




In the 21st century, theatrical forms are undergoing profound transformations, 
which are posing questions about the direction of contemporary theatrical 
art. The term directing immediately associates power and responsibility. 
The increasing number of information and stimuli one encounters daily, 
radically challenges the established, considerably hierarchical models of 
theatre practice and questions their adequacy. Being fundamentally collective 
and collaborative, performance art has always been thriving on dialogue. 
The intensity of the current digital era, however, forces us to reconsider the 
possibilities of dialogue with the others. Considering theatre directing as 
living art with significant transformative potential and undeniable ambition 
to reflect on important current issues and sociopolitical situation, it has 
become evident that our close attention must focus on directing as a craft 
of contextualizing the reality and mobilizing the audiences. In this regard, it 
is necessary to contemplate the nature of instructing young directors, who 
should not only be taught how to master the techniques of directing, they 
should also be educated in how to take responsibility for holding the power 
to influence the spectator, how to be thought-provoking creators.

The aim of the symposium is to enable an interdisciplinary dialogue between 
directors and theatre practitioners, as well as theorists and teachers of theatre 
directing, and to mediate their joint discussion of contemporary forms of 
theatre directing and of various approaches to teaching theatre directing at 
performing arts academies and universities. To facilitate the exchange of ideas 
roundtable-discussions will constitute an integral part of the symposium. 
The symposium continues the tradition of biennial symposia of theatre 
anthropology and conferences hosted by the Theatre Faculty of Janáček 
Academy of Music and Performing Arts in Brno.

Biennial international symposia of the theatre anthropology and scientific 
conferences are held at the Theatre faculty of Janáček Academy of Music 
and Performing Arts in Brno since 1996. Amongst significant figures who 
participated in the symposium are e.g. Richard Schechner, Nicola Savarese, 
Joachim Fiebach, Ivo Osolsobě, Wojciech Dudzik,  Ivan Vyskočil or Bořivoj Srba.



09.30 Symposium Opening

09.50 – 10.20 Keynote Speech: PAWEŁ MOŚCICKI   
Pedagogy of Tensions

10.20 – 10.40 Discussion 

10.40 – 11.40 Key Figures of Contemporary Theatre Directing

● Wojciech Baluch 
   Krystian Lupa’s Directing in the Light of the New Humanities
● Adam Czirak 
   Hungarian Director’s Theatre beyond the Postdramatic Turn
● Erhard Ertel 
    Directing as/or Common Work Process?  
    Thoughts on Theatre Work at Frank Castorf‘s Volksbühne 1992-2017

11.40 – 12.10 Discussion  

12.10 – 12.30 Coffee break

12.30 – 13.30 The Many Faces of Thomas Ostermeier   

● Jitka Goriaux Pelechová 
   Thomas Ostermeier’s Inductive Method or The Art of Communication  
   with the Actors
● Victoria Volkova 
    The Birth of “Unnameable Something” from a “Genuine Encounter”:  
    the Portrait of Thomas Ostermeier as Inventor of his Storytelling  
    Rehearsing Method
● Peter M. Boenish 
   Towards a Realist Truth: Thomas Ostermeier’s Directing Method  
   as Artistic and Pedagogic Technique

13.30 – 14.00 Discussion

14.00 – 15.30 Lunch break

15.30 – 16.30 Challenges of Contemporary Directing I.

● Igor de Almeida Silva 
   Directing a Remake: a Brazilian Experience
● Otto Kauppinen 
   Mental Activation of Spectator in Contemporary European Political Theatre
● Attila Antal
   Complexity of Thinking - Towards a Total Theatre

16.30 – 17.00 Discussion

17.00 – 17.20 Coffee break

17.20 – 18.00 Challenges of Contemporary Directing II. 

● Juraj Nvota
   How not to Kill Spontaneity of Ideas and Sense of of Mischief-making during Studies
● Paul Bourne
   Directing in a Foreign Language

18.00 – 18.20 Discussion

18.20 Reception (room n. 202, 2nd floor)



09.30 – 10.00 Keynote Speech   – ĽUBOMÍR VAJDIČKA
Deconstruction as a Subject of Pedagogical Process 
or Deconstruction of Pedagogical Process?

10.00 – 10.20 Discussion 

10.20 – 10.50 Keynote Speech   – MĀRA ĶIMELE
How to Teach a Director?
English translation: Zane Kreicberga

10.50 – 11.10 Discussion  

11.10 – 11.30 Coffee break
11.30 – 12.10 Power Relations and/in Theatre     

● Richard Pettifer
   The New Direction: Boal, Bishop, and the Complex Expression of Power
● Andrei Zagorodnikov
   “The Creative Cauldron”

12.10 – 12.30 Discussion

12.30 – 14.30 Lunch break

14.30 – 15.00 Power relation II. 

● Manuela Ferreira / Tiago Porteiro 
    AQUISTAS - In Situ Performance - Case Study

15.00 – 15.10 Discussion
15.10 – 16.10 Rethinking Theatre-Directing Education

● Ivo Krobot
   Pedagogical Direction - Directors‘ Pedagogue
● Bilge Serdar Göksülük
   Somatic Practices in Director Training
● Břetislav Rychlík
   Directing as a Study of Profession and not as Directing Apprenticeship

16.10 – 16.40 Discussion
16.40 – 17.00 Coffee break (room n. 202, 2nd floor)

17.00 – 18.30 ROUND TABLE 
Towards New Theatre-Directing Education 
● Chair: Lucia Repašská
● Speakers: Peter M. Boenisch, Paul Bourne, Linda Dušková,  
                   Bilge Serdar Göksülük, Uršula Teržan

18.30 Reception (room n. 202, 2nd floor)
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In her talk, Professor Māra Ķimele will share her 20-year-long experience in 
educating theatre directors in Latvia. Her paper will analyse a broad range 
of pedagogical approaches to the training of professional skills and to the 
development of students’ individual qualities. She will introduce the 4-year 
BA study programme in Theatre Directing at the Latvian Academy of Culture, 
discussing, alongside other issues, the methodology of dramaturgical analysis, 
development of compositional skills, and training of psychological qualities of 
future directors. The presentation will compare approaches to theatre director 
training under different social and political systems, examining the legacy of 
the Soviet tradition of theatrical education and the new trends and methods 
that have emerged during the decades that have passed since Latvia regained 
its independence. Māra Ķimele will also offer her views on different forms of 
the profession of theatre director – from a violent despot to a hysteric genius, 
from an artist to a businessman, from a professional to a human being, hoping 
to engage in a dialogue with participants of the conference.

Curriculum Vitae

A Professor at the Latvian Academy of Culture, Māra Ķimele is a theatre 
director who, for five decades, has been staging contemporary productions 
synthesizing psychological and theatrical forms in plays of various genres. 
She is a student of the great director Anatoly Efros, having graduated in 1969 
from the Russian Institute of Theatre Arts – GITIS. Her productions include 
plays by such authors as William Shakespeare, Henrik Ibsen, Anton Chekhov, 
August Strindberg, Jean Anouilh, Tennessee Williams and others. Stagings of 
works by Latvian classics Rūdolfs Blaumanis and Jānis Rainis, as well as plays 
by contemporary playwrights feature among her notable works. 
In addition to psychologically and formally elaborate acting, she makes the 
visual space into an important aspect of her productions. In the latter she 
is assisted by distinguished stage designers such as Andris Freibergs, Ilmārs 
Blumbergs, and others. She is a multiple recipient of the Latvian Theatre Award. 
Māra Ķimele is a renowned teacher of theatre actors and directors; she is able 
to set emerging stage artists on a path of creative search while being adept at 
professional analysis of methods of artistic expression. Her students, including 
the directors Elmārs Seņkovs, Valters Sīlis, and Alvis Hermanis (the director of 
the New Riga Theatre), are employed in professional theatres all over Latvia. 
In 2003 Māra Ķimele was decorated with the Order of the Three Stars, Latvia’s 
highest state award.

MĀRA ĶIMELE
How to Teach a Director?



My presentation will try to comment on specific aspects and changes that  
the Polish theatre witnessed in the last decade. The theoretical point  
of reference for these reflections are two groundbreaking essays on theatre 
written by Walter Benjamin, devoted to proletarian children’s theatre and  
to Brechtian epic theatre. This juxtaposition of two different historical realities 
will allow me to put the transformations of the Polish theatre in the broad 
context of philosophical and political reflections on the role of time, space, 
and gesture in the theatrical process, which I will consider as a process  
of inherent pedagogy, diffused instruction. The working hypothesis of  
the presentation is that a crucial change that occurred in the last decade  
of Polish theater productions could be described as a shift from the model 
of political engagement expressed through the content of performances  
to a model of sensible experiments. Paradoxically, this change could be 
described – in Benjamin’s terms – as a move from epic theatre to proletarian 
theatre. This, in turn, will create an opportunity to discuss the long duration 
and continuous evolution of the forms of revolutionary culture.  

Curriculum Vitae

Philosopher, essayist, translator. He works at the Institute of Literary Research 
of the Polish Academy of Sciences in Warsaw (Poland), being also editor 
the online academic journal View. Theories and Practices of Visual Culture 
(pismowidok.org). His main interests are contemporary philosophy, theatre, 
visual arts, literature, and critical political thought. His publications include 
following monographs: Politics of Theater. Essays on Engaging Art (2008), 
Godard. Arcades Project (2010), The Idea of Potentiality. The Possibility of 
Philosophy According to Giorgio Agamben (2013), We Also Have Our Past. Guy 
Debord and History as a Battlefield (2015). Photo-constellations. On Marek 
Piasecki (2016), Snapshots from the Tradition of the Oppressed (2017), and 
Chaplin. The Prevision of the Present (2017). Paweł Mościcki lives in Warsaw.

PAWEŁ MOŚCICKI
Pedagogy of Tensions



The text has been losing its dominance in theatre performance, along with it 
its bearer – the character, as well as its fundamental component – the dialogue. 
The same applies to the conflict, the situation based on it, and its resolution – 
the plot. As an inevitable consequence, the dramatic text has been sidelined, 
if not entirely divested of its importance. The director, seen by Craig as the 
proclaimed unique creator of a performance, as well as an interpreter of the 
playwright’s ideas, is burdened not only by the living and present playwright, 
but also – and occasionally even more so – by the dead classic and in particular 
the petrified form of his work – the drama. Theatre theory and practice have 
been trying to discard the baggage of the Aristotelian literary theatre (Dupont’s 
Aristotelian vampirism) and have been pursuing manifestations freed from this 
burden – the theory via searching through the history of theatre, the practice 
by finding forms that would help it deconstruct the bloodthirsty Aristotelian 
canons.

Curriculum Vitae

Prof. Vajdička is a member of the Department of Directing and Dramaturgy 
within the Theatre Faculty at the Academy of Performing Arts in Bratislava. He 
has worked as a director at the National Theatre in Prague (Czech Republic), 
Slovak National Theatre in Bratislava (Slovakia), and Slovenské komorné 
divadlo (Slovak Chamber Theatre) in Martin. 
He is a theatre practitioner whose strong inclination for directing emerged 
already during his attendance of a Theatre Studies programme at the 
university. His background in theory of theatre manifests itself in his dramatic 
initiative and intellectual approach to dramatic texts, their thorough analysis 
and shifts of marked accents within the dramas. The basis of this approach 
does not consist in a radical adaptation of the original, but rather in its 
innovative interpretation. His productions of Russian classics drew attention 
not only for their inventive directorial interpretation, but also for the synthesis 
of a directorial vision, precise acting, meaning-carrying creative component 
and other aspects of stage work. Moreover, productions of Slovak classics 
have also been a major feature of his work: subduing and often contradicting 
the conventional notion of traditional national heritage, Ľubomír Vajdička has 
become a pioneer of its up-to-date, modern interpretation.
His important works include productions of plays by Chekhov, Gorky, Ibsen, 
Moliére, and Schiller. In addition to directing, prof. Vajdička is also a notable 
translator of French and Russian plays. 

ĽUBOMÍR VAJDIČKA
Deconstruction as a Subject of the Pedagogical Process or Deconstruction 
of the Pedagogical Process?
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In recent years, directors and choreographers such as Bob Wilson, Jan 
Fabre, Maguy Marin, Jose Celso Martinez Correia and others, have  
re-enacted emblematic works of their artistic careers. These reconstitutions, 
or remakes, pose a series of questions regarding the boundaries between an 
archaeological reconstitution and a re-creation of a stage work. To what extent 
is a reconstitution possible? What are the specific procedures for directing a 
remake? Where are the boundaries between memory and creation? Would not 
a remake be a variation on the original work?  Frequently, different performers 
are cast or, even when engaging the original cast members, the performers 
have simply grown older; consequently, the bodies on the stage are no longer 
the same and the questions and the context that originated the work have 
also changed, invariably causing tension between the past and the present. 
My intention is to investigate these issues through an analysis of creative 
processes involved in the remake of the Brazilian production of Emnome do 
desejo (In the Name of Desire) directed by Antonio Cadengue. The production 
was originally staged in 1990 and gained significant recognition throughout 
the first half of the decade. Emnome do desejo is the second production of 
the Companhia Teatro de Seraphim, from Recife in the north-east of Brazil. The 
play is based on a novel of the same name by João Silvério Trevisan, whose 
plot renders a personal crisis of a man who decides to return to the seminary 
where he studied twenty-five years earlier and where he experienced an 
intense passion for another seminarian.

Curriculum Vitae

Igor de Almeida Silva, a Professor of Theatre Studies at Universidade Federal de 
Pernambuco (Brazil) holds a PhD in Performing Arts from Universidade de São 
Paulo (Brazil). He has research experience in theatre, focusing on Dramaturgy, 
Theatre Direction, Theatre History, and Theatre Pedagogy.

IGOR DE ALMEIDA SILVA
Directing a Remake: A Brazilian Experience



It takes a complex view of reality and a multi-layered artistic vision to understand 
and produce theatre works that reflect and respond to the challenges of 
the contemporary consumerist, multimedia life-style in which we live. After 
the rise and subsequent fall of the post-dramatic paradigm, what can be  
the sustainable new approaches to theatre making? How to see complexities 
of real-life problems and recognise the right forum for placing them in the 
public discourse? How to find the right form for the idea you want to convey? 
How to produce a complex work without sufficient material support? These 
are only a few questions a director/theatre maker has to face when trying to 
produce a socially relevant, contemporary theatre work. When discussing the 
education of new generations of theatre makers, one of the apparent problems 
is the huge gap between the world-view and practice of the “great elders” who 
keep holding almost all decisive positions in schools and theatre institutions 
and the realities of contemporary life (and thus the voice and needs of new 
generations). Owing to this gap, our theatres face, more often than not, an 
enormous discrepancy between what they consider important and what is truly 
important for the stage. The slow process of innovation and the navel-gazing 
of institutional theatre houses, content with their reputation, on the one hand, 
and the often hermetic experimentation of alternative theatres on the other, 
seem both to be missing a crucial point: real-time communication with live 
audience. Using examples of successful contemporary theatre practices, my 
lecture/performance will attempt to point out what I consider to be some of 
the most important processes and practical points of developing an idea into 
a socially conscious, artistically relevant, and vivid theatrical form.

ATTILA ANTAL
Complexity of Thinking – Towards a Total Theatre



Curriculum Vitae

Attila Antal is a theatre and film director as well as a musical composer.
In 2008 he obtained a master’s degree in Film and Theatre Directing from 
Academy of Arts, Novi Sad (Serbia) and in 2010 an MA in Theories of Dramatic 
Arts and the Media from the Faculty of Dramatic Arts in Belgrade (Serbia). 
He was subsequently enrolled in a PhD programme of Theatre Theories and 
Theatre History at the University of Theatre and Film in Budapest (Hungary), 
where, between the years 2015-2018, he wrote his dissertation titled Political 
in Post-drama Theatre in Hungary and the Former Yugoslav Region after 1990, 
featuring a comparative analysis of theatre practices in Hungary and the 
former Yugoslav region, after the demise of the socialist system.

Among the stage works in which he participated in the capacities of director, 
composer, or author are Wilde – Antal: Garden of the Selfish Giant (Mini Teater, 
Ljubljana, Slovenia, 2011), Pass-Port Europe, The Devil Incarnate, The City of 
Demons (KD Theatre, Subotica, Serbia/MASZK, Szeged, Hungary, 2012), Antal: 
Monologue (Cultural Centre, Novi Sad, Serbia, 2013), Németh: Babett Lies (Novi 
Sad Theatre, Novi Sad, Serbia, 2014), Antal: Together (Summer Cinema Theatre 
Group, Subotica, Serbia, 2014), Antal – Lázár: Seven-Headed Fairy (Hungarian 
State Theatre, Timisoara, Romania, 2014), Kolozsi: Garden Sale (Napsugár 
Puppet Theatre, Békéscsaba, Hungary, 2015), Rončević – Antal: Someone’s 
Angel (Atelje 212, Belgrade, Serbia, 2016), Melville – Antal – Kurjački: The White 
Whale’s Song (National Theatre, Zrenjanin, Serbia, 2016), I Ching Labyrinth 
(Living Picture Theatre, Budapest, Hungary, 2017), The Unborn (ArtMan/Trafó, 
Budapest, Hungary, 2018). 
In 2011 he authored a book Political in the Post-Drama Theatre: Recent Opus 
of András Urbán (Fokus, Subotica).



In my paper, I intend to present the working method of Krystian Lupa, the 
most important theatre artist in Poland. For years, this outstanding director 
and teacher has been keeping an intimate diary, which he published in 
the form of articles as well as books. My discussion of his work method as  
a director is based mainly on the book Utopia i jej mieszkancy (Utopia and Its 
Inhabitants). Lupa develops his reflections on the artistic process, revealing 
not only the ways of working on a performance but also his personal attitude 
to the creative process and actors. I would like to correlate this personal diary 
of the director’s work with the concepts of New Dramaturgy in Poland and 
the New Humanities developed at the Chair of Anthropology of Literature of 
the Jagiellonian University in Kraków (Poland). This comparison is interesting 
for two reasons. First of all, the New Polish Dramaturgy has its roots in Lupa’s 
artistic work yet it differs from his original methods. In contrast with the New 
Humanities, I would like to point out how the difference between academic 
theories and subjectivity starts to blur in such areas of humanist thought as 
affectivity and the category of experience.

Curriculum Vitae

Dr hab. Wojciech Baluch, prof., is employed at the Department of Performativity 
Studies, Jagiellonian University Kraków. He graduated in Theatre Studies from 
the Institute of Polish Studies at the Jagiellonian University. In 1988, he was 
awarded a six-month Fulbright scholarship at SUNY at Buffalo (USA). His 
doctoral thesis was concerned with the cognitive aspects of the process of 
interpretation. He was the initiator and co-organizer of a series of conferences 
for young scientists devoted to issues related to theatre and drama. His 2012 
habilitation work was based on the book Po-między-nami. Słaby dyskurs w 
polskim dramacie współczesnym (Po-między-nami. Weak discourse in Polish 
contemporary drama). He is the editor of an anthology of Polish non-canonical 
drama Polska Dramatyczna 3. Antologia (Dramatic Poland 3. An Anthology, 
2014) to which he wrote an introduction.
Currently, he researches contemporary drama within the broad context 
of humanist theories. He is the head of an inter-university research group, 
which deals with various socio-artistic dimensions from the perspective of 
dramaturgically conceived dramaturgy.

WOJCIECH BALUCH
Krystian Lupa’s Directing in the Light of the New Humanities





This presentation reflects on Thomas Ostermeier’s method of theatre direction, 
which we have outlined in our co-authored book The Theatre of Thomas 
Ostermeier (Routledge 2016). I argue that it paradigmatically exemplifies  
a directorial aesthetics (and ethics) of 21st century theatre that is historically 
situated beyond the dominance of postmodern directorial deconstruction of 
canonical texts, beyond a “performative turn” that agitated against dramatic 
plots, characters, and storytelling, and beyond a post-dramatic implosion 
of the confines of the “dramatic cosmos” of a play. The explicit formal and 
structural (rather than mimetic) “realism” of Ostermeier’s situation-based 
approach invites recognition instead of identification and projection. It thereby 
seeks to eliminate fake theatricality and stage clichés as well as challenging 
cerebral directorial concepts in favour of creating the conditions for true 
theatral play, in which the audience can watch and reflect on truthful human 
behaviour in a dramatic situation. I am suggesting that this method may serve 
both as a basic directorial technique and as an ethical political imperative 
of contemporary Regie and theatre-making. It is not only applicable to 
Ostermeier’s own productions, or work that follows his characteristic aesthetic 
approach. It is rather its core principles that offer theatre directors working 
in any form, genre or style a toolkit to stimulate a collaborative, creative 
atmosphere in the rehearsal room, whether working with professional actors 
or amateur performers. At the same time, it helps to create work that draws 
on contemporary life experience and thereby engages present-day audiences 
and feels connected to their lives. Ostermeier’s methodological explorations 
thus map out a blueprint for a directorial technique, and a pedagogy of theatre 
direction, that enable emerging directors to face the particular challenges  
of theatre-making in the 21st century without confining them to a replication of 
a specific model, while also freeing them from the stifling pressure to provide 
all the answers to the world’s and the stage’s problems themselves and on 
their own.

PETER M. BOENISCH
Towards a Realist Truth: Thomas Ostermeier’s Directing Method as 
Artistic and Pedagogic Technique



Curriculum Vitae

Peter M. Boenisch is a Berlin-based German theatre scholar, author and 
dramaturg. He is Professor of European Theatre at the Royal Central School 
of Speech and Drama, University of London (UK), and previously worked at 
Ludwig-Maximilians-Universität München (Germany) and at the University 
of Kent at Canterbury (UK). His specialist areas are directing, dramaturgy, 
contemporary dance, with a particular focus on German- and Dutch-speaking 
countries, as well as the institutional aesthetics and politics of the European 
theatre system. His books include Directing Scenes and Senses: The thinking of 
Regie (Manchester University Press 2015), The Theatre of Thomas Ostermeier, 
co-authored with the German theatre director (Routledge 2016), and the 
volume Littlewood – Strehler – Planchon in the series The Great European 
Stage Directors (Vol. 6, co-edited with Clare Finburgh, Bloomsbury, Methuen 
2018). He edited the forthcoming 30th anniversary edition of David Bradby 
and David Williams’s seminal study Directors’ Theatre (Macmillan 2019). With 
Rachel Fensham, he is a co-editor of the Palgrave book series New World 
Choreographies. He is also a Fellow of the Berlin-based International Research 
College Interweaving Performance Cultures, co-founder of the European 
Theatre Research Network (ETRN), and regular visiting lecturer at numerous 
European theatre departments.



This paper is based on research stemming from my work as a theatre director 
developing and presenting new plays in a foreign language that I do not speak. 
I will be referring to my production of the English play Correspondence (with 
Divadlo 6-16 and Ústí Festival), developed and presented in Czech (starring 
Petra Špalková and Jan Jankovský). 
In this practical research I explore the process, challenges, and opportunities 
presented by working with translators and interpreters throughout the whole 
process of professional production development. The discussion includes the 
challenges of text translation, practical production development, feedback in 
performance, and, most interestingly, work in the rehearsal room where all 
direction is filtered through an interpreter.
What is lost in this process? What is gained?
Furthermore, the research comments on my forthcoming production of the 
play The Empire Builders in Russian (another language I do not speak), and 
touches on the challenges posed by a new production of Richard III to be 
presented in Czech in 2019.
The research explores other historical examples; from Arthur Miller directing  
a production of one of his American Masterpieces in Mandarin in China through 
to Robert Wilson directing the Czech National Theatre production of 1914.
Does the artistic process of directing suffer, or can it be somehow improved, 
by working in a foreign language that requires a re-frame of thinking and  
a filtered approach to the explaining of ideas?

Curriculum Vitae

Paul Bourne is a theatre practitioner with experience in theatre directing that 
spans three decades, during which he directed productions in the UK, Belgium, 
Slovakia, Germany, USA, Russia, as well as the Czech Republic. He gained  
a master’s degree in Performance Studies from De Montfort University, Leicester 
(UK). Having worked as artistic director of Center Stage New York (USA) and the 
Frankfurt Playhouse, he is currently the artistic director of Menagerie Theatre, 
a Cambridge-based New Writing company, and simultaneously an artistic  
co-director of Divadlo 6-16, based in Prague (Czech Republic). As a guest 
faculty he teaches Creative Processes at DAMU Prague, and Directing at 
Meyerhold Theatre Moscow (Russia). 
Paul is a Fellow of Judge Business School, University of Cambridge (UK).

PAUL BOURNE
Directing in a Foreign Language



In my paper, I would like to present three short examples of Hungarian 
contemporary director’s theatre. My focus on the younger generation of 
directors gives an interesting prospect of their attempts to develop their 
own aesthetic vocabulary beyond the paradigm of post-dramatic theatre, by 
engaging with narrative storytelling, autobiographical issues, and collective 
ways of producing theatre. Are they, in this respect, turning back to the “dramatic 
theatre” or to traditional forms of “performance art” and “happening” of the 
1970s? How do they approach the political dimensions of performance? And 
what potential do they detect in theatre after the post-dramatic turn?

Curriculum Vitae

Dr. Adam Czirak graduated in German Studies from Eötvös-Loránd University, 
Budapest (Hungary) and in Theatre Studies and Comparative Literature Studies 
from Freie Universität Berlin (Germany). He has gained a PhD in Theatre Studies, 
having written a dissertation on participative practices of looking and seeing 
in intersubjective art. Currently he is Assistant Professor at the Department of 
Performance Studies at Freie Universität Berlin. Recently he has been on guest 
lectureships in Tokyo (Japan), Lisbon (Portugal), and Budapest. His research 
focuses on the aesthetics of contemporary theatre, visual culture, dramaturgy, 
and performance art in the Eastern European Neo-avant-garde. He is the 
leader of the international network Action Art Beyond the Iron Curtain (www.
aktionskunst-jenseits.de) run with a financial support of the German Research 
Foundation. In February 2018 he co-curated a comprehensive exhibition Left 
Performance Histories at the nGbK gallery in Berlin. Since 2012 he has also 
been working as a dramaturg of Naoko Tanaka’s performance productions.
 
Adam’s publications include: Partizipation der Blicke (Bielefeld, 2011), Theories 
of Contemporary Dance (Budapest, 2013), Melancholy and Politics (co-edited 
with Vassilis Noulas and Natascha Siouzouli, Athens, 2013), and Performance 
Art in the Second Public Sphere. Event-based Art in Late Socialist Europe  
(co-edited with Katalin Cseh-Varga, London, 2018).
 

ADAM CZIRAK
Hungarian Director’s Theatre beyond the Post-dramatic Turn



For a quarter of a century, from 1992 to 2017, the theatre work of the 
Volksbühne am Rosa-Luxemburg-Platz in Berlin, led by Frank Castorf, changed 
not only Berlin’s but also German and European theatre in a way that had 
never been seen before.
Together with theatre makers such as Christoph Marthaler, Johann Kresnik, 
Christoph Schlingensief and others, Castorf’s practical experiments have 
raised fundamental questions about the future of theatre as a highly complex, 
multifaceted cultural production engaged in creative, transformative dramatic 
art as well as in critical socio-political communication.
The fruitfulness of the Volksbühne was evident in the fact that all these 
questions had been raised in countless productions and projects as well as in 
its rich program of public discourses held at the theatre.
While this might appear paradoxical, or seem to be a dialectical leap, these 
theatrical experiments aiming at a strategic change of the (former) sort of 
“conventional” theatre worked, in a way, well along the lines or even within 
the practices of traditional European municipal theatre structure, directly 
using (and creatively incorporating) many of its aspects, techniques, and other 
features. 
Rather than being an alternative to traditional theatre, the experiments were 
more about overcoming it through “absorption”/”acceptance”. Aesthetic 
innovations were equally important as new communication strategies and 
organizational structural transgressions.
The paper will discuss the consequences of these theatre strategies for a 
conceptual understanding of directing and practical dimensions of stage work.

ERHARD ERTEL
Directing as/or Common Work Process? Thoughts on Theatre Work at 
Frank Castorf’s Volksbühne 1992-2017



Curriculum Vitae

Erhard Ertel was born in 1950 in East Germany. He graduated in Theatre 
Studies from Humboldt University in Berlin (Germany) in 1976 and in 1981 
he defended a doctoral thesis on problems of semiotics of the performing 
arts. He taught Theatre Studies first at Humboldt University (1977-1999) and 
subsequently at Freie Universität Berlin (1999-2016), while collaborating with 
the University of Vienna (Austria) as a guest lecturer (1992-2014).
Erhard’s research interests include general theory of theatre and theatricality, 
interrelations between theatre and audio-visual media, theatricality of sports 
and music, and theoretical and practical studies of audio-visual theatre 
documentation.
Over the years 1992-2017 he was involved with Frank Castorf’s Volksbühne 
in relation to conceptual, dramaturgical and audio-visual issues, making over 
300 recordings of this scene’s performances.



This performative lecture analyses the performance of AQUISTAS*  via a 
dialogue between its director, Manuela Ferreira, and Tiago Porteiro, a researcher 
who documented it. AQUISTAS was an in situ performance (Taipas Termal spa, 
Portugal, May 2018**), which involved 17 performers from a non-professional 
theatre group, ATRAMA, and hosted a limited audience of 20 on each night. 
The performance was an immersive and sensory experience, dramaturgically 
organized around the water element and the concept of healing. The structure 
of the performance followed a user’s logic: a reception, balneary, where the 
audience put on swimming costumes, waiting corridors, individual actions 
inside the treatment booths and, at the end, a joint gathering in the pool area. 
This immersive journey offered sensory experiences in site specific conditions 
that were inhabited in a functional and a fictional way. The performance 
combined theatrical and colloquial utterances sharing stories and memories 
and exploring images and sounds.

The analysis is organized and developed around the concept of relation:
What roles and what reflections can be found in the relationship between the 
director and the researcher?

In what ways does the director design and guide this project in concord with a 
non-professional group that is at a specific stage of its existence?
What strategies were used in the relationship between the director and the 
performers in order to promote a co-creation process (using composition 
assignments alongside choral and solo works)?

What are the implications of designing a project that offers a close relationship 
between performers and the audience (with one to one experiences)?

What did the audience experience in this proposal of intimacy?

Photographic records (of the creative process and the performance) will help 
share a critical view of the options and procedures that were used.

*https://www.facebook.com/events/244553196288492 /
**http://taipastermal.com
*** https://www.facebook.com/Atrama.ac

MANUELA FERREIRA / TIAGO PORTEIRO
AQUISTAS – In Situ Performance – a Case Study



Curriculum Vitae Manuela Ferreira

Manuela Ferreira is a stage director focusing on participatory theatre. One of 
the central topics in her work revolves around memory and personal heritage 
as starting points in the construction of dramatic fictions. With over 15 years 
of theatre experience, she also guides and designs workshops for different 
groups and training contexts, while programming and co-ordinating various 
educational projects. 
Some of Manuela’s recent works are site specific performances. In 2018 she 
directed AQUISTAS at a thermal spa, Bla, bla, bla, rapsódia à beirario splash!!! 
in a washhouse, and Do Avesso, a performative guided tour of CCVF, a cultural 
centre and theatre (http://www.ccvf.pt/).
She is currently directing Então Vamos! for a fourth consecutive year, a project 
of artistic and social intervention promoted by the Municipality of Guimarães 
(Portugal).
Manuela is an alumna of SITI Conservatory class of 2016-17 at Anne Bogart’s 
Saratoga International Theatre Institute in New York (USA), where she 
underwent a Suzuki and Viewpoints training and staged a production of Chuck 
Mee’s Adam & Evie, premiered at Dixon Place, New York.
In 2015 she received a master’s degree in Performing Arts from the FCSH at 
Universidade Nova de Lisboa where she developed an arts-based research 
project www.nafabrica.pt. In 2001 Manuela graduated in Theatre Studies from 
Escola Superior de Música e Artes do Espetáculo, Porto (Portugal). 

Web site: http://tkb.fcsh.unl.pt/user/manuela-ferreira

Curriculum Vitae Tiago Porteiro

Tiago Porteiro holds a PhD and an MA from the Sorbonne Nouvelle – Paris 
III (France); his thesis was titled Contribution à la formation corporelle de 
l’acteur. L’experienced’ Alexandre Del Perugia. Since 2014 he has been Assistant 
Professor at the programme of Theatre at the Universidade do Minho 
(Portugal). Previously he was Assistant Professor at the Department of Theatre 
Studies of the Universidade de Évora (1996-2013), where he directed the BA 
programme for 8 years. He is a member of Centro de Estudos Humanísticos da 
Universidade do Minho (GIEP) and his research interests include actor training 
(particularly in scenic movement), participatory theatre, site specific, and 
documentation and analysis of creative processes. He is an actor and director. 
Over the last 10 years Tiago developed various communal performing arts 
projects,  co-directed by Manuela Ferreira.



BILGE SERDAR GÖKSÜLÜK
“Soma” – A New Body Phenomenon: Somatic Practices in Theatre 
Directing and Director Training 

Nowadays, theories cultivated by Cartesian dualism are becoming inadequate 
for understanding contemporary theatre and performing arts. Findings 
of cognitive science have brought major changes to our understanding of 
human brain and its mechanisms. These changes have shifted our assumptions 
about the body in its every aspect. Today we know that there is no “reason” 
and “meaning” independent of bodily capacities such as perception and 
movement. “Meaning” and also its creation are fully embodied processes. That 
is why there is an increasing tendency towards somatic practices in the field 
of theatre and performing arts, which can be seen as a consequence of these 
developments.
This paper is focusing on the way in which somatic practices can be used in 
educating theatre directors and also why this is of importance.  The word 
“soma” means the body in its wholeness.  “Somatics” refers to a manner 
of looking at oneself from the inside out, while being aware of feelings, 
movements, and intentions, rather than looking objectively from the outside 
in. Bodily movement offers an entirely new language of consciousness and 
body wisdom through self-awareness and self-guidance. 
Somatic studies cover different practices such as the Feldenkrais Method, 
Laban/Bartenieff Fundamentals, Alexander Technique, Pilates etc. Each somatic 
practice approaches body-mind relations from a different perspective, yet 
there are some common goals in the education in somatic practices: emphasis 
on the process over a goal-oriented product by enhancing kinaesthetic 
awareness in a non-judgmental and non-competitive environment, use of 
sensory awareness and observation of interactions with space, time, and the 
others in order to become a good observer of one’s own also the others’ 
movement. This paper discusses this function of somatic practices in the 
director training process in terms of triggering creativity and also building  
a new relationship with the audience and performers. 



Curriculum Vitae

Bilge Serdar Göksülük is pursuing a PhD at Ankara University, Department 
of Theatre Theories, Criticism and Dramaturgy. Her research subject is 
“Soma” as a new body phenomenon in performing arts and application of 
somatic practices on the stage. She received her master’s degree at the same 
department, having written a master’s thesis on The Place and Functions of 
Dance as an Aesthetic Experience in Theatre for Young Audience. She also 
studied physical theatre at the Commedia School in Copenhagen (Denmark) 
and Laban/Bartenieff Movement Studies in Berlin (Germany). Bilge Serdar 
has presented papers about her studies at international conventions and 
seminars. She has been giving lectures about movement and creative drama at 
Ankara University and has also held workshops for actors on “Reconstruction 
of Staging Body with Laban/Bartenieff Studies”. She is a board member of 
ASSITEJ Turkey (International Association of Theatre for Young Audience) and 
has been working as an organizing staff member of a number of national 
and international festivals, seminars, workshops, and artistic gatherings since 
2008. She is, moreover, one of the co-founders of the Copenhagen based 
Theatre Lokus. She is currently continuing her research on both practical and 
theoretical level.





How does an actor become the creator of his own art, rather than an interpreter 
of the stage director’s instructions? What are the creative sources at her/his 
disposal? And what can be the tools of a stage director willing to lead her/his 
actors to an autonomous creative process? These questions feature among 
the most important ones that Thomas Ostermeier, one of Germany’s leading 
artistic figures, has been developing through out his work in various genres 
and repertoires. It is indeed in this perspective that he developed a specific 
working process that derives its fundamentals from the Brechtian inductive 
method, but also contains a variation of many elements of Stanislavsky’s 
system and the legacy of Vsevolod Meyerhold. While employing this method, 
the stage director’s objective is, in his own words, “not to direct at all, not to 
dictate, not to order, prescribe, tell or instruct” but, on the contrary, to “delegate 
[his] work to the actors, to their art, to their imagination and their expertise”.
The paper will draw upon my long term experience with Ostermeier’s theatre 
and on a critical reflection of his own writings, in which he describes his method 
and some of which I have translated and edited. The paper will aim not only 
at describing this method, but also at an appraisal of the attention paid to the 
communication between the stage director and the actors and of the “double 
bind” of Stanislavsky / Brecht, which underlies this process.

Curriculum Vitae

Jitka Goriaux Pelechová, PhD is currently a Research Fellow and Assistant 
Professor at the Drama Department of DAMU. She has authored a monograph 
on Thomas Ostermeier’s theatre published by Études théâtrales (n° 58/2013) in 
French and by Disk Editions, KANT, in Czech (awarded the title of the Best Book 
on Theatre by Divadelní noviny in 2014). Since 2006, she has been teaching 
at Theatre Studies departments of the universities of Paris West Nanterre, 
Poitiers and Lille 3. A particular, but not exclusive, focus of her research is 
on contemporary European stage directing and its major figures (Thomas 
Ostermeier, Luc Bondy, Guy Cassiers, Christoph Marthaler, Einar Schleef and 
others). Along with her research activities, Jitka Goriaux Pelechová is also  
a dramaturg and translator. Recently, a collection of texts by Thomas 
Ostermeier, Le Théâtre et la peur (Actes Sud, 2016), which she co-edited with 
Georges Banu, and also translated into French, has received the Best Book on 
Theatre award by the French Association of Art Critics.

JITKA GORIAUX PELECHOVÁ
Thomas Ostermeier’s Inductive Method or The Art of Communication 
with Actors



The paper is an attempt to define the ways of becoming “political” used by 
contemporary theatre artists by means of detailed analyses of ten particular 
contemporary theatre performances from the Czech Republic and other 
European countries that display features of the “political”. These analyses try 
to examine the activating principles that recur in the performances. The paper 
tries to theoretically define such principles and deduce how they can be used 
to mentally activate the spectator. In a preliminary introduction I will examine 
the terms “political theatre”, “mental activation” and the reasons why this kind 
of activation is a vital part of contemporary political theatre. My theoretical 
background is based on the concept of relational art defined by Nicolas 
Bourriaud in his work Relational Aesthetics.

The five main principles that lead to the activation of the public blur the 
boundary between presentation and representation, confronting the spectator 
with otherness, exposing the spectator to bodily violence on the stage, 
exhibiting individualisation, and focusing on creating equality of relations in 
the space. These methods should, although along very different paths, lead to 
sharing of stories, thoughts and relationships, which creates an atmosphere of 
equality: one’s opinion as an audience member is no less important than that 
of an artist. Only then will the spectator become willing to form her/his own 
opinion – when s/he is encouraged by the feeling that her/his opinion would 
be listened to.

The analysed works include performances by well-established European 
political theatre makers such as Oliver Frljić, Yael Ronen, Milo Rau, and the 
Belarus Free Theatre, but also other artists from Germany, Finland, and the 
Czech Republic, some of whom collaborated with artistic groups from China, 
Nigeria, and Rwanda.

OTTO KAUPPINEN
Mental Activation of Spectator in Contemporary European Political 
Theatre



Curriculum Vitae

MgA. Otto Kauppinen (born 1991) is a doctoral student at Janáček Academy of 
Music and Performing Arts in Brno (Czech Republic), where he also received his 
master’s degree in Theatre Dramaturgy. His long-standing interest is socially 
engaged art, especially theatre. Otto has been working as a dramaturg for 
a Brno based political theatre group Divadlo Feste. He also participates on 
international theatre projects such as Promised Lands: Metropolis organised 
by Paolo Grassi Academy in Milan (Italy). Recently, he has been working with 
the physical theatre company Divadlo Continuo based in Malovice, Czech 
Republic. Otto is half Czech and half Finnish and, being bilingual, he has been 
translating Finnish contemporary drama into Czech since 2012. His translations 
were awarded with the Evald Schorm Prize for young talented playwrights and 
translators in 2014.
In his doctoral research, Otto is attempting to find ways of presenting political 
topics in theatre performances in a way that respects the spectator as a relevant 
subject, encouraging her/him to accept the topic and activating her/him to 
form her/his own opinion on the presented issue. Otto is currently analysing 
political performances staged in the Czech Republic as well as other European 
countries, trying to define specifically theatrical ways of mental activation 
based on theoretical works by Nicolas Bourriaud and Jacques Rancière. His 
study Mental Activization of Spectator in Contemporary European Political 
Theatre will be published in the Czech journal for theatre studies Divadelní 
revue.



My paper Pedagogic Direction – Pedagogue of the Directors discusses the issue 
of the so-called “pedagogic direction”. I will try to generalise my experience 
gained while staging eight productions at Theatre Studio Marta with students 
in the fourth year of study of Performing Arts. 
My experience is based primarily on the specific role of pedagogical direction.
When choosing a title, the pedagogue-director, at least briefly, conforms to 
the selection of titles for the whole season by the graduating students of 
Direction and Dramaturgy, being also obliged to respect their priority in the 
selection of actors during casting. Simultaneously, since pedagogical directing 
is usually the first production of a season, the pedagogic director ought to 
assume the crucial role of setting up a high standard of work ethics and other 
basic professional habits both for the actors and the whole creative team. 
Certain tactical/strategic procedures during rehearsals that help actors to get 
used to the stress resulting from the work on their first professional staging 
will be mentioned.
In the second part of my presentation, Pedagogue of the Directors, I will 
mention certain pedagogic idiosyncrasies of my studio and I will outline the 
procedures that are practised with students of Directing and Dramaturgy from 
the beginning of their studies to their graduation thesis. I will also outline the 
necessary individual approach to students of Directing and Dramaturgy and 
frequent problems caused by the enormous theoretical and later also practical 
study-related stress. 
I shall emphasize that the paper is a generalization of particular practical 
experience derived from pedagogical direction and the work of the director’s 
pedagogue rather than from theoretical reflection.

Curriculum Vitae

Ivo Krobot is a director, pedagogue, dramatist, and scriptwriter. Although he 
was initially enrolled in the Theatre Studies and Art History programmes at 
the Faculty of Arts, Masaryk University, he had to leave the studies for political 
reasons and instead he acquired his education in Theatre Directing at Janáček 
Academy of Music and Performing Arts in Brno several years later. From the 
very beginning of his artistic career, he felt close to the aesthetic of the Divadlo 
Husa na provázku, with which he has collaborated ever since. His lifelong 
theme is the work and personality of Bohumil Hrabal. 
Ivo Krobot has worked in Činoherní klub (Prague), Divadlo pod Palmovkou 
(Prague), National Theatre in Prague, and National Theatre in Brno; he has also 
directed theatre ensembles in České Budějovice and Hradec Králové, and he 
has been a guest artist in many other scenes in the Czech Republic as well as 
abroad. He teaches at JAMU’s Studio of Directing and Dramaturgy and he has 
also been the Head of one of the school’s Theatre Acting studios. In 2012 he 
received the degree of Professor of Dramatic Arts. 

IVO KROBOT
Pedagogic Direction – Pedagogue of the Directors



I have been observing the balance between absorbing knowledge and personal 
genetic constitution, so that new knowledge does not block one’s DNA. I 
see the success in directorial authenticity when the director communicates 
with the creative team.  Becoming acquainted with fascinating personalities 
while studying the history of film directing may draw the student to imitate 
them. How not to raise copies, but to assist the birth of an original? In my 
answers I will be referring to Viktor Frankl – also with respect to freedom and 
responsibility in the field of art.  
The theory-practice ratio should be equal to the form-content ratio. Analysis 
and interpretation. Sad and ridiculous.
Freedom and responsibility. How to raise interest in the story and the magic of 
narration? How not to kill spontaneity of ideas and sense of mischief-making 
during studies?

Curriculum Vitae

Juraj Nvota is a Slovak director, actor, and pedagogue. He studied theatre 
direction at the Academy of Performing Arts in Bratislava in the years 1973 
to 1977. He has worked in national theatres in Trnava, Martin, Radošin and in 
the Slovak National Theatre. In addition to these, he has worked in Bratislava’s 
L+S Studio, the Prague based theatres Ypsilon and Divadlo Na zábradlí, and 
at Divadlo Husa na provázku and in the Divadlo bratří Mrštíků (the present- 
-day Brno Municipal Theatre) in Brno. He is currently employed in the theatre 
Astorka Korzo ’90. He has directed nearly 100 productions. Since 1991 he 
has been lecturing at the Academy of Performing Arts in Bratislava at the 
Department of Directing and Dramaturgy. He has received a professorship in 
2009. 
In 2002 he debuted in feature film as a director of Kruté radosti; since then 
he has directed the films Muzika (2007), Konfident (2009), Ako jsme hráli čáru 
(2014), and Johankino tajomstvo (2015). As a film actor he has performed in 
Ružové sny (dir. Dušan Hanák, 1976), Ja milujem, ty miluješ (dir. Dušan Hanák, 
1980), Blues pro EFB (dir. Vladimír Sís, 1980), Tichá radosť (dir. Dušan Hanák, 
1985), Všetko čo mám rád (dir. Martin Šulík, 1992), Modré z nebe (dir. Eva 
Borušovičová, 1997), Občanský průkaz (dir. Ondřej Trojan, 2010), Líbánky (dir. 
Jan Hřebejk, 2013), Klauni (dir. Viktor Tauš,2013), and Já, Olga Hepnarová (dir. 
Tomáš Weinreband, Petr Kazda, 2015).

JURAJ NVOTA
How not to Kill the Spontaneity of Ideas and Sense of Mischief-making 
during Studies



RICHARD PETTIFER
New Direction: Boal, Bishop, and the Complex Expression of Power

As well as emerging as a permanent fixture of the Art World, Augusto Boal’s 
seminal Theatre of the Oppressed (1974) is now frequently employed for its 
tools for overcoming oppression in workshops and show-building, particularly 
in crisis zones. Nevertheless, it is seldom considered for its significant analysis 
of Aristotelian tragedy on which these tools are based – nor its inherent 
problematising of the role of director. In Boal, the director becomes a 
contradictory figure, one placed with the duty of care in facilitating particular 
conversations, charged with the responsibility of realising these, yet lacking 
the control to realise texts which appear. The “joker” from Theatre of the 
Oppressed is a flexible and multi-faceted figure – but can they deliver social 
change without the license of authorship? Or would authorship itself be the 
hindrance?
Such an analysis can be broadened into a treatment of power today: we 
charge figures of power with responsibility, without an understanding of 
their true agency. We lack comprehension of the new paradigms of power, 
having discarded previous frames in favour of quantitative measures such as 
allocation of resources, political tribes, or rhetorical features. Such a treatment 
of power reduces it to its outcomes, without considering the complications of 
its execution.
Taking the present moment as a political turning point from which to create 
a modernist “new” history, it is imperative to reconsider the art of direction in 
light of these new considerations, and how it may be re-formed. I propose to 
consider Boal together with Claire Bishop’s 2006 paper Collaboration and its 
Discontents to consider the ideology of new collaborations and alternatives to 
horizontality that acknowledge structural problems, whilst remaining open to 
the directorial authorship of an individual within a collaboration, with the aim 
of initiating social change.



Curriculum Vitae

Richard Pettifer (born 1983) is an Australian theatre director, critic, and writer, 
currently based in Berlin (Germany).

His directed productions include Stay for German Environment Bureau at 
United Nations COP 23, with Sonja Hornung (Theater Bonn, Germany, 2017), 
Melbourne Model: The Musical by Fregmonto Stokes (Union Theatre, Melbourne, 
2008), Smudged (Brisbane Festival and La Mama Melbourne, 2010), and One 
Face, One Voice; One Habit and Two Persons (White Night Festival, Melbourne, 
2015). As assistant director he participated on the staging of Verdi’s La Traviata 
(dir. Rachel McDonald, OZ Opera Australian tour, 2010), David Mamet’s Boston 
Marriage (dir. Aidan Fennessy. Melbourne Theatre Company, 2010), and Roland 
Schimmelpfennig’s For a Better World (dir. Daisy Noyes, Griffin Theatre Sydney, 
2011). His work as a dramaturg includes Doublethink (dir. Alex Talamo, with 
Dig Collective, Melbourne Fringe, Footscray Arts Centre, PSI 2016) and Journey 
to the Centre of the Earth (Hoax Theatre, Bathway Theatre Network London, 
UK, 2016).

He presented conference papers at Baku International Theatre Conference 
2014, Comedy and Critical Thought and Beckett and World Literature (University 
of Kent, 2016), REPETITION/S: Performance and Philosophy (University of 
Ljubljana, Slovenia, 2016), When Theatre Meets Devising or Collective Creation 
(University of Art, Targu Mures, Romania, 2017), Theatre in Crisis in Europe 
(Royal Central School for Speech and Drama and Goethe Institute, London, 
2018), and Resonance Summer School (European Commission Joint Research 
Centre, Italy, 2018).

Richard’s critical writing has appeared in ArtSlant (USA), A Younger Theatre 
(UK), Spook (Australia), Exeunt (UK), Arta (Romania), Samizdat (Romania), Sirp 
(Estonia) and Arterritory (Latvia). In 2014-2018 he wrote features and criticism 
for festivals including FAKI Festival Zagreb (Croatia) and Draama (Estonia). 
Since 2013, he has been publishing Berlin and European theatre criticism at 
his writing platform Theaterstück.



How to teach direction so that the graduates become people with courage to 
see the world in their own way, so that they give their own distinctive testimony 
of it; people who are aware of the continuity of man, culture, and dramatic 
art, those who cultivate insight into the deeper contexts and backgrounds of 
phenomena, those who have moral integrity, are empathetic and prepared for 
the discomforts of liberal creation (and its advantages), and the difficulties that 
come along with it, much more than comfort and security; and people who 
are ready not only to cultivate and develop their creative sources: openness, 
playfulness, imagination, responsibility, moral integrity and critical thinking, 
but who, throughout their lives, will also be active in public space where they 
will incessantly be subjected to permanent criticism? Today’s society must 
again face cultural barbarism, political attacks on culture and other kinds of 
limitations, censorship, and interference. All this, along with blunt, commercial 
mainstream culture that overwhelms us from the mass media, increases 
our responsibility for our work, both practical and pedagogical. This is why 
I refer back to the legendary lecture of the “father figure” of Czechoslovak 
underground scene, Ivan M. “Magor” Jirous, aimed at the youth of his era: 
 “None of what we do can please the bearers of official culture, because it is 
useless to create an impression that things are all right. Because things are not 
all right. There is no period in human history that would be generally happy; 
the real artists have always been the ones that warned the others that things 
are not okay. That is why one of the most sovereign attributes of art is to create 
discomfort.” (Ivan Martin Jirous, Report on the Czech Third Musical Revival, 
Přeštice, February 1975). 

Our certain hope is that we do have the possibility to contribute to the 
education of free people who should bring discomfort to the society rather 
than to calm it down and sooth it in its ignorance.

BŘETISLAV RYCHLÍK
Directing as a Study of the Field, not Training to Be a Director



Curriculum Vitae

Břetislav Rychlík, (born on 23 July 1958 in Uherské Hradiště, Czechoslovakia) 
is a director, documentarist, columnist, actor, and scriptwriter. Since finishing 
a grammar school in Strážnice, he has studied technology, worked on a duck 
farm, worked as a stagehand, prompter, and assistant director. He started his 
acting career in Czech regional theatres (Zlín, Uherské Hradiště, Most), in the 
years 1982-1996 he acted and directed in the HaDivadlo in Prostějov and 
later in Brno, which was a crucial scene of Czechoslovak non-conformist and 
avant-garde theatre. He has acted in a number of roles in the productions of 
Arnošt Goldflam and Svatopluk Vála. He has participated in authorial projects 
of Czech alternative theatres (Cesty, Sabina, Rozrazil). He started directing in 
the late 1980s.

He collaborated with theatres in the Czech Republic and in Slovakia, in Brno 
and especially with Divadlo Husa na provázku. Among his recent highly 
esteemed works are his production of Gazdina roba (National Theatre Brno, 
2009), a scenic reading of Karel Steigerwald’s play Hrej komedii (Divadlo Husa 
na provázku, 2011), and his own dramatization of Rok na vsi (South Bohemian 
Theatre České Budějovice, 2011). His noteworthy works of the last two years 
include staging of the poetic drama of Josef Topol Konec masopustu at  the 
East Bohemian Theatre (2016), Chekhov’s Platonov (Slovácké divadlo Uherské 
Hradiště, 2017), Tadeusz Slobodzianek’s Nasza klasa (Divadlo Polárka, 2017), 
and his own dramatization of the novel Kalibův zločin by K. V. Rais, using a 
stage adaptation by Bedřich Vrbský (East Bohemian Theatre Pardubice, 2017). 
His most recent piece of directing is a dark tragicomedy Zázrak v černém domě 
by Milan Uhde (National Theatre Brno – Reduta, 2018).

Since the 1990s he has been collaborating with the Czech TV. He has filmed 
over three hundred documentaries and has also received many international 
and national awards. He is Senior Lecturer at JAMU’s Studio of Directing and 
Dramaturgy in Brno (Czech Republic). 



True handwriting of any theatre director cannot actually be decoded by 
watching the finished product, the performance itself, but only during the 
rehearsal process. This world behind the scenes is usually off-limits to outsiders, 
especially if a well-known and successful director conducts rehearsals at a 
major theatre. One of the most influential and distinguished contemporary 
directors, Thomas Ostermeier, is a typical example of those theatre makers 
who do not normally admit observers to their rehearsals. At least three times, 
however, he made an exception: twice for academical reasons and once for a 
film crew shooting a documentary about his rehearsing method “Storytelling” 
for the French channel ARTE. I was myself one of the academics who had 
access to the hidden world of Ostermeier’s theatre as a participant observer 
when I was collecting material for my dissertation. Professor of European 
Theatre Peter M. Boenisch worked with Ostermeier in 2015 and together they 
co-edited a volume about the oeuvre of “the most internationally recognized 
German director of the present”. As a participant observer of Ostermeier’s 
rehearsals of Death in Venice focusing particularly on his rehearsing method 
and as a researcher of Thomas Ostermeier’s directorial work, I will portrait him 
in my paper as a creator of his own methodical approach to directing, bearing 
Brechtian, Stanislavskian, and Meyerholdian features. The “Storytelling” 
method “does not revolve around the character, but introduces elements 
of personal experience from the actor’s real life”. This method is accurately 
illustrated in the ARTE documentary that shows Ostermeier rehearsing Anton 
Chekhov’s The Seagull at Théâtre Vidy in the Swiss city of Lausanne. In my 
paper I will present my personal observation experience alongside examples 
from the documentary.

VICTORIA VOLKOVA
The Birth of an “Unnameable Something” from a “Genuine Encounter”: 
A Portrait of Thomas Ostermeier as an Inventor of the “Storytelling” 
Rehearsing Method



Curriculum Vitae

Victoria Volkova was born and raised in Moscow (Russia). She studied German, 
English, Linguistics, and Pedagogical Anthropology at Moscow State Linguistic 
University. Her interest in theatre dates back to her schooling during which she 
participated in theatre performances that were part of her school’s curriculum. 
In addition to her regular studies, Victoria also attended a theatre course on 
Michael Chekhov’s acting technique in Moscow, which was an impulse for her 
to investigate the concealed potential of improvisation in her postgraduate 
studies.

As a doctoral student in the International Research Training Group InterArt 
Studies at Freie Universität Berlin (2010-2015) and as a participant observer, 
she attended rehearsals at Berlin’s major theatres such as the Hebbel am Ufer, 
the Deutsches Theater Berlin, the Berliner Ensemble and the Schaubühne am 
Lehniner Platz. Her subsequent research was based on her observations at 
the rehearsals. At the Schaubühne she observed and then commented on the 
rehearsal process of Thomas Ostermeier during his work on Death in Venice 
in 2012. 

In December 2016 Victoria defended her dissertation titled The Constitution 
of the Role Character Via Social Emotions During the Rehearsal Processes 
supervised by professors Erika Fischer-Lichte and Christoph Wulf. Dr.des. 
Victoria Volkova is currently preparing her thesis for publication in Berlin. Her 
research interests include methodology, history, and ritualism of rehearsals, 
acting techniques, improvisation, and social emotions.



ANDREI ZAGORODNIKOV

A symposium like this one is a sign that tendencies towards non-totalitarian 
and non-autocratic theatre direction indeed exist and that they are beneficial. 
Theatre is in search of a new level of freedom. Such tendencies, however, are 
not new: theatre has always been a place of freedom, or at least a place where 
people come in search of freedom, regardless of the regime of a particular 
country or its social habits. Changes in theatre’s status quo should originate in 
theatre education for during education the very first seeds are planted in the 
mind of an actor or director. Students should be taught and brought up as free 
creative agents – not as those who merely do what they are told. This is the 
starting point: encourage the actor to act, to create.

I shall try to sum up my approach to work with students in a few words: my 
method is based on the late works by Konstantin Stanislavsky and the writing 
of Nikolai Demidov that shift the emphasis onto the student and her/his 
creative potential. A talent of a particular student ought to be developed as 
opposed to moulding the student according to a personal “ideal” of a director/
teacher. Practical examples of the results of using this method will be shown 
in video clips from a performance of Betrayal by Harold Pinter, rehearsed with 
students of the third year at the Russian State Institute of Performing Arts in 
St. Petersburg. 

What is a “Creative Cauldron”? Freedom and democracy between equal 
partners under the leadership of a director.

The Creative Cauldron



Curriculum Vitae

Andrei Zagorodnikov underwent his professional training between the years 
2011-2016 at the Russian State Institute of Performing Arts in St. Petersburg 
(Russia), graduating in Directing, Acting and Teaching from a class of Prof. 
Veniamin Filshtinsky. Since 2016 he has been a teacher in Larisa Grachova’s 
studio at the Russian State Institute of Performing Arts and, since 2017, at AST 
National Academy of Theatre Arts in Kraków (Poland).

In 2014 he staged, directed, and acted in I, Iago, an international solo 
performance project based on William Shakespeare’s Othello, which was 
performed at various festivals across Europe (European Young Theatre Spoleto, 
Italy; UWE festival Munich, Germany; Setkání/Encounter festival Brno, Czech 
Republic). A 2015 staging of Vasily Sigarev’s Phantom Pains at the theatre on 
Mokhovaya street in St. Petersburg was his pre-diploma performance. The 
actress Anna Migizko was a recipient of a special prize of the expert board of 
“Zolotojsofit”, St. Petersburg’s highest theatre prize, for her performance as 
Gertrud in the 2017 production of Zur Zeitnichterreichbar by Petra Wüllenweber, 
which Andrei directed at A. A. Bryantsev Youth Theatre, St. Petersburg. Most 
recently, he has directed a production of Betrayal by Harold Pinter with third- 
-year students of Russian State Institute of Performing Arts in St. Petersburg.

Among Andrei’s academic credits is a paper Not/Innovative methods of working 
with students delivered at the conference W poszukiwaniu metody, held by AST 
National Academy of Theatre Arts in Kraków in 2017.





ROUNDTABLE
Towards New Theatre-Directing Education
Saturday 17.00 – 18.30

● Chair: Lucia Repašská
● Speakers: Peter M. Boenisch, Paul Bourne, Linda Dušková,  
                   Bilge Serdar Göksülük, Uršula Teržan

Join us for the concluding discussion, a place, where we can brainstorm and 
further develop ideas discussed during the two days of the symposium. The 
roundtable offers a unique opportunity to share views on theatre pedagogy 
and the course of studies employed by and at your university or academy, as 
well as all topics that were not covered by the panelists.

Uršula Teržan is a dancer, choreographer and teacher of the art of movement 
who acquired dance education at the Secondary School for Music and Ballet 
in Ljubljana (1987) and concluded her studies with the M.A. in performing 
arts at the London Contemporary Dance School (1997). Ever since 1992, she 
has been a professor of the art of movement (contemporary dance, ballet, BA 
and MA studies) at University of Ljubljana - Academy for Theatre, Radio, Film 
and Television, Ljubljana and for the past 10 years also at Music Academy in 
Ljubljana, lecturing the singers.

Theater director and dramaturg working in France and in the Czech Republic. 
She has worked as a teacher of theater direction and dramaturgy in Paris at 
Laboratoire Idéfi Créatic and Université Paris Science et Lettres. She currently 
works at Department of Alternative and Puppet theatre DAMU in Prague on 
the upcoming new master programme. 

Linda Dušková

Uršula Teržan
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