad ,,Utopijos“ aktoriai
yra tie, kurie vaidina Sio teatro spektakliuose, tad G. Varno auklétiniai suprato,
kad rezisierius negalés jais pasiraipinti suteikdamas nuolatinio karybinio darbo.
Nebuvo pedagogo iniciatyvos ir noro i$laikyti kursa kaip trupe. Studentams
tapo aisku, kad savo profesing veikla teks organizuoti patiems. Tac¢iau vaidybos
meno absolventai, susiformavusi tvirta karybiné komanda, noréjo ir toliau
kurti kartu, todél 2009 m. jkaré teatro judéjima ,No Theatre®, provokavusj
visuomeng ir teatro bendruomene savo netikétomis akcijomis ir performansais.
LMTA meno absolventai akcijas rengé iStisus metus, véliau teatro kaip idéji-
nio judéjimo veikla isbléso, taciau savo pozicija jaunieji menininkai iSreigké
V. Bareikio 2009-2016 m. sukurtuose spektakliuose. Savo trupe ,No Theatre"
jkarusius studentus stebino tai, kad vis délto mokytojas 2009-2016 m. juos
daznai kvieté vaidinti j savo rezisuojamus spektaklius nepriklausomo teatro
»Utopia“ scenoje (,,Nusiaubta $alis. Vilnius®, ,,Publika®, ,Tiksinti bomba®) ir j
spektaklius, sukurtus kituose teatruose (,, MaZzutis dinamitas®, , Teiresijo kritys®,
»Bakchantés®, , Biografija. Vaidinimas®, ,,Pabaigos ugnis®). Vaidmenis rezisieriaus
spektakliuose kuriantys G. Varno auklétiniai pripazjsta, kad dirbti su savo
mokytoju jdomiausia, bet kartu ir sunkiausia, nes reiklus pedagogas nuolat
skatina ie$koti naujy raiskos budy, nekartoti anks¢iau sukurtuose vaidmenyse
pasiekty atradimy. Taip i$ryskéja atkaklaus pedagogo pasiryzimas nuolat ir
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pabréztinai priminti savo mokiniams apie intelektualinj aktoriy saviruo$os ir
saviauklos butinumg jy paciy profesinés ateities labui.

4.2. G. Varno iSugdyty aktoriy pasiekimai ir meniné raiska kity Lietuvos
teatro ir kino rezZisieriy darbuose

I$ryskinant G. Varno 2005-2009 m. i$ugdyto vaidybos studenty kurso studijy
rezultatus, kuriy buvo siekiama jvardytais studenty mokymo tikslais ir principi-
némis G. Varno nuostatomis (II skyrius), jvertinus 2005-2009 m. studenty ka-
rybine veiklg, atsispindéjusia diplominiy egzaminy metu (III skyrius), aptarus
mokytojo ir mokiniy kairybinj bendradarbiavima 2009-2016 m. (IV skyrius),
reikéty pabrézti, kad vienas pagrindiniy mokytojo siekiy buvo iSugdyti gerus
aktorius, menininkus individualistus, menininkus asmenybes. Meninio rezul-
tato siekimas - toks buvo jy studijy mety karybinis tikslas. ISmoke bati kartu
ir kurti teatrg drauge, principingo vadovo iniciatyva jie pamaté perspektyva ir
jzvelgeé kurybos prasme. Studentai nei$sizadéjo vaidybos meno, nors jy kuria-
mas teatras nei$venge ir karybinés nevilties, o kartais atrodydavo, kad kurso
vadovui pedagogo pareigos yra per sunkios ir trukdo tikram karybiniam jo
darbui. Savo emocijas ir baimes derindami su kurso vadovo grieztumu, kan-
dumu, nervingumu, studentai gerai suprato, kad $itaip per ketverius bakalauro
studijy metus jis patikrino kiekvieno jy stiprybe. Nuo pat pirmyjy mokslo
mety busimieji aktoriai buvo taip sudominti kiryba, kad jie ir toliau aktyviai
dirba - kasmet sukuria po 2-3 naujus vaidmenis viename ar kitame Lietuvos
teatre. Pedagogo G. Varno kirybiné motyvacija mokiniams buvo tokia stipri,
kad iki $iol né vienam nestinga karybinio entuziazmo. ,,Utopijos® teatro karéjui
Gintarui Varnui pavyko i$spresti akademinj uzdavinj - jis iSugdé profesionalius,
atsakingus ir gerbiancius savo profesijg aktorius. Ne paslaptis, kiek daug atima
rezisieriaus ar aktoriaus profesija, kiirybinis darbas teatre, kai tikras menininkas
vienaip ar kitaip lieka visi$kai vienas kaip Varnas.

ISVADOS

1. Rezisieriy-pedagoga G. Varng formavusia aplinka laikytina lietuviska teat-
ro mokykla, kurios pamatas - $iuolaikiniuose scenos meno kontekstuose
transformuojami K. Stanislavskio sukurto psichologinio metodo pagrindai,
susije su Lietuvos teatro kultarai budinga raiskos specifika. Lietuvos teatras,
kuriame unikaliai reigkiasi ir rezisieriaus G. Varno kiiryba, pasizymi stipria
jtaiga, psichologiskai paveikiu aktoriy darbu scenoje kuriant gilius ir iSrais-
kingus charakterius: Lietuvoje vaidybos studentai ruo$iami tapti psichologinio
vaidmens kuaréjais.
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2. G. Varno ir kity LMTA dirbanc¢iy vaidybos pedagogu tikslas - remiantis
K. Stanislavskio suformuluotais pamatiniais teiginiais ir savo individualia patir-
timi vaidybos meng déstyti taip, kad aktorius buty kuo tvir¢iau motyvuotas ir
sugebéty kuo profesionaliau parengti kiekvieng savo vaidmenj kaip akademinés
programos meninio siekinio tikslus jgyvendinantj teorinio ir praktinio moky-
mosi rezultata. Aktoriy rengimo specifika LMTA lemia reZisieriaus-pedagogo
(i$imtiniais atvejais aktoriaus-pedagogo) asmenybé: jo pedagoginés strategijos,
meniné pasauléziira, teatrinés estetikos kriterijai etc. Kiekvienas kurso vado-
vas, vaidybos studentus ugdydamas ,,savo stiliumi® ir pasirinkdamas vaidybos
déstytojus, suformuoja savotisky atskirg mokyklg mokykloje.

3. Buvusiy G. Varno absolventy, kaip ir kity pedagogy auklétiniy, karybi-
nis jsitvirtinimas profesionalaus teatro scenoje priklauso nuo mokytojo jiems
sudaryty galimybiy baigus studijas ir toliau bendradarbiauti kaip trupei arba
kaip kvie¢iamiems pavieniams aktoriams dirbti jo teatriniuose projektuose. Sio
tiriamojo darbo autorés surinkti statistiniai 2002-2010 m. duomenys rodo, kad
didzioji dalis LMTA iSugdyty aktoriy atranda savo vieta Lietuvos teatro, kino,
televizijos, muzikos, renginiy organizavimo karybinése sferose. Véliau sékmin-
ga aktoriaus kelig lemia ir asmeninés studento savybés — sugebéjimas bendrauti,
dirbti komandoje, iniciatyvumas, smalsumas, valia, pasiryzimas kurti.

4. G. Varno tikslas - savo teatrui iSugdyti scenos meno profesionalus, ku-
rie sugebéty vaidmenis kurti taip, kad jie atitikty rezisieriaus meninj skonj ir
estetikg — pasirei$keé studijy metu pedagogo i§(si)keltais uzdaviniais, lémusiais
jo taikyta ugdymo metodika (principines nuostatas). Svarbiausieji reZisieriaus
pedagoginiai principai suskirstyti j $esias grupes:

o Ypac griezti atrankos kriterijai. Studentas turi jrodyti savo kirybinguma ir
gebéjima buti aktoriumi, turéti tam reikiama vaidybos talenta. Tai liudija
reZisieriaus siekj specialiai kelti studentams auksc¢iausius reikalavimus
ir pagrindZia pozicija nenuolaidziauti netalentingiems. Mokytojas vado-
vaujasi grieztu ir viskg lemianciu principu: pasirinkti batent ta Zmogy,
t. y. nuspresti, ar tas jaunas Zmogus bus kaip tik tas, kuriam verta buti
aktoriumi.

o Kiirybiskumo skatinimas. G. Varno nuostata, kad tik tie studentai, kurie
daug skaito, lavina savo intelekta bei erudicija, pamazu pradeda suvokti,
koks turi bati tikro menininko darbas, lémé reik§mingg teatro mokytojo
principa: uzkreésti aktoriy kiiryba - ne vaidmens atlikimu, o buatent
karyba sudominti ir j kirybinj darba jtraukti jaung Zzmogy. Todél peda-
gogas sieké suteikti studentams laisve ir atsakomybe renkantis kiirybine
medziaga, leido sau ir studentams nebijoti rizikos, eksperimentuoti ir
taip skatinti mokinius ieskoti kiirybinés motyvacijos aktorystei.

o Profesijos pagrindy diegimas. Pedagogas formavo aktoriaus profesijai
svarbias meninés intuicijos, perteikiamo teksto suvokimo ir i$raiskos
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veiksmingumo, kiriniy interpretacijos vaidybines galimybes. Tai inspi-
ravo kita G. Varno principa - skatinti studentus suvokti saviugdos ir ati-
daus aktoriaus darbo su tekstu batinybe, lémé griezta pedagogo pozicija -
itikinti, kad aktoriaus uzdavinys yra ne tik sukurti personaza spektak-
lyje, bet ir sugebéti perteikti ziirovams spektaklio tema, idéja.

o Savikritiskumo ugdymas. Pedagogo kirybinis savikriti$kumas tapo aki-
vaizdziu jrodymu studentams, kad reikia i§drjsti ir mokytojo, ir mokiniy
atkakly karybinj darbg kartais jvertinti kaip nejgyvendintos minties
nesékme. G. Varnas nuolat pabrézia, kad $iai profesijai pavojingiausios
zmogiskosios savybés yra arogancija ir puikybé, todél siekia pratinti jau-
nus aktorius prie kiirybiniy sékmiy ir nesékmiy patirties saugant juos
nuo ,,zvaigzdziy ligos” ir asmeniskai kiekvienam nurodant pastebétus
profesinés arogancijos simptomus.

o Meniniy ir visuomeniniy vertybiy formavimas. Grieztai pasisakydamas
pries studenty filmavimasi TV reklamose ar dalyvavima kituose pramo-
giniuose renginiuose ir tokj nepritarimg argumentuodamas tuo, kad ten
jauno Zmogaus mastymas yra pazeidziamas, sieké mokyti basimus akto-
rius gerbti savo profesija ir skatinti tolesnj jy vaidmeny meistriskuma.
G. Varnas labai reiklus ne tik sau, bet ir aplinkai, todél skatino, kad ir
studentai netapty prisitaikéliais, sieké stiprinti studento iniciatyvuma,
reikluma, i§mokyti protingai argumentuoti ir ginti savo pozicija. Siuo
pozitriu pedagogui labai svarbus kurianc¢ios asmenybés visuomeniniy
vertybiy formavimo ir pilietiSkumo ugdymo principas.

o Asmenybés formavimas. Kurso vadovas netiki teatro kaip bendruome-
nés idéja, todél jam itin svarbu ugdyti karybingus aktorius asmenybes,
drasius menininkus individualistus.

5. Diplominiy spektakliy ,,Zvaigzdziy krusa“ ir ,,Dekalogas“ kiirybinio

proceso tikslai ir pasiekti rezultatai:

+ Bendraautorinio pobudzio spektakliy atsiradimg lémé kurso vadovo
parinkta studentams jdomi ir aktuali tema. Pirmajame spektaklyje peda-
gogas tikéjosi suformuoti kitokj studenty poziarj i kylantj populiarumo
troskima, nes maté, kad lengvos $lovés sindromas, jsivyraujantis jauny
Zmoniy samonéje, gali tapti Zalingas jo studentams. Antrojo spektaklio
karybos procese paliestos egzistencinés temos, iskelti bendrazmogiskieji
tikéjimo ir netikéjimo klausimai suteiké studentams gilesnj supratima apie
juos supantj Siandieninj pasaulj ir kiekvieno individo nevaidybine pozicija
jame. Studentai i$moko vaidinti niuansuotai, iSjaustai, i$grynintai.

« Kuriant diplominius spektaklius, vyko mokymosi proceso ir praktinio
darbo teatre sintezé. Intensyviy ir karybisky repeticijy Kauno valstybi-
niame dramos teatre metu vaidybos studenty kursas tapo karybine ko-
manda, kuri iki pat studijy pabaigos isliko darbsti ir vieninga. Spektaklyje
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,,Zvaigidiiq krusa“ kostiumus, muzika, scenografija karé studentai, o
spektaklyje ,, Dekalogas® — pakviesti scenos profesionalai. Tokia spektaklio
karybiné komanda pratino studentus prie jy laukiancio darbo profesio-
naliuose teatruose.

Abu studentiskus diplominius spektaklius siejo ir daré i§skirtinius
tuometiniame teatro kontekste butent tai, jog spektakliy dramaturgija
gimé scenoje improvizuojant ir kuriant jvairias situacijas, nes karybinio
proceso metu vadovautasi bendraautorystés principu. Pedagogas leido
studentams pasijusti karéjais.

Spektakliy kiirybiniame procese skyrési pedagogo formuluojami esminiai
uzdaviniai studentams. ,, Zvaigzdziy krusoje“ - tai charakterio sukiirimas
ir tikslus vidinio naratyvo i$laikymas, o ,,Dekaloge® svarbiausia buvo
tikslus temos atspindéjimas, issiugdytas gebéjimas vaidybinése situacijose
ie$koti turinio gylio. Kurdami astrios socialinés tematikos spektaklius,
studentai i$moko analizuoti ir vertinti §iuolaikinés visuomenés aktualijas
ir zmoniy socialinés elgsenos problemas.

Formuodami spektaklio ,Zvaigzdziy kruga“ struktira studentai tu-
réjo daugiau laisvés improvizuoti scenoje, reZisierius tik pakreipdavo,
pakoreguodavo jy sumanymus. Kurdami ,,Dekaloga“ studentai turéjo
paklusti rezisarinei G. Varno vizijai. Jy karybiné laisvé buvo apribota,
nes spektaklio struktirg jie turéjo formuoti pagal konkrecius rezisieriaus
nurodymus. Taigi susiformavo kitoks pedagogo bei jo mokiniy santykis —
rezisieriaus ir aktoriy santykis.

I$skirtinis ir bendras abiem spektakliams bruozas - spektaklio metu
aktoriams suteikta galimybé improvizuoti veikéjy replikas. Tokig vaidy-
binés laisvés galimybe lémé tai, kad tekstus kireé patys vaidmeny atlikéjai.
Kiekviengkart rodant spektaklius scenoje atsirasdavo naujy karybiniy
provokacijy partneriams. Tai skatino spektakliy vystymasi, lemdavo
kiekvieng kartg rodomy epizody gyvybinguma.

Siuos spektaklius sieja ir atviro teatro principas — bendravimas su publika
spektakliy metu. Zitirovai savo artimu aktyviu buvimu, emocionaliu
komunikavimu ir skirtingomis reakcijomis ,,moké® jaunuosius aktorius
sceninés i$minties ir lankstumo. Vaidindami sékminguose ir gausiai lan-
komuose spektakliuose aktoriai jgavo drgsos, pajuto vaidybos malonuma,
atsikraté scenos baimés, dainavimo baimeés.

Spektakliai susilauké palankiy teatrology vertinimy. Teatro kritika kaip
didelj privaluma i$kélé pasirinktas visuomenei aktualias temas, jzvelgé
pedagoginius G. Varno siekius. Spektakliai buvo jvardyti kaip puiki ak-
torinio meno mokykla ir kaip sékmingas kurso vadovo bei jo studenty
bendro darbo rezultatas, sulaukes stipraus rezonanso visuomenéje.
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6.2008 m. jkurtas nepriklausomas G. Varno teatras ,,Utopia“ netapo bendra
mokytojo ir mokiniy kaip trupés karybine platforma. O studijas baigianciy
devyniy bendrakursiy komandos, noréjusios islikti vienoje trupéje, 2009 m.
jkurtas ,,No Theatre“ ilgainiui tapo reZisieriaus V. Bareikio teatru. Vadinasi,
jauny ambicingy aktoriy, pedagogo skatinty tapti menininkais individualistais,
siekis i$likti kartu buvo utopinis.

7. Mokytojas ,nei$sizadéjo savo mokiniy, todél ir toliau tesiasi aktoriy
(kaip mokiniy) ir reZisieriaus (kaip mokytojo) karybinis bendradarbiavimas
jvairiuose Lietuvos teatruose. Savo auklétiniams jis vis dar kelia auksciausius
kriterijus: reikalauja susiklausymo, i$tvermeés, valios, tikslumo, darbinés discip-
linos, atsakomybés, atidaus darbo su meniniu tekstu, skatina siekti poetinio
gylio, dramaturginés ir vaidybinés i$minties bei kasdienés istikimybés karybai,
savaranki$ko lavinimosi ir kuriamy vaidmeny prasmingumo.

8. Praéjes deSimtmetis rodo, kad G. Varno pasirinkti jauni Zmoneés turi
profesijai reikiamy sceniniy gabumy, ir jis sugebéjo atverti juos studijy eigo-
je. Rezisieriaus G. Varno auklétiniai pasizymi studijy procese suformuotais
pozityviais stiprios valios, tvirto charakterio bruozais ir giliu teatro meno
supratimu.

9. Pedagoginé-rezisuriné G. Varno principiniy nuostaty visuma suformavo
stiprius, profesionalius jo teatro aktorius, kvie¢iamus vaidinti ir J. Vaitkaus,
O. Korsunovo, A. Giniocio, A. Areimos bei kity Lietuvos reZisieriy pastatymuo-
se. Per deSimtj intensyvaus karybinio darbo mety astuoni G. Varno aktoriai
sukiré po 20-30 vaidmeny teatre, kine, aktyviai dalyvauja visuomeninéje
veikloje, dauguma jy jvertinti ,, Auksinio scenos kryziaus®, ,,Sidabrinés gervés®
bei kitais reik§mingais teatro ir kino sri¢iy apdovanojimais.
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INTRODUCTION

The creative work of director Gintaras Varnas is a unique phenomenon in con-
temporary theatre - it is a continuous and multifaceted process that engages
with diverse theatre issues, including those of philosophy, literature, music,
choreography, scenery, actor’s work and psychology. The professionals and
critics of Lithuanian performing arts culture, while being familiar with the
self-reflexive and versatile nature of Varnas’ performances, also note his pro-
fessional integrity, dedication and patience. One of the main factors of Varnas’
work is his ability to create a performance world unique in its organisation,
order and creative vision. This world carries values through its materiality and
the relationships between performance space, time and meanings created, all
of which become creatively significant once put in front of the audience. In the
context of contemporary Lithuanian theatre, Varnas’ creative work is a clear
continuation of strong-willed, active and responsible research of theatre theory
and practice. His work is an unending study of theatre.

Over the past decade, while intensely and responsibly working at the
Lithuanian Academy of Music and Theatre (LM TA), Varnas has been guided by
strict artistic principles, developed a particular methodology and looked for his
own ways to solve any pedagogical issues. In 2005, he selected his first cohort
of young acting students, nine of whom graduated in 2009: Vidas Bareikis,
Ainis Storpirstis, Marius Repsys, Vainius Sodeika, Dovydas Ston¢ius, Emilija
Laténaité, Eglé Spokaité, Indré Lenceviciaté, and Elzé Gudaviciaté. Currently,
Varnas’ students successfully work in different Lithuanian theatres, film and
television, and are active artistically. It was not only these future professional
actors who were learning during the four years of study at the Lithuanian
Academy of Music and Theatre, so did their teacher Varnas: a demanding
and rigorous director gradually became an active and responsible pedagogue.
In 2012, Varnas selected his first cohort of directing students, four of whom
graduated in 2016 and have already proven to be promising young directors,
presenting their work on the main theatre stages in Lithuania. In 2013, Varnas
selected his acting student cohort for the second time - eight students are to
graduate in 2017.

The object of the research - actor training principles taught to acting stu-
dents selected by Varnas at the Lithuanian Academy of Music and Theatre, the
teaching objectives during the period of 2005-2009, and the results achieved.
Actor training principles are articulated based on this particular study proc-
ess and its analysis. The training methods selected are assessed by looking at
the final student ensemble performances of The Hail of Stars (2007) and The
Decalogue (2008). In order to form a deeper insight into the future outcomes of
this actor training and how these outcomes manifest on the professional stage,
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this artistic research paper evaluates creative collaboration between nine Varnas’
students who graduated from the Acting BA and the director-pedagogue in the
performances created between 2009-2016, as well as Varnas’ students achieve-
ments and creative work with other Lithuanian theatre and film directors.

The aim of the research - to evaluate the working methods of director-
pedagogue Varnas in the context of Lithuanian school of actor training and the
professional theatre stage. This research aims to establish the most important
principles of actor training, the outcomes of study and their further mani-
festations at the professional level of the students of 2005-2009. Additionally,
it also aims to establish what kind of actor training, foundational aspects of
acting practice, personal attributes and abilities to create a role are required
by director Varnas in his theatre.

The following research tasks were devised to achieve the set aim:

o discuss the Lithuanian theatre school as an environment that had a

foundational influence on Varnas as a director-pedagogue;

« identify and articulate the actor training principles of Varnas through
the analysis of 2005-2009 acting course as a case study;

« identify the creative characteristics of final performances The Hail of Stars
and The Decalogue, as well as the practical results achieved during the
studies;

« evaluate the creative collaboration between the actors (as students) and
the director (as a teacher) as well as the trained actors’ further achieve-
ments and creative work on the professional theatre stage.

Relevance and originality of the thesis. The theme explored in this artistic
research paper, “The Principles of Gintaras Varnas’ Actor Training: Objectives
and Results of the Study Process”, is new and not yet researched. The theatre
work of Varnas has been recognised and discussed in articles by Lithuanian
theatre researchers and critics, however, one still cannot find a consistent study
of his pedagogical work with his students, nor a substantial look at his creative
endeavours. There is no doubt that Varnas’ directing methods and his pedagogy
are worthy of such studies. A more detailed study of Varnas, who received
recognition through the Lithuanian National Arts and Culture Award for his

“Insights into the Inner Life of Contemporary People” as well as numerous
Golden Stage Crosses and other prizes, his creative work and pedagogy would
answer a highly relevant call to recognise and commemorate contemporary
culture of Lithuanian theatre.

In the context of theatre studies and research, the originality of this artistic
research lies in the first attempt to investigate and articulate the characteristics
of Varnas’ actor training, and to evaluate the academic results and ability of the
acting professionals who underwent his training. The findings of this thesis
are potentially useful for further research and analysis of other Lithuanian
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directors-pedagogues and their actor training methods. One has to admit
that there is a lack of more consistent theoretical and practical studies of con-
temporary theatre actor training and its problematics, highlighting particular
aspects of actor development and evaluating its creative results. Unfortunately,
actor training principles characteristic to a director-pedagogue are kept only
in the memory of their students or the pedagogue’s own written accounts that
show the specific methods.

Research methods. A few different methodological strategies have been
chosen in order to answer the research questions and meet the tasks posed
by the research subject and aim. The present thesis aims to delineate the
actor training characteristics, pedagogy and results of a particular director-
pedagogue, supported by an example of acting cohort selected in 2005, who
finished their studies at the Lithuanian Academy of Music and Theatre. Such
case study required a gathering of qualitative and quantitative data as well as
its analysis in the wider context. The thesis uses interdisciplinary methodol-
ogy which combines case study and its findings, in-depth interviewing, and
comparative analysis of historical and other sources. Comparative analysis is
used in chapter one in order to analyse actor training tradition at the Lithua-
nian Academy of Music and Theatre, its guiding principles and characteristics.
Comparative historical analysis is also used in this chapter in order to meet
the necessary tasks. In-depth interviewing is applied in chapters two and three
while analysing the actor training course, its aims, actor training principles of
Varnas and evaluating the results of two final performances — The Hail of Stars
and The Decalogue. This research method was chosen in order to gather com-
prehensive and authentic data based on the views and experience of students
who underwent this particular training. Moreover, in order to accentuate the
theatre style of Varnas in chapter two, phenomenological insights are applied,
based on Russian philosopher Mikhail Bakhtins aesthetics.

Literature review. Literature and other sources used in this artistic research
paper were determined by the chosen research subject and the main questions.
These sources can be divided into a few larger sub-groups:

Interviews with lecturers, administration staff and past students of LM TA.
Detailed, in-depth interviews with director Varnas, lecturer specialising in
actor training V. Kuodyté and their past students conducted by the author of
the thesis are the most important sources employed to examine the chosen
subject and meet the necessary research tasks. The thesis also uses published
and filmed interviews with Varnas in Lithuanian media that look at his theatre,
position towards culture, student training, etc. The specially done interviews
with Elona Bajoriniené, the Dean of Theatre and Film Faculty at LMTA, and
Aidas Giniotis, the Head of Acting and Directing Department at the time, were
used in order to analyse the broader context of actor training at the Lithuanian
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Academy of Music and Theatre. Further interviews with staff responsible for
LMTA course programmes and information were done while analysing the actor
training programme and its formal requirements, and evaluating the Acting
BA course plans. The evaluation of course programmes during 2002-2010 was
done in order to highlight the study process of the acting student cohort selected
by Varnas in 2005, including its characteristics and results. Eleven interviews
with LMTA acting students studying at the time had to be conducted in order
to gather this material.

Course plans and reports formally regulating actor training requirements in
Lithuanian higher education institutions. While writing the first chapter of the
thesis, the author supports her claims with LMTA Theatre and Film acting
course reports published in 2011 and 2013, LMTA course plans for Acting BA
during 2002-2010, and course plans for Acting BA from Klaipéda University
and Vytautas Magnus University.

Studies and reviews by Lithuanian theatre researchers and critics that analyse
Varnas’ theatre and its characteristics, and assess his work with actors. Studies by
theatre critics, theatre historians and art historians, published in various cultural
media outlets and collected in the book of Gintaro Varno teatras. Pokalbiai,
straipsniai, recenzijos / 1989-2009 (Theatre of Gintaras Varnas. Conversations,
Articles, Reviews / 1989-2009) by Helmutas Sabasevitius, demonstrate re-
searchers’ interest in this theatre artist. The reviews of performances created by
Varnas and his students show the influence of Varnas’ directorial-pedagogy and
his individual methods on the students’ practice and its results. The thesis also
benefited from the following studies by Master students: “Subversyvus Querr
teorijos zvilgsnis: homoseksualaus vyriskumo reprezentacija Gintaro Varno
spaktakliuose” (Subversive Look of Querr Theory: Representation of Homo-
sexual Masculinity in Gintaras Varnas’ Performances), 2013 by G. Narauskaité;

“Gintaro Varno rezistros ypatumai” (The Characteristics of Gintaras Varnas’
Directing), 2002 by D. Vieraityté; “Prasmés (de)konstravimo strategijos Gintaro
Varno rezisiroje” (The Strategies of (De)constructing Meaning in Gintaras
Varnas’ Directing), 2013 by M. Meilutyté.

Books, research papers and review articles by Lithuanian and foreign theatre
practitioners that analyse actor training, its problematisation, characteristics and
methodology. The work that problematises actor’s creative practice by twentieth
century Russian theatre advocates Constantin Stanislavski (An Actor Prepares,
1947; Ethics, 1955) and Michael Chekhov (On the Techniques of Acting, 2008;
The Path of the Actor, 2007) were significant to this artistic research paper.
The author also makes use of Vaidybos dziaugsmas (The Joy of Acting, 1952,
published in Lithuanian in 1995) by director, actor and pedagogue Andrius
Oleka-Zilinskas, Lietuvos vaidybos mokykla. Teatro edukologija (Lithuanian
School of Acting. Theatre Education, 2004) by Prof. Aldona Adomaityté
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(LMTA), Lietuvos muzikos akademija. Aukstoji teatro mokykla (Lithuanian
Music Academy. The Higher School of Theatre, 2002) and Aktoriaus sceniniai
gabumai (The Stagecraft of the Actor, 1990) by Prof. A. Savickaité.

Monographs and research papers by Lithuanian and foreign theatre theorists
that analyse actor training, its problematisation, characteristics and methodol-
ogy. The books edited by Alison Hodge (Actor Training, 2010) and Ramuné
Baleviciaté (Acting Reconsidered: New Approaches to Actor’s Work, 2014) were
important to the present artistic research paper, as well as a PhD thesis by
Rata Mazeikiené (“Vaidmens sampratos transformacija: aktoriaus karyba
$iuolaikiniame Lietuvos dramos teatre” / The Transformed Understanding of
the Role: Actor’s Work in Contemporary Lithuanian Theatre, 2005) and theatre
research papers by Ramuné Balevic¢iaté, Rata Mazeikiené, Rasa Vasinauskaité,
Jurgita Staniskyté, Lina Klusaité, Edgaras Klivis and others. Mikhail Bakhtin’s
aesthetic philosophy (Author and Hero in Aesthetic Activity, 2002) and Zibartas
Jackiinas’ aesthetic study Menas-prasmé-pazinimas (Art-Meaning-Cognition,
2004) were applied to the analysis of Varnas® theatre directing work and its
creative style. The work by Kristupas Sabolius, Leonidas Donskis and Gintaras
Beresnevicius was used in the analysis of The Hail of Stars, its creative process
and results.

Structure of the thesis. The present artistic research paper consists of in-
troduction, four chapters placed in a thematic and chronological order, conclu-
sions, bibliography and appendices. The first chapter, “Actor Training at LMTA:
History and Context”, describes the origin and distinctiveness of Lithuanian
theatre school and the current higher education courses of professional acting.
By providing the most important historical information, characteristics, guid-
ing principles and tendencies, the chapter analyses the scope of actor training
at LMTA. It looks at the school as tradition: introduces the work principles of
the most significant pedagogues and discusses distinctive nature of the act-
ing cohorts selected during 2002-2010 as well as the course leaders and their
young actor training principles.

The second chapter, “Actor Training Principles of Varnas: The Study Process
and Objectives during 2005-2009”, discusses Varnas’ position towards theatre
as an art form, its objectives and tasks, emphasises the creative characteristics
of his work, analyses the four-year acting course, its study programme and
process, and identifies the pedagogue’s guiding principles as well as the main
actor training principles of Varnas.

The third chapter, “Results of the Study Process: The Analysis of the Final
Performances The Hail of Stars and The Decalogue’, delves into the creative
processes of these two final performances, identifies their characteristics, evalu-
ates the creative results achieved by the students and the teacher’s pedagogical
outcomes, and comments on how these results were received by Lithuanian
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theatre critics and audiences. While identifying and highlighting the edu-
cational significance of these two performances, the chapter also notes the
similarities and differences between their creative processes.

Chapter four, “Further Creative Work on the Professional Stage of Varnas’
Students”, discusses further collaborations on the professional stage between
the actors (as students) and the director (as a teacher). As a way to conclude the
analysis of this acting course and its results, the chapter discusses the creativity
of Varnas’ students at LMTA and their achievements in the work with other
Lithuanian theatre and film directors.

Conclusions, bibliography and appendices are provided at the end of the
artistic research paper: interviews with Varnas and his past students about
Varnas’ actor training principles. The author also includes video recordings of
The Hail of Stars and The Decalogue made during the studies.

I. ACTOR TRAINING AT THE LITHUANIAN ACADEMY
OF MUSIC AND THEATRE: HISTORY AND CONTEXT

1.1. Origin and individuality of Lithuanian theatre school

During the interwar period in Lithuania, the professional acting school in
development was highly influenced by the progressive school of Russian ac-
tor training, including the training methodologies of Constantin Stanislavski,
Michael Chekhov and Fyodor Komisarjevski as well as other famous reformers
of Russian theatre. Lithuanian theatre school became particularly reliant on
the actor training system created by Stanislavski, while the historic method-
ologies of Bertolt Brecht, Michael Chekhov and Vsevolod Meyerhold or the
contemporary training techniques are less often used by Lithuanian theatre
pedagogues.

Admittedly, Stanislavski’s created psychological method forms the basis of
the professional actor training at the Lithuanian higher education institutions
(Lithuanian Academy of Music and Theatre, Klaipéda University and Vytautas
Magnus University). Drama schools around the world widely apply the methods
of Lee Strasberg (1901-1982) or Sanford Meisner (1905-1997), both of whom
are built on Stanislavski’s system. Therefore, one could argue that our profes-
sional theatre schools would benefit from being aware of contemporary teach-
ers’ individual interpretations of actor training methods, thus strengthening
the critical thinking of pedagogues and students regarding the universality of
Stanislavski’s system often questioned by theatre researchers and practitioners,
and, in order to achieve the best learning outcomes, assessing the complexity
of actor training system not in a dogmatic but an experimental way.
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Lithuanian higher education institutions offering professional actor train-
ing follow the same model of theatre pedagogy: the main practical modules
are acting, movement, diction and singing, and the only differences between
the institutions are in terms of contact hours and mode of study. It should
be noted that the Department of Contemporary Arts at Vytautas Magnus
University applies some contemporary acting methodologies, however, due
to the lack of specialists, it does so largely on a theoretical, not practical level.
The higher education institutions also differ in terms of theory modules they
offer, however, it is only the Lithuanian Academy of Music and Theatre that
pays special attention to and maintains the rigour of courses on Lithuanian
and world theatre history and theory, as well as the main practical disciplines
(acting, movement, diction, dance and singing). As a result, one could argue
that LMTA, due to its high level of creativity and pedagogy, and its historical
significance and relevance, is the main theatre school in Lithuania.

1.2. LMTA actor training tradition and characteristics

The Acting and Directing Department at the Lithuanian Academy of Music and
Theatre attentively maintains the traditions of teaching and learning as well as
rigorously assessing the results achieved. The main pedagogical objective of
this higher education theatre school is provided in the summary of a course
report written in 2011 and it goes as follows: to prepare acting specialists of
wide range ability and highest qualification, able to creatively adopt and employ
theoretical knowledge and practical skills.

After the research was completed, it emerged that the basic structure of act-
ing study programme and its fundamental methodology has not changed since
1956-1989, when Prof. Irena Vaisyté was the head of Acting Department. The
acting study programme was comprehensive, systematic and methodologically
adjusted by Vaisyté in accordance with a programme created by the pedagogues
of Moscow National Theatre Art Institute (GITIS) based on a psychological
actor training system. This acting programme has the main tasks, objectives
and theoretical as well as practical disciplines that have to be followed over the
years of study, and lectureship methodology of actor training for each year of
study. The acting study programme was renewed and slightly altered during the
leadership period of every head of school who followed (Prof. D. Tamulevic¢iaté
1989-1997, Prof. V. Bagdonas 1997-2009 and Prof. A. Giniotis 2009-2016):
they reviewed study plans, added new disciplines, discontinued the no longer
effective modules, reallocated course teaching loads, appointed new lecturers
and altered module descriptions identifying the objectives and aspirations of
specific disciplines. However, the basic structure of acting study programme
remained the same, and slight changes in the tradition of actor training that
developed over the years are dependant only on the time period and the specific
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teaching methods of individual pedagogues. Learning through the creation and
performance of the so called ‘animal etudes’ in acting classes during the first
year of study can be seen as one example of a lasting tradition. These etudes
were created by the students of Vai$yté, Tamuleviciuté, Bagdonas, Giniotis
and Varnas, however, how the creation of these etudes was taught and which
performance was seen as successful depended on the individual pedagogue.

In one way or another, the theatre directors who select their future student
cohorts during the entry exams, and the pedagogues who teach the theatre
profession, also influence and regulate the overall development of the theatre
school and its general pedagogical system. After Lithuania joined the European
Union and the country experienced a number of social, economic, political
and ideological changes, the value of competitiveness became stronger and
more prominent in the cultural field. Over the last twenty-five years after
the Independence, thirty-four acting cohorts graduated from the Academy.!
This situation gave rise to an interesting, new and significant tendency - the
establishment of a large number of independent theatre companies formed by
acting cohorts that graduated from the study programmes.

I1. ACTOR TRAINING PRINCIPLES OF VARNAS:
THE STUDY PROCESS AND OBJECTIVES DURING 2005-2009

2.1. First Year of study: process and objectives

During the first year, Varnas looks for the student to prove their creativity and
talent. Varnas sees acting talent as an ability, necessary for the actor’s profession.
He emphasises that this is an artistic profession, therefore, it is important for the
actor to have artistic capacity, sensitivity and ability to express this sensitivity,
as well as sense of rhythm and musicality, all crucial for the actor’s work. While
training his actors, the director might appear as a ruthless pedagogue, however,
this demonstrates his unwillingness to make allowances for the untalented
actors. Students, constantly under the strict gaze of the course leader, who do
not fit this criteria have to leave the course, and it is with the remaining ones
that the director will attempt to work creatively. During the history of LMTA,
the largest number of young students forced to leave the acting course was
from Varnas’ cohort: out of twenty-one who were selected in 2005-2006, only
nine students graduated from the course. While discussing the assessment
criteria for student creative work, Varnas emphasises that a good, successful
etude does not simply contain the mandatory structure: action up until the

1

29 acting cohorts graduated during 1952-1991 (in the period of thirty-nine years); and 34
acting cohorts graduated during 1991-2016 (in the period of twenty-five years). The data
collected and presented by the author of this artistic research paper.
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event, the event which causes action to change direction, and a change in
character which occurs due to the change in action. Varnas demands for the
good etude to also show the actor adapting to the character’s inner life and its
expression in an interesting way, and inventing and performing a situation that
is not banal which, on its own accord, makes the character more interesting,
convincing the audience of their change during the etude. Varnas explains that,
in order to create a successful etude, the student should not demonstrate what
is happening to the character, and he especially emphasises the significance of
artistic believability in acting. Students realised that they have to comply with
the demands of their director and make an effort to perform in a way that suits
and satisfies his artistic taste and aesthetic.

2.2. Second Year of study: process and objectives
During the second year, the pedagogue, in order to further improve students’
professional skills, decided to look for an interesting subject to work with,
something relevant to the students themselves. At the time, Lithuanian televi-
sion began broadcasting the reality shows, and Varnas suggested to his student
cohort to analyse this popular social phenomenon. The main novelty of the
task was the teacher’s suggestion to devise the performance text as an ensemble.
The result of Varnas’ theatrical experiment, The Hail of Stars (2007) performed
at Kaunas State Drama Theatre, afforded an unexpected creative opportunity
for him and his students. The students learned to create a role, maintain its
through-line, decide what is necessary for the scene, perceive the dramatic
style and its nuances, and, when looking for a deeper meaning in the action,
acknowledge the importance of essential change in the character created.
Varnas encouraged his students to independently work on their text skills
and study the biographies of selected authors of poetry, prose and plays, noting
the differences between how these authors describe their time and cultural-
spiritual heritage, and the contemporary everyday reality. This allowed Varnas
to observe and assess the general education and erudition of his students in the
hope to see, already in the very first etudes they created, the artistic intuition
necessary for the actor’s profession, the understanding of literature and ability
to find creative material in their interpretation of the text.

2.3. Third Year of study: process and objectives

During the third year of study, Varnas made yet another unexpected pedagogi-
cal manoeuvre: he decided that the students would benefit from working with
a different director. As a result, they began rehearsing The Children of Medea
(2007) at Kaunas State Drama Theatre with director Antanas Gluskinas. The
course leader’s decision was designed to expose young actors to a completely
new dramaturgical material. However, one should admit that the students
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failed to face this challenge. They did not see this young director as an au-
thoritative figure and did not manage to trust him, because they were used to
working only with their own course leader. As the opening night approached,
the students got overwhelmed because they were struggling to play their roles.
Their course leader was asked to come in and ‘glue’ the performance together
which he achieved in four days. Young actors initially believed that the failure
to create a good and crowd-pleasing performance lay with director Gluskinas,
however, the reason behind this was their own inability to work with a differ-
ent director and an inflated view of their skills. Varnas often stated that one
should not rely on a failed result and commentary, and instead it is important
to develop a resistance to critique, observe and protect yourself from profes-
sional complacency. Varnas, by always responsibly and critically assessing the
work of his students, taught them the importance of critically observing and
assessing each other.

2.4. Fourth Year of study: process and objectives

The course leader maintained a clear direction over the first three years, which

made the study process of the final year apparent: the students already had two

performances (The Hail of Stars and The Children of Medea); they also knew
that the pedagogue is determined to create two additional final performances

(The Decalogue and Sekspyriada). Varnas was looking for an opportunity to

create a research performance Sekspyriada (2009) where he wanted to combine

four plays by William Shakespeare — A Midsummer Night's Dream, The Taming
of the Shrew, Richard II and Macbeth — and hoped that such systematic way of
researching Shakespeare’s work would benefit his students, however, he strug-
gled to find a place and means to achieve the project of this scope. At the end,
Varnas decided to make the performance together with the actors from the

Lithuanian State Youth Theatre. Unfortunately, the interesting and complex

structure of the performance was not successful, the work did not receive

good reviews from the audience or theatre critics which disappointed both

the director and his students. The pedagogue admitted that it was a mistake

to take on a project of this scale and refuse a compromise suggested by the

theatre. Such artistic self-criticism - to view a persistently created artwork as

unsuccessful, as a thought that has not come to full fruition - was a unique

experience for Varnas’ students who conscientiously created a few roles each in

the performance. Nevertheless, this artistic decision by the pedagogue meant

that the students, for the very first time, had an opportunity to work with older
actors on the professional stage of Youth Theatre.
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IT1. RESULTS OF THE STUDY PROCESS:
THE ANALYSIS OF THE FINAL PERFORMANCES
THE HAIL OF STARS AND THE DECALOGUE

3.1. Analysis of the creative process and results of The Hail of Stars
Varnas decided to use experimental theatre methods to research the notion of
“stardom’, which has been distorted by the consumerist entertainment industry,
and looked for the main aspects of reality show in order to draw the audience’s
attention to this global phenomenon which has overwhelmed our society. Start-
ing with talks and discussions, the course leader directed his students towards
practical experiments and encouraged them to create colourful characters.
As the time went on, while working on etudes and improvisations, and with
every new task, these characters opened up and became more concrete. The
course leader encouraged his students to look at the person, not their surface
image on television. At the time, the teacher had a certain rule: only those
who prepared their etudes beforehand are asked to present them. As a result,
character’s development and diversity was dependant on the active engage-
ment of the student. It was important to Varnas for the students to become
the authors of the performance. The principle of creative and collaborative
devising while making The Hail of Stars was a well thought through result of
Varnas’ pedagogical strategy. Keeping in mind that Varnas is an accomplished
maker of director’s theatre, and taking into account the reviews that followed
the opening night of this research performance, it is clear that he also has a
talent to bring young actors together, engage them in a multifaceted creative
process, and devise in an experimental and collaborative way. As observed by
British theatre pedagogue Alison Oddey, while engaged in the professional
creative practice, the collaborative devising approach encourages the future
actors “to think, try out ideas, explore group dynamics, and develop their
imaginative ability” and “to engage them in analysis, criticism or evaluation,
inspire their enjoyment and enthusiasm with devised theatre, and somehow
to facilitate that passion to want to make a unique theatrical experience with
others”? After the opening night, young audiences continued to engage with the
performance due to its relevance and creative take on the theme. The students
explored the paradox of pseudo-events broadcasted on TV, the negative impact
of such projects, and the broken hopes and lives of people who participate in
them. They believed these to be highly relevant.

? Oddey, Alison. Devising Theatre: A Practical and Theoretical Handbook. London and New
York: Routledge, 1994, pp. 148-149.
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3.2. Analysis of the creative process and results of The Decalogue

In the performance of The Decalogue the students created a few different char-
acters each. Varnas’ task was to use some overarching scenes to reveal specific

storylines of the characters built by the students. The students got used to

independently compose scenes for The Decalogue associated with a particular
Commandment. Not everybody was concerned with questioning Christian

values or analysing and performing subjects related to them, with some students

interested in other, more youthful, subjects. However, the pedagogue managed

to explain the importance of the subject and that dealing with such themes

benefits the professional experience of every student. It was crucial to disclose

the deeper aspects of the chosen subject. Varnas’ performance dealt with some

acute social themes which made it necessary for the actors’ work to be nuanced,
sensitive and genuine. The creative process required the students to be ethically
and morally aware. The resulting performance became The Decalogue for the

contemporary society — analysis and evaluation of their everyday environment

done by the young people.

3.3. Similarities and differences between the creative processes of The Hail
of Stars and The Decalogue and their results

The Hail of Stars and The Decalogue serve as clear examples of a collaboration
between the pedagogue and his students. For the students’ practical work, two
contrasting themes were selected: sleazy cultural bling of reality shows on the TV
(The Hail of Stars) and degrading and hopeless social poverty (The Decalogue).
With an emphasis on their educational significance, the chapter identifies the
similarities and differences between the creative processes of both perform-
ances and the results achieved. Varnas believes that one has to be creative in
order to devise performances by using etudes and improvisation. One should
observe that Varnas’ first cohort certainly managed to fully engage the teacher,
to motivate him with their creative passion, curiosity and hard work.

When discussing the long and consistent collaborative work between the
actor and director — the process of creating a role - it is important to highlight
Stanislavski’s psychological suggestions: every actor’s continuous work with
themselves, importance and value of personal experience, actor’s truth and
authenticity, especially when applied to deeper examination and mastering
the role according to his system, natural posture on stage, and continuous,
individual and collective gathering of additional creative material needed in
order to complete the role. Necessarily, Varnas builds on Stanislavski’s method
by gathering additional material which encourages the young actor to use
their intellectual abilities, widen the given circumstances and create the in-
ner life of their character. The creators of The Hail of Stars and The Decalogue
had to independently make up the biographies of their characters, create the
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storylines of their past that are echoed in the performance scenes, and they were
asked to devise the dramaturgy of the performances by using improvisation.
According to the theatre critic Ramuné Baleviciaté, in order to successfully
master characterisation, one should apply the technique that furthers the ac-
tor’s subjective personality and personal experience on stage and understands
the “birth” of the role and its result in Stanislavski’s terms.’ Consequently, for
Varnas’ pedagogy, while making performances for younger audiences, every
actor’s personal experience became necessary. The director demanded of his
actors to master, motivate and highlight the thinking and behaviour of their
character as well as the character’s personal traits. The creative processes of
both performances and the results achieved provided the students with an op-
portunity to purposefully learn the art of the actor, prompted some unexpected
discoveries and matured the young actors in preparation for the future work
in professional theatre.

IV. FURTHER CREATIVE WORK
ON THE PROFESSIONAL STAGE OF VARNAS’ STUDENTS

4.1. Further collaborations between the actors (as students) and the direc-
tor (as a teacher)

Varnas’ unexpected and conscientious decision to leave the position of Artistic

Director of Kaunas State Drama Theatre and his sharp critique of the theatre

as a national institution, meant that his acting cohort, which was being trained

for this theatre, had to also “leave” the stage. In 2008 Varnas founded his own

theatre “Utopia’, thus giving his students hope of a fresh creative stage in their
professional lives as independent artists and “Utopia” actors. The first perform-
ance presented in this newly founded theatre was The Decalogue (2008). The

establishment of this theatre also promised a creative freedom for the director,
an opportunity to create with likeminded artists and work with those actors

who he wants to work with. Later on, Varnas publicly declared that the actors

of “Utopia” are those who work on the performances made by this theatre. This

showed to his students that the director will not be able to look after them by
providing them with continuous creative work. The pedagogue did not show the

initiative or willingness to maintain the cohort as a theatre company. It became

clear to his students that they will have to organise their professional career by
themselves. However, the acting graduates have formed a strong creative team

and wanted to work together further. As a result, in 2009 they established a

*  Balevi¢iaté, Ramuné. Dar vienas zvilgsnis j psichologinj realizma ir jo jspaudus lietuviy teatre
[One more look at the psychological realism and its imprints in Lithuanian theatre]. Menotyra,

2007, No. 4, p. 54.
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theatre movement called “No Theatre” which provoked the public and theatre
community with unexpected events and performance art showings. These show-
ings were being performed by LMTA graduates throughout the year; however,
the idea of theatre movement and its activity began to die out, and instead the
students transferred their ideological position to the performances created by
Vidas Bareikis during 2009-2016. In 2009 it became clear that “Utopia” theatre
is definitely not the student cohort theatre, and the students no longer expected
for Varnas to offer interesting creative work only to them. Nevertheless, after
establishing “No Theatre’, the students were also surprised when Varnas regu-
larly invited them to act in the performances he directed in his independent
“Utopia” theatre (The Wasted Land. Vilnius; The Public; A Ticking Bomb) as well
as in the performances created in other theatres (A Tiny Dynamite; Tiresias’
Breasts; The Bacchae; Biography: A Performance; The Fire of the End). Varnas’
students, while creating parts for the director’s performances, admit that the
work with their previous teacher is the most interesting but also the hardest,
because the demanding pedagogue is constantly asking them to look for new
ways to express themselves, never allowing the repetition of discoveries found
in the previous roles. This shows the pedagogue’s readiness to continuously and
ceaselessly remind his students of intellectual necessity of the actor’s work on
themselves and its importance for their future professional career.

4.2. The achievements and creative work of Varnas’ students with other
Lithuanian theatre and film directors

After accentuating the study process’ results of acting course students trained
by Varnas during 2005-2009 which were achieved with the help of the afore-
mentioned student teaching objectives and Varnas’ teaching principles (Chapter
Two), assessing the students’ creative work during 2005-2009 which was then
reflected in their final performances (Chapter Three), and discussing the col-
laboration between the teacher and his students during 2009-2016 (Chapter
Four), one should emphasise that one of the main aspirations of this teacher
was to train a group of good actors, artist individuals and artistic personalities.
The main objective of their studies was to pursuit a creative result. After learn-
ing how to be and create theatre together, with the help of their conscientious
course leader, they gained perspective, found meaning and achieved what they
wanted to achieve. The students remained faithful to their acting work, despite
instances of artistic despair in the performances created or occasions when it
seemed that the course leader struggles with his pedagogical responsibilities
and that these responsibilities prevent him from doing his true creative work.
The students realised that, by continuously combining their own emotions and
fears with the course leader’s sternness, nervousness and his scathing remarks,
over the four years of their BA, he tested the strength in each of them. From
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the very first year of their studies, the future actors were interested in making
work and they continue to actively do so by creating two to three new parts
each in one or another Lithuanian theatre. The creative motivation the students
received from pedagogue Varnas was so strong that up until today neither of
them lack creative enthusiasm. The creator of “Utopia” theatre, Gintaras Varnas,
managed to complete an academic task - to train professional and responsible
actors who respect their profession. There is no secret that the director’s or ac-
tor’s profession, the creative work in the theatre, is very demanding, especially
when a true artist, in one way or another, is left on their own, like Varnas.*

CONCLUSIONS

1. The foundations of Stanislavski’s psychological method and the transfor-
mations of their use in the context of contemporary theatre performances,
especially those related to the characteristics of Lithuanian theatre culture, is
also the foundation of the Lithuanian theatre school which is the environment
that has shaped Gintaras Varnas as a director-pedagogue. Lithuanian theatre,
which Varnas’ unique creative work is part of, is known for its strong influ-
ence and the actor’s work that is psychologically effective, creating deep and
expressive characters: Lithuanian acting students are trained to become the
creators of psychological parts.

2. The aim of Varnas and other acting pedagogues working at LMTA is
based on the foundational statements formulated by Stanislavski and those
coming from their own experience, to teach the art of acting in such a way that
the actor would become strongly motivated and able to prepare every part in
a professional way, as a result of their theoretical and practical learning that
seeks to fulfil the aims of the study programme. The characteristics of actor
training at LMTA are dependent on the individual director-pedagogue (or,
in exceptional circumstances, actor-pedagogue): their pedagogical strategy,
artistic outlook, theatre aesthetic criteria, etc. Every course leader trains his
acting students in “their own style” and, together with the help of other acting
teachers, establishes a sort of separate school within a school.

3. The way Varnas’ graduates, and those of other pedagogues, establish
themselves in the creative scene of professional theatre is dependent on the
opportunities provided to them by their teacher after graduation, either in
the form of a further collaboration as a company or being invited to work on
the teacher’s theatre projects as individual actors. The statistical data from
2002-2010, collected by the author of the present artistic research paper, shows

4 Translator’s note: play on words, a Lithuanian expression ‘vienas kaip varnas’ (alone like a

crow) means being lonely, left completely on their own.
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that the main proportion of actors trained at LMTA find work in the creative
spheres of Lithuanian theatre, cinema, television, music and events organisa-
tion. Later on, the individual success of the actor is also dependent on their
personality - communication skills, teamwork, initiative, curiosity, strong will
and readiness to create.

4. Varnas’ aim - to train creative professionals for his theatre, who are capa-
ble to create parts that satisfy the artistic taste and aesthetics of the director - is
reflected in the tasks he gave during the studies which also determined his
training methodology (the main principles). The main pedagogical principles
of the director are divided into six groups:

o Particularly strict selection criteria. The students has to prove their
creativity and ability to be an actor, they have to have a necessary acting
talent. This demonstrates the director’s objective to purposefully have
the highest demands of his students and supports his position of not
making allowances for the untalented actors. The teacher is led by a
strict and definitive principle: to choose the right person, i.e. to decide
if this young person will be the one who deserves to be an actor.

o Promoting creativity. Varnas’ belief that only those students who are well
read and continuously educate themselves will gradually understand the
job of the true artist, determined a significant principle of this theatre
teacher: to show the actor the true value of creativity - not just perform-
ing the part, but interest in the creativity itself, involving the young
person in creative work. Consequently, the pedagogue always sought
to give the students freedom and responsibility in choosing creative
material, he encouraged himself and his students to not be afraid of
risks and experiments and thus encouraged his students to seek creative
motivation for their acting work.

o Teaching the fundamentals of acting profession. The pedagogue taught the
aspects important to the acting profession, including artistic intuition,
understanding of the text, expressivity and interpretation on the role.
This gave rise to another principle of Varnas - to show the students the
creative necessity of independent and careful actor’s work with the text;
as well as his strict position - to convince his students that the actor’s
task is not only to create a character, but also to be able to present the
performance’s theme and idea to the audience.

o Teaching self-criticism. The creative self-criticism of the pedagogue proved
to the students that one should at times see their own persistently created
artistic work, or that of others, as unsuccessful, as a thought that has
not come to full fruition. Varnas often emphasises that the most danger-
ous human traits to the acting profession are arrogance and narcissism,
therefore he attempts to accustom his young actors to the experience of
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success and failure, by protecting them from the narcissism of stardom
and personally noting their individual symptoms of arrogance.

o Developing artistic and social values. While strictly speaking out against

students appearing on TV adverts and participating in other popular
entertainment events, all of which he saw as damaging to the young
person’s thinking, Varnas attempted to teach his future actors to respect
their profession and further develop the mastery of their work. Varnas
demands a lot not only from himself but also those around him, there-
fore, he encouraged his students not to become conformist and instead
increase their initiative and questioning, learn intelligent argumen-
tation and how to defend their opinion. As a result, the principle of
developing social and civic values as a creative person is important to
the pedagogue.

« Developing as an individual. The course leader does not believe in the idea

of theatre community, therefore, it is important to him to train creative
actor personalities and brave artist individuals.

5. The final performances of The Hail of Stars and The Decalogue, their aims
and results achieved:
« The reason behind these collaboratively devised performances was deter-

mined by the interesting and relevant themes chosen by the course leader.
With the first performance the pedagogue hoped to shed new light on
the desire for popularity, because he noticed that the syndrome of “easy’
fame and popularity, which was becoming prominent in young people’s
consciousness, could become damaging to his students. The existential
themes and shared questions of faith and incredulity touched on in the
creative process of the second performance, provided the students with a
deeper understanding of the cotemporary world surrounding them and
the individual’s position in it. The students, demanded by the director,
learned how to act in a nuanced, emotional and truthful way.

The making of final performances prompted a synthesis between the
learning process and practical work in the theatre. During the intense
creative rehearsals at the Kaunas State Drama Theatre, the acting course
became a creative team which, up until the end of their studies, remained
hardworking and homogenous. The students made their own costumes,
music and scenery for The Hail of Stars, while for The Decalogue this
was done by theatre professionals. The establishment of such creative
team accustomed the students to their future work in the professional
theatres.

The similarity between the two final student performances, and their
distinctiveness in the context of the theatre at the time, were caused
by the collaborative principle of devising used in the creative process

>

39



where the dramaturgy of the performance was born on stage, through
improvisation and the creation of different situations. The pedagogue
allowed the students to become creators.

During the creative process of each performance, the pedagogue gave
different main tasks to his students. In The Hail of Stars — building the
character and maintaining the accuracy of inner narrative, and in The
Decalogue it was the most important to accurately reflect the theme
and develop an ability to look for a deeper meaning in the scene. While
creating performances based on difficult social subjects, the students
learned how to analyse and assess the contemporary society and its urgent
problems as well as the problematics of social human behaviour.

While creating the structure of The Hail of Stars, the students had more
freedom to improvise, with the director only slightly correcting and
changing their decisions. However, during the creation of The Decalogue,
the students had to submit to the directorial vision of Varnas. Their crea-
tive freedom was restricted because they had to build the structure of the
performance following precise instructions of the director. As a result,
a different relationship was established between the pedagogue and his
students - a director-actor relationship.

A distinctive and common aspect of both performances - the actors were
given a chance to improvise some of their character’s remarks during the
performance. The opportunity for this acting freedom was due to the
performance texts being created by the actors themselves. New creative
provocations for on€’s partner on stage would occur during each showing
of the performances. This helped the development of the performances
and determined the liveness of each repeated scene.

The performances are also similar due to the use of the open theatre
principle — both address the public directly. During every performance,
the audience, with their active closeness, emotional communication and
different reactions, further “taught” the young actors the scenic knowl-
edge and flexibility. While performing in the shows that were successful
and well attended, the actors became braver, learned the pleasure of
performing and got rid of the stage and singing fears.

The performances were well received by theatre critics. As the main ad-
vantage, they emphasised the choice of subjects relevant to wider society,
as well as noticing Varnas’ pedagogical motives. Both performances were
viewed as examples of excellent school of acting and successful collabora-
tion between the course leader and his students, which strongly resonated
with the wider society.
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6. “Utopia” theatre, established in 2008, has not become a shared platform
for the teacher and his students. Meanwhile, “No Theatre”, which was estab-
lished in 2009 by the team of nine graduates who wanted to remain in the
same theatre company, for some time became the director’s Bareikis theatre.
It seems that, for the young ambitious actors who have been motivated to
become artist-individuals by their pedagogue, to continue to work together
remained a utopia.

7. The teacher did not abandon his students completely, therefore, their
actor (as student) and director (as their teacher) collaboration continues in
various Lithuanian theatres. The director continues to set the highest crite-
ria to his past students: he demands listening, tenacity, willpower, precision,
working discipline, responsibility, attentive work with text, and encourages
to search for deeper poetic meaning, dramaturgical and acting knowledge as
well as everyday devotion to creativity, independent education and creation
of meaningful parts.

8. The last decade has demonstrated that Varnas chose the young people
who had the capacity required for the acting profession, and he managed to
open them up during the course of their studies. Director Varnas’ students
are characterised by the positive traits of strong willpower and character as
well as deep understanding of the theatre art, all developed during the study
process.

9. The pedagogical-directorial principles of Varnas have shaped strong,
professional actors for his theatre who are also invited to perform in the work
directed by Jonas Vaitkus, Oskaras Kor$unovas, Aidas Giniotis, Arttiras Areima
and other Lithuanian directors. During ten years of intense creative work, eight
of Varnas’ actors created 20-30 parts each in theatre and cinema, they actively
take part in social activities, and most of them have received “Golden Stage

Cross’, “Silver Crane” and other significant theatre and film awards.
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MOKSLO IR MENO TYRIMUY KONFERENCIJOSE SKAITYTI
PRANESIMAI TIRIAMOJO DARBO TEMA / CONFERENCE REPORTS
ON THE SUBJECT OF THE ARTISTIC RESEARCH PROJECT

1. ,Gintaro Varno teatro pedagogika: aktoriy ugdymo principai ir praktinés veiklos
rezultatai“ [Theatre Pedagogy of Gintaras Varnas: Actors’ Training Principles and
Results of Practical Activities]. Lietuvos muzikos ir teatro akademijos 39-0ji metiné
konferencija. Vilnius, LMTA, 2015 m. balandzio 15 d.

PUBLIKACIJOS TIRIAMOJO DARBO TEMA / PUBLICATIONS
ON THE SUBJECT OF THE ARTISTIC RESEARCH PROJECT

1. ,G. Varno ir jo auklétiniy meniniai eksperimentai: spektakliai ,,Zvaigzdziy kruga“
ir ,Dekalogas“ [Creative Experiments of Varnas and His Students: Performances of
The Hail of Stars and The Decalogue]. Teatras, 2017, Nr. 5-6, p. 18-27.

2. ,Video projekcijy reik§mé ir paskirtis Gintaro Varno spektaklyje ,,Bakchantés [The
Purpose and Meaning of Video Projections in Gintaras Varnas’ Performance The Bac-
chae]. Ars et Praxis, 2015, Nr. 3, p. 69-83.

3. ,Gintaro Varno teatro pedagogika: aktoriy ugdymo principai ir praktinés veiklos re-
zultatai“ [Theatre Pedagogy of Gintaras Varnas: Actors’ Training Principles and Results
of Practical Activities]. Menotyra, 2015, Nr. 2, p. 164-175.

4. ,Kas tos bakchantés: paleistuvés ar pranasés?“ [Who were the Bacchae: Whores or
Prophets?]. Kultiiros barai, 2013, Nr. 6, p. 35-40.

5. ,Federico Garcios Lorcos poetiné atmintis i§ teatro po sméliu“ [Poetic Memory of Fe-
derico Garcia Lorca from a Theatre under the Sand]. Metai, 2013, Nr. 10, p. 124-136.
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