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ANOTACIJA

Promocijas darba t€ma ir izcila latviesu teatra maksliniecka Eduarda Smilga
(1886-1966) rezija, kas pétita 20. gadsimta pirmas puses Latvijas un Eiropas (gan
Krievijas, gan Rietumeiropas) modernisma teatra konteksta. Promocijas darba
aplukots Eduarda Smilga rezijas darbs vina vaditaja Dailes teatrT kops ta dibinasanas
1920. gada Iidz 1945. gadam, kad lidz ar otrreizé€ju padomju varas nostiprinasanos
par vienigo oficiali atlauto metodi ar1 latvieSu maksla klust socialistiskais realisms.
Atskirtba no ieprieks tapusajiem pétijumiem, kas E. Smilga rezijas darbam pieversas
no biografiska (personibas) vai Dailes teatra vestures skatpunkta, promocijas darbs ir
Latvijas teatra vesturé pirmais padzilinatais pétijums, kas veltits specifiski Eduarda
Smilga rezijai. Promocijas darba ietverta E. Smilga rezijas darba analize pierada 20.
gadsimta pirmas puses modernisma virzienu (ekspresionisma, simbolisma,
konstruktivisma, kubisma, futlirisma u. c.) izpausmes E. Smilga iestud&jumos, velkot
konkrétas paral€les ar Smilga laikabiedru — Rietumeiropas un Krievijas modernisma
teatra makslinieku (Vsevoloda Meierholda, Aleksandra Tairova, Jevgenija
Vahtangova, Maksa Reinharda, Zaka Kopo, Emila Zaka-Dalkroza, Fransua Delsarta,
Adolfa Apias u.c.) teorétiskajiem uzskatiem un praksi. Promocijas darba pamata
izvirzita t€ze par Eduardu Smilgi ka eklektisku modernisma rezisoru, kura
makslinieciskaja rokraksta tiek sintezeti elementi no vairakiem modernisma
virzieniem (visvairak — ekspresionisma, simbolisma, konstruktivisma), radot unikalu
rezijas rokrakstu. Petjjuma no dazadiem rakstiskiem un vizualiem avotiem restaurétas
ieprieks Latvijas teatra vésturé maz pétitas vai ieprieks neapliilkotas Eduarda Smilga
brivvalsts perioda iestudétas izrades, pieradot to maksliniecisko nozimi gan Smilga
rezijas, gan Latvijas teatra véstures konteksta.

Atslégas vardi: Eduards Smilgis, Dailes teatris, modernisms, sint&tiskais teatris,

eklektisms, stilizacija
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PROMOCIJAS DARBA VISPARIGS RAKSTUROJUMS

Promocijas darba aktualitate un zinatniska novitate

Promocijas darbs veltits izcilajam latvieSu aktierim, reZisoram, teatra
reformatoram Eduardam Smilgim (1886-1966), p&tot vina reziju 20. gadsimta pirmas
puses Latvijas un Eiropas (gan Krievijas, gan Rietumeiropas) modernisma teatra
konteksta. Promocijas darba aplikots Eduarda Smilga rezijas darbs vipa vaditaja
Dailes teatr1 kops ta dibinasanas 1920. gada lidz 1945. gadam, kad lidz ar otrreiz&ju
padomju varas nostiprinasanos par vienigo oficiali atlauto metodi art latvieSu maksla
klust socialistiskais realisms. Promocijas darba aktualitate saistita ar faktu, ka
Smilga rezija lidz Sim nav pétita modernisma teatra konteksta. Promocijas darba
sakumpunkta ka ierosmes avots izmantots Evitas Mamajas raksts “Modernisms
latvie$u teatr (1920 — 1930)”', kura fiksétas atseviskas modernisma pazimes Smilga
rezija, un Mara Grévina gramata “Dailes teatris” (1971), kura cenziras dél
modernisma pazimes Smilga rezija analiz€tas, petot tas ka atsevisku modernisma
virzienu (ekspresionisma un simbolisma) iezimes”.

Lidz ar to promocijas darba zinatniska novitate saistita ar trim aspektiem.
Pirmkart, [idz Sim Latvijas teatra vesturé nav tapis neviens tik fundamentals petijums
par Eduarda Smilga reziju, p&tot to makslinieciska, nevis biografiska vai Dailes teatra
visparigas vestures konteksta. Otrkart, promocijas darba Eduarda Smilga rezija
analiz€ta Rietumeiropas un Krievijas modernisma teatra konteksta — pirmoreiz
Latvijas teatra vésturé principiali defingjot Eduardu Smilgi ka modernisma
makslinieku, aktualiz§ot vina rezijas saistibu ar 20. gadsimta pirmas puses
modernisma virzienu (ekspresionisma, simbolisma, konstruktivisma, kubisma,
futirisma) izpausmém, ka arT velkot konkr&tas paral€les ar Smilga laikabiedru —
Rietumeiropas un Krievijas modernisma teatra makslinieku (Vsevoloda Meierholda,
Aleksandra Tairova, Jevgenija Vahtangova, Maksa Reinharda, Zaka Kopo, Emila
Zaka-Dalkroza, Fransud Delsarta, Adolfa Apias u. c.) teorctiskajiem uzskatiem un
praksi. Promocijas darba autore pievérSas ari latvieSu teatra zinatné dazados laika
periodos (sevisku padomju laika’) nostiprinatajam mitam par romantisma iezimém E.
Smilga rezija, kas attiecas nevis uz romantismu ka makslas virzienu, bet gan uz
Smilga rezijai visparigi raksturigo formas izkapinatibu, vizualitati, darbibas
dinamiku. TreSkart, pétijuma no dazadiem rakstiskiem un vizualiem avotiem
restaurétas iepriecks Latvijas teatra veésturé maz vai nemaz pétitas Eduarda Smilga
brivvalsts perioda iestudétas izrades, pieradot to maksliniecisko nozimi gan Smilga
rezijas, gan Latvijas teatra véstures konteksta.

' Mamaja E. Modernisms latviesu teatri (1920-1930) // Radzobe S. (zin.red.) 20. gadsimta teatra rezija pasaulé un
Latvija — R.: Jumava, 2002, 93.-124. Ipp.

* Grévins M. Dailes teatris — R.: Liesma, 1971, 33. Ipp.

? Turpat, 37.-38. Ipp.



Promocijas darba meérkis un uzdevumi

Promocijas darba mérkis ir pétit Eduarda Smilga reziju modernisma virzienu
konteksta, pieradot, ka E. Smilgis ir konsekvents modernisma teatra parstavis, un
ieziméet vina makslinieciska rokraksta specifiku.

Sim meérkim paklauti promocijas darba uzdevumi:

1. Definét un pétit modernisma teatra iezimes, to filozofisko un estétisko
funkcionalitati Eduarda Smilga rezija, izmantojot =zinatniski precizu teatra
terminologiju;

2. Formulét E. Smilga jaunpienesumu un nozimi Latvijas modernisma teatra
vesture;

3. Iezimét E. Smilga saikni ar Rietumeiropas un Krievijas modernisma teatri —
pirmkart, p&tot avotus, kas ietekm&jusi Smilga rezijas rokrakstu; otrkart, nosakot un
analizgjot E. Smilga iestud@éto izrazu un maksliniecisko principu tipologisko Iidzibu
ar citu 20. gadsimta 20.-30. gadu modernisma reZisoru (Maksa Reinharda, Vsevoloda
Meierholda u. ¢.) darbibu.

Promocijas darba teorétiskais pamatojums un izmantotas pétniecibas metodes

Promocijas darba izmantotas vairakas pétnieciskas metodes: (1) vé&sturiski
genétiska metode pielietota, no dazadiem avotiem (rezijas eksplikacijam, recenzijam,
izrazu fotografijam, kostimu un dekoraciju skicém utt.) rekonstrugjot Eduarda Smilga
1zrades un pétot rezisora makslinieciska rokraksta attistibu; (2) komparativa metode
izmantota, salidzinot konkrétus E. Smilga iestud&jumus ar citu Rietumeiropas un
Krievijas rezisoru izradeém, ka art mekl€jot pieradijumus Eiropas modernisma teatra
autoritasu ietekmei uz E. Smilga konsultantiem, konkréti, tipologiskajam lidzibam
E.Smilga iestudéjumos un Dailes teatra teorétiskajos manifestos; (3) hermeneitiska
metode lietota Eduarda Smilga izrazu analiz€; (4) semiotiska metode izmantota,
analiz€jot dazadu zimju sistému (pieméeram, gaismas, muzikas, kustibu, dekoraciju u.
tml.) vai atsevisku skatuves zimju funkcionalitati Eduarda Smilga uzvedumos.

Promocijas darba avoti

Pétijjuma izmantotie avoti apkopojami vairakas grupas. Pirmkart, apzinatas
visas Eduarda Smilga Dailes teatrT iestudétas izrades, pétot gan to pamata izmantoto
literaro materialu (analiz€jot E. Smilga izv€l&ta repertuara stratégijas), gan izsekojot
E. Smilga iestudéjumu estetiskajam un filozofiskajam parmainam promocijas darba
aplukotaja laikposma (1920-1945). Otrkart, pétijjuma izmantotas rakstiskas vai
vizualas liecibas, kas JavuSas rekonstruét Eduarda Smilga rezijas darbus un
teorétiskos uzskatus, tostarp E. Smilga un vina radoSo konsultantu teorétiskie
apcergjumi, korespondence, Jana Munca perioda no 1920. lidz 1926. gadam sacerétas
Dailes teatra izrazu rezijas eksplikacijas, teatra manifesti, periodika publicetas kritiku
recenzijas un raksti, izraZzu fotografijas u. tml. Promocijas darba izstradé izmantoti
gan jau aprobéti tedtra zinatnieku atklajumi, gan iepriek§ maz vai nemaz publiski



pieejami materiali, kas petiti Rakstniecibas un miizikas muzeja pieejamajos Dailes
teatra, Eduarda Smilga, Jana Munca, Felicitas Ertneres u. ¢. ar E. Smilga radoso
darbu saistitu personu arhivos. Treskart, pétijjuma konteksta aplikota ari citu
brivvalsts perioda Latvijas teatra makslinieku — Birutas Skujenieces, Annas Lacis,
Jurija Jurovska — radosa darbiba, laujot iezim&t Eduarda Smilga vietu Latvijas 20.-30.
gadu modernisma teatra konteksta. Ceturtkart, biitisks avots, kas pirmo reizi Latvijas
teatra vesturé lavis definét Eduarda Smilga vietu Eiropas modernisma teatri, ir
Rietumeiropas un Krievijas modernistu teorétiskie apceréjumi un iestudétas izrades,
kas aktualizétas salidzinajuma ar Eduarda Smilga maksliniecisko darbibu Dailes
teatrt.

Promocijas darba pausto atzinu aprobacija

Petijums aprobéts 13 starptautiskas zinatniskas publikacijas, 11 referatos
starptautiskas  zinatniskas konferencés Latvija un arvalstts, 2 publiskos
priekSlastjumos zinatniskos seminaros, ka art 2 izstradatos studiju kursos.

Zinatniskas publikacijas
1. Cilveks — teatris // Radzobe S. (zin. red.) 100 izcili Latvijas aktieri — R.: LU
Akadémiskais apgads, 2018, 838.-847. Ipp.

2. LaikmetiskoSanas princips Eduarda Smilga rezija // Liepajas Universitates 22.
Starptautiska zinatniskas konferences Aktualas problemas literatiiras un kultiras
petnieciba rakstu krajums — Liepaja: LiePA, 2017, 413.-422. Ipp.

3. Eduards Smilgis un nakotnes teatris // Teatra aktualo procesu vietnes Kroders.lv
sadala PETA, 23.11.2016. Publikacija pieejama: http://www kroders.lv/peta/892

4. Eduards Smilgis un nakotnes teatris // Latvijas Kultiras akadémijas
Starptautiskas zinatniskas konferences Kultiiras krustpunkti 2016 t€zu krajums, 2016.

5. Raina lugu transformacija Eduarda Smilga rezija. “Sp€l&ju, dancoju” (1926,
1956) piemeérs // LU LFMI konferences Rainim 150 rakstu krajums — R.: LU
Literatiiras, folkloras un makslas institiits, 2015, 129.-136.1pp.

6. Dailes teatra aktiermakslas principi un modernisms (20. gadsimta 20. — 30. gadi):
Felicitas Ertneres ieguldijums kustibu valodas izstradé // Latvijas Kultiras
akadeémijas Starptautiskas zinatniskas konferences Kultiiras krustpunkti 2014 rakstu
krajums — R.: 2015, 186.-193. Ipp.

7. Raina uzskati par idealo teatri un Eduarda Smilga teatris // Liepajas Universitates
21. Starptautiska zinatniskas konferences Aktualas probléemas literatiiras un kultiiras
petnieciba rakstu krajums — Liepaja: LiePA, 2016, 74.-80. Ipp.

8. Rudolfa Blaumana darbi Eduarda Smilga rezija: modernisma estétikas konteksts
/I Liepajas Universitates 20. Starptautiska zinatniskas konferences Aktualas
problemas literatiiras zinatné rakstu krajums — Liepaja: LiePA, 2015, 244.-251. lpp.



9. Dailes teatra aktiermakslas principi un modernisms (20. gadsimta 20. — 30. gadi):
Felicitas Ertneres ieguldijums kustibu valodas izstrade // Latvijas Kulturas
akadeémijas Starptautiskas zinatniskas konferences Kultiiras krustpunkti 2014 tezu
krajums — R.: 2014, 20.-21. Ipp.

10. Raina “Uguns un nakts” Eduarda Smilga rezija (1947): modernisma un
socialistiska realisma konflikts — simbioze // Kursite J., Radzobe S. (sast.) LAIPA:
Zinatnisks rakstu krajums par teatri, folkloru un literatiru — R.: LU Akadémiskais
apgads, 2014, 145.-158.1pp.

11. Jédziena “modernisms” leksiskas aizstajéjformulas Eduarda Smilga rezijas
konteksta // Latvijas Universitates Humanitaro zinatgpu fakultates Studentu
paSparvaldes organizeéta 2. Starptautiskas zinatniskas konferences Konteksta
nozimigums humanitarajas zindatneés teézes, 2014.

12. Andreja UpiSa komeédija “Apburtais loks”: vienas lugas divas interpretacijas
Eduarda Smilga rezija (1929 un 1953) // Andreja UpiSa memoriala muzeja
konferences Andreja Upisa smaidoSas lapas publikacijas Memorialo muzeju
apvienibas majaslapa, 2013:

http://memorialiemuzeji.lv/wp-content/uploads/2014/07/ieva rodina referatsl.pdf

13. Krievu padomju dramaturgija Dailes teatrt / Radzobe S. (zin. red.) 1945-1950:
teatris, drama, kritika — R.: LU Akadeémiskais apgads, 2013, 97.-104. lpp.

Referati starptautiskas zinatniskajas konferences Latvija un arvalstis

1. Latvian theatre director Eduards Smilgis in the context of European modernist
theatre: influences of the theatre of Vsevolod Meyerhold // konference Transnational
Influences. Theatrical Interactivity in the Nordic/Baltic Region and Beyond, Helsinku
Universitate (Somija), 22.03.2019.

2. Lokalizacijas princips Eduarda Smilga rezija. Viljama Sekspira un Raina lugu
interpretacijas piemérs // Liepajas Universitates 22. Starptautiska zinatniska
konference Aktualas problémas literatiiras un kultiuras pétnieciba. 18.03.2016

3. Modernistic Transformations of William Shakespeare's Works in Eduards Smilgis
Stage Directing: “Much Ado About Nothing” (1930) and “A Midsummer Night's
Dream” (1931) // konference Old Masters in New Interpretations, University of
Warmia and Mazury, Olstina (Polija). 27.10.2015

4. Raipa lugu transformacija Eduarda Smilga rezija. “Spé€l&ju, dancoju” (1926,
1956) piemérs // LU LFMI organizeta starptautiska zinatniska konference Rainim
150, Riga, LU Akadémiska biblioteka. 08.10.2015

5. Raina uzskati par idealo teatri un Eduarda Smilga teatris // Liepajas Universitates
21. Starptautiska zinatniska konference Aktualas problemas literatiuras un kultiras
petnieciba. 19.03.2015



6. Stilizacijas princips Eduarda Smilga rezija: Austrumu teatris // Latvijas
Universitates 73. konference: LU HZF Teatra un kino vestures un teorijas sekcijas
konference Forma (miisdienu) teatri — lidzeklis vai pasmeérkis. 26.02.2015

7. Daliles teatra aktiermakslas principi un modernisms (20. gadsimta 20. — 30. gadi):
Felicitas Ertneres ieguldijums kustibu valodas izstrade // Latvijas Kulturas
akademijas Starptautiska zinatniska konference Kultiiras krustpunkti 2014.
31.10.2014

8. Jedziena “modernisms” leksiskas aizstajéjformulas Eduarda Smilga rezijas
konteksta // LU Humanitaro zinatnu fakultates Studentu paSparvaldes organizéeta 2.
Starptautiska zinatniska konference Konteksta nozimigums humanitarajas zinatnes.
09.05.2014

9. Rudolfa Blaumana darbi Eduarda Smilga rezija: modernisma estétikas konteksts
/I Liepajas Universitates 20. Starptautiska zinatniska konference Aktualas probléemas
literatiras zindtné. 28.03.2014

10. Andreja UpiSa komeédija “Apburtais loks”: vienas lugas divas interpretacijas
Eduarda Smilga rezija (1929 un 1953) // Andreja UpiSa memoriala muzeja
konference Andreja Upisa smaidosas lapas. 11.12.2013

11. Krievu padomju dramaturgijas iestud€jumi Dailes teatr1 // Latvijas Universitates
70. konference: LU Humanitaro zinatnpu fakultates Teatra un kino v€stures un teorijas
sekcijas konference 1945-1950: Latvijas dramatiskais, muzikalais, lellu teatris,
dramaturgija, teatra kritika. 28.02.2012

Priekslasijumi zinatniskajos seminaros

1. Eduarda Smilga rezija un modernisms (1920-1945): pétijjuma virzieni un
problematika // LU LFMI zinatnisko seminaru cikls Pétijuma poétika, 1LNB,
27.01.2016

2. Eduards Smilgis un nakotnes teatris // LKA makslinieciski zinatnisks simpozijs par
nakotnes prognozém Paregojumu vade mecum, starptautiska zinatniska konference
Kultiras Krustpunkti X, 05.11.2016

Studiju Kkursi

1. Latviesu teatra vesture I (kopa ar asoc.prof. Ligu Ulberti; 2 kreditpunkti, 32
akadeémiskas stundas), LU Humanitaro zinatnu fakultates Baltu filologijas Bakalaura
studiju programmas Teatra zinatnes modulis;

2. Latviesu teatra vesture Il (kopa ar asoc.prof. Ligu Ulberti; 2 kreditpunkti, 32
akadeémiskas stundas), LU Humanitaro zinatnu fakultates Baltu filologijas Bakalaura
studiju programmas Teatra zinatnes modulis.



PROMOCIJAS DARBA KONSPEKTIVS IZKLASTS

Promocijas darba struktiiru veido Cetras nodalas. Pirma nodala iepazistina ar
Eduarda Smi]ga dibinato Dailes teatri un ta makslinieciskajiem principiem. Otraja
nodala pétiti Eduarda Smilga teatra uzskatus ietekméjusie faktori (izglitiba, Smilga
aktierpieredze, kontakti ar Eiropas modernisma maksliniekiem u. c.). Tre§a darba
nodala veltita Eduarda Smilga konsultantu sistémai un tas ietekmei uz E. Smilga
rezijas rokrakstu. Ceturta nodala apluko klasisko teatra modelu (Austrumu teatra
elementu, itaJu delartiskas komé&dijas u. c.) stilizacijas panémienus Eduarda Smilga
rezija. Promocijas darbam ir art ievads, secinajumu dala, avotu un literatiiras saraksts.
Avotu saraksta ietverts ari Eduarda Smilga 1920.-1945. gada iestud€to izrazu
uzskaittjums, kas lauj aptvert pétijuma apjomu un sniedz hronologisku parskatu par
Smilga reziju konkrétaja laika posma.

Ievads

Promocijas darba ievada sniegts visparigs pétijuma apraksts, defin€ti darba
meérki, uzdevumi, iezimetas ar pétamo tému saistitas problémas un definéta darba
teorctiska ievirze, pieradot pétjjuma aktualitati un novitati Latvijas teatra vesture
lidzsingjo Eduardam Smilgim veltito petijjumu konteksta.

Aktieris, rezisors, teatra reformators Eduards Smilgis ir viena no visplasak
petitajam Latvijas teatra vestures personibam, kas teatra zinatnieku, muzeja ekspertu,
zurnalistu u. c. p€tnieku uzmanibas loka bijusi, sakot no makslinieka dzives laika lidz
pat misdienam. 1920. gada pavasari atgriezies Riga no beglu gaitam P&terburga,
Smilgis kopa ar domubiedriem dibina savu — Dailes teatri. Dailes teatris ir pirmais
teatris Latvija, kas tiek apzinati dibinats ar mérki noversties no 1idz §im doming&josas
realisma tradicijas un ta vieta aktualizét modernisma estetiskos principus. Promocijas
darba jedziens “modernisms”* lietots, apzim&jot makslas tipu, kas rodas 19. gadsimta
90. gados, Rietumeiropa ir aktuals lidz 20. gadsimta vidum un sevi ietver dazadus
makslinieciskos virzienus un stravojumus, ka simbolisms, ekspresionisms, dadaisms,
futirisms, konstruktivisms, sirrealisms u. c., kuri, neskatoties uz atSkirigajam
filozofiskajam un estétiskajam nostadném, maksla iemieso moderna laikmeta izjiitu’.
Promocijas darba, analizgjot E. Smilga darbu Dailes teatri, aktualiz&ts pretstats starp
realisma (ar to saprotot tadas teatra formas, kas pieverSas dzives attelojumam paSas
dzives formas, sekojot Aristotela formul€tajam mimé&zes principam un izrades
estétika cenSoties panakt dzives iliizijas sajiitu)’ un modernisma teatri, kura parstavis
ir Eduards Smilgis. Sis pretstats promocijas darba Jauj konsekventi iezimét E. Smilga

4 Calinescu M. Five Faces of Modernity: Modernism, Avant-Garde, Decadence, Kitsch, Postmodernism — Durham,
Duke University Press, 1987, pp. 13-14.

> Berghaus G. Avant-Garde Performance — NY: Palgrave Macmillan, 2005, p. 13-14.

% Innes C. 4 Sourcebook on Naturalist Theatre — London&NY: Routledge, 2000, pp. 3-4.
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rezijas novitati salidzinajuma ar Iidz$ingjo, t. 1., galvenokart realistisko latvieSu teatra
tradiciju.

Viena no promocijas darba novitatem saistita ar1 ar precizu, konsekventu teatra
terminologijas izmantojumu, defingjot E. Smilgi ka modernisma teatra rezisoru un
petot modernisma estetiskas un filozofijas pazimes vina iestudéjumos.

1. nodala. Eduarda Smilga dibinatais Dailes teatris un ta
makslinieciskie principi

Promocijas darba pirma nodala iepazistina ar modernisma teatra rasanas
kontekstu Latvija, Eduarda Smilga dibinato Dailes teatri un ta makslinieciskajiem
principiem, analizeé teatra makslinieciskos manifestus, peta Dailes teatra repertuaru
laika perioda no 1920. lidz 1945. gadam un definé Dailes teatra aktierspéles
principus.

Apaksnodala 1.1. “Modernisma teatris Latvija Dailes teatra raSanas laika”
sniedz parskatu par modernisma teatra raSanas kontekstu un bitiskakajam paradibam
Eiropa un Latvija, iezim€jot kontekstu E. Smi]ga ka modernista radosSajai darbibai.
19. gadsimta beigas/ 20. gadsimta sakuma Eiropas teatr1 aizsakas reZijas jeb
moderna’ tedtra laikmets, izradei no literara darba skatuves lasfjuma kliistot par
suverénu, originalu teksta interpretaciju teatra valoda. ApaksSnodala ieskicéta
moderna teatra rasanas un attistiba, sakot no realisma un naturalisma ka nosacitiem
modernisma priek§virzieniem®, minot simbolisma stravojumus un André Antuana
aizsakto brivo teatru kustibu, Konstantina Stanislavska psihologiska teatra sist€mas
nostiprinaSanos un tai sekojoSos antagonistiskos — teatralizacija un stilizacija —
balstitos teatra stilus, virzienus, stravojumus Krievija (Vsevolods Meierholds,
Aleksandrs Tairovs, Jevgenins Vahtangovs u. c.). Tapat iezim€ts nozimigako
Rietumeiropas modernisma tedtra novatoru (pieméram, Edvarda Gordona Kreiga’,
Adolfa Apias'®) ieguldijums skatuves makslas reformé&sana. Apaksnodala ieziméts arT
modernisma teatra konteksts Latvija. Lidzas Eduarda Smilga Dailes teatrim 20.
gadsimta 20.-30. gados modernisma elementi aktuali reZisoru Annas Lacis
(ekspresionisms)'', Birutas Skujenieces Intima tedtra (simbolisms)'?, Jurija Jurovska

= <

7 Jedzieni “modernais tedtris” (modern theatre), ar1 “moderna drama” (modern drama) Rietumeiropas un ASV teatra
zinatné tiek attiecinati uz laiku aptuveni kop§ 19. gadsimta 70.-80. gadiem, ar to apzim&jot estétiski daudzveidigu un
plasu teatra un dramaturgijas paradibu un stravojumu loku, ko saturiski vieno pievérSanas sava laika dzives, sabiedribas
un moderna cilvéka psihes att€lojumam, bet forma — jaunu izteiksmes lidzeklu mekl&jumi (autores piez. — I. R.) Skat.,
pieméram, Styan J.L. Modern Drama in Theory ad Practice: Realism and Naturalism — C.: Cambridge University
Press, 1991, pp. 1-2.

¥ Kennedy D. (ed.) The Oxford Companion to Theatre & Performance — O.: Oxford University Press, 2010, pp. 496-
497.

? Craig E. G. The Actor and the Uber-marionette // Huxley M., Witts N. (ed.), The Twentieth-century Performance
Reader — London&New York, Routledge, 2002, pp. 159-166.

' Appia A. Texts on Theatre — NY &London: Routledge, 2006.

' Skat., pieméram: Lacis A. Vajatais teatris / Lacis A. Dramaturgija un teatris — R.: Latvijas Valsts izdevnieciba,
1962, 9.-40. Ipp.

'> Mamaja E. Modernisms latviesu teatri (1920-1930) // Radzobe S. (zin.red.) 20. gadsimta tedtra rezija pasaulé un
Latvija — R.: Jumava, 2002, 93.-124. Ipp.



un Rigas Stradnieku tedtra (ekspresionisms, simbolisms, konstruktivisms u. c.)"
darbiba. Uz §1 fona definéta Eduarda Smilga Dailes teatra nozime Latvijas
modernisma teatra konteksta, izvirzot vairakus argumentus. Pirmkart, novatoriska ir
Smilga radita teatra organizatoriska sist€éma, izrades iestudéSana iesaistot dazadu
jomu (plastikas, miizikas, scenografijas, gaismu u. c.) konsultantus, kas paklauti
Smilga ka rezisora-inscenétaja virsvadibai, laujot izradi veidot ka harmonisku
veselumu — reZisora idejas Istenojumu. Otrkart, Dailes teatris ir pirmais teatris, kura
darbibas principi formul€ti virkné teorétisku manifestu; rakstiski protokoléta art
lielaka dala 20. gadu pirmas puses iestudéjumu makslinieciska iecere. TreSkart,
Dailes teatra programmas istenoSanai tiek izveidoti teatrim piesaistiti aktieru kursi,
meérktiecigi izkopjot teatra makslinieciskajiem meérkiem atbilstoSu aktieransambli.
Ceturtkart, atSkirtba no Annas Lacis, Birutas Skujenieces un Jurija Jurovska, kuri
katrs strada viena modernisma virziena — ekspresionisma vai simbolisma — ramjos,
Eduards Smilgis, Iidzigi ka citi Eiropas modernisma teatra novatori (Makss Reinhards
Vacija, Aleksandrs Tairovs, Jevgenijs Vahtangovs, Vsevolods Meierholds Krievija,
Zaks Kopo Francija u. c.) attista eklektisku un individualu reZijas stilu, Dailes teatra
makslinieciskaja darbiba sintez€jot elementus no dazadiem modernisma
stravojumiem — simbolisma, ekspresionisma, konstruktivisma, kubisma, futiirisma.
Sie E. Smilga rezijas aspekti iztirzati turpmakajas promocijas darba nodalas, p&tot
Eduarda Smilga ka modernisma rezisora darbibu laika posma no 1920. lidz 1945.
gadam.

ApaksSnodala 1.2. “Dailes teatra makslinieciskie merki” aplikoti Dailes
teatra dibinaSanas laika un vélakaja darbiba iezimétie teatra makslinieciskas darbibas
meérki. Dailes teatra darbibas programmas pamata ir suverenitates princips, postulgjot
rado$u brivibu no jebkadiem politiskiem stravojumiem'®. Dailes teatra manifestu
saturu liela méra nosaka 1920. gadu sakuma Latvijas teatr1 valdosa realisma estetika
balstita teatra tradicija — teatra maksliniecisko meérku formul&juma jitama vélme
norobeZoties no lidz§ing€jas teatra tradicijas un pieteikt principiali jaunus estétiskos un
makslinieciskos mérkus". Atskiriba no 20. gadsimta 20. gadu Latvijas tedtra
kopainas, novatoriska ir ari Dailes teatra makslinieciskas vadibas izpratne par
rezisora nozimi un funkcijam teatr, t. i., E. Smilga merkis izveidot tadu teatri, kur
rezisors biitu absoliitais makslas darba autors, kur§ piedava originalu, individualu
literara darba interpretaciju skatuves valoda'®. Dailes tedtra manifestu pamata ir
vélme radit sintStisku jeb organiski vienotu'’ izrades formu, kura visi elementi
(scenografija, kostimi, gaismas, miizika, aktierspele) ieklautos kop€ja estetika, turklat
principials ir uzstadijums “visus teatra elementus atrisinat no teatra redzes stavokla”,
t. 1., 1izrades struktiira par galveno vestijuma elementu padarit nevis tekstu jeb runato
vardu, bet gan vizualos izteiksmes lidzeklus — scenografiju, gaismas, kostimus,
aktiera Zestu un kustibu partitiru. Eduarda Smilga iestudéjumos, neskatoties uz visu

" Jurovskis J. Rigas Stradnieku teatris // Tedtris un Dzive, 1968, 70. Ipp.

% (bez aut.) Dailes teatra mérki // Latvijas Véstnesis, 19.11.1920, 3. Ipp.

"% Kroders R. Dailes teatra pirmie pieci gadi // Dailes teatra desmit gadi — R.: biedriba “Dailes teatris”, 1930, 21. Ipp.
'® DT makslinieciskas darbibas pamatnosacijumi, ar Ed. Smilga piezimém, 1922. RMM arhivs, Inv. Nr. 238.206.

' Dailes teatra deklaracija / Dailes teatrs Riga, 111 sezona — R.: Dailes tedtra direkcija, 1922.
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skatuves elementu maksliniecisko saskanotibu, vienlaikus saglabata katra
makslinieka radosa darba unikalitate, uzvedumam veidojoties ka kolektivas radiSanas
principa 1stenojumam, kuras gala iznakumu parrauga Smilgis ka rezisors-inscenétajs.
Apaksnodala kopsavilkti Dailes teatra manifestos u. c. teatra vadibas teoretiskajos
apcergjumos definétie Dailes teatra makslinieciskas programmas pamatprincipi: (1)
Teatra suverenitates pasludinasana no literattiras (izrade nav literara darba lasijums,
bet originala interpretacija, kuras autors ir rezisors, bet realizetaji — izrades
makslinieciska komanda); (2) Visu skatuves elementu (vizualo, audialo, aktierisko
skatuves zimju) apvienojums sintétiska jeb vienota izrades struktiira; (3) Pareja no
dzives realitates imitacijas (realisma teatra sist€mas) uz teatralizaciju, ar to saprotot
makslinieciski izk@pinatu, nerealistisku izrades formu un veéstijjumu un aktualizgjot
modernismam raksturigo principu [’art pour [’art jeb “makslu makslai”; (4)
Aktierspéles stila maina, psihologiska teatra principu'® vieta izmantojot modernisma
teatr1 saknotu aktierspéles tehniku, kas paredz, ka preciza arg¢ja forma (Zesti, kustibas,
mimika) aizvedTs pie pareiza iek3gja pardzivojuma'”.

Apaksnodala 1.3. “Dailes teatra repertuars (1920-1945)” analizéts Dailes
teatra brivvalsts laika repertuars un teatra repertuarpolitikas stratégijas. Dailes teatra
repertuara izveleé 20. gadsimta 20. gados ka atlases princips izvirzita dramaturgijas
darbu piemerotibai Dailes teatra iestudéjumu vispar€jai estetikai —dinamiskai,
makslinieciski izkapinatai skatuves darbibai, kas balstita strauja tempa, izmantojot
kontrasta principu gan aktierspel€, gan ainu nomaina. ApakSnodala iezimeta Dailes
teatra maksliniecisko konsultantu ieteikumu nozime Dailes teatra repertuara
veidoSana, uzmaniba pieversta paraleélem ar citu Rietumeiropas un Krievijas
modernisma reZisoru veidotajiem iestuddjumiem (pieméram, A. Tairova®
Kamerteatra un Dailes teatra repertuara lidzibai). Jau kop$ teatra dibinasanas var
izdalit divus principialus Dailes teatra repertuarvirzienus: (1) klasikas (gan latvieSu,
gan pasaules autoru) darbu iestudgjumi (V. Sekspirs, F. Sillers, Moljérs, E. T. A.
Hofmanis, K. Goldoni, u.c.), (2) modernisma dramaturgija (H. Ibsens, A. Strindbergs,
F. Veédekinds u. c.). 20. gs. 20. gadu beigas Dailes teatra repertuara veidoSanas
strat€gijas ietekmé pasaules ekonomiska krize, kuras ietekm€& pastiprinati tiek
iestudetas Rietumeiropas salonkomédijas, farsa lugas, sava laika latvieSu autoru
darbi, dziesmuspé€les, apjomigu, popularu latvieSu un pasaules autoru romanu
dramatizéjumi. Teatra makslinieciskaja darbiba ipaSa nozime ir dziesmuspéelu
tradicijai, kuras kvalitati nosaka B. Sosara vadita orkestra makslinieciski augstais
limenis®', ka arT Zanra piedavata iesp&ja bez ierobeojumiem izpausties Eduarda
Smilga makslinieciskajai fantazijai, veidojot lielformata uzvedumus ar kraspiem
terpiem, deju priekSnesumiem, dzivo miuziku, aktieru dziedajumiem un aspratigiem

' Konstantina Stapislavska realpsihologiska teatra sistémas pamata ir uzskats, ka pareizs ickijais stavoklis aktieri radis
precizu téla aréjo formu (autores piez. —I. R.).

"% Sis uzskats Eduarda Smilga tedtra principus lauj tipologiski salidzinat ar modernisma teatra novatoru aktiermakslas
tehnikam — Vsevoloda Meierholda biomehaniku, Edvarda Gordona Kreiga virsmarionetes teoriju u. c. (autores piez. — 1.
R.)

%0 Skat. TampoB, A. 3anucku pejicuccepa: cmamviu, Gecedwl, peuu, nucbma — Mocksa: Beepoccuiickoe TeaTpanbHoe
o6mectro, 1970.

*! Stumbre S. Latvie$u teatra mizikas celmlauzis // Tedtris un Dzive, 1961, Nr. 5, 461. Ipp.



jokiem™. 30. gadu beigas Dailes teatrT tiek iestud@ti ari vairaki redlismam piederigi
literarie darbi, kas iezimé principiali jaunu virzienu Eduarda Smilga rezija —
savdabigu modernisma un realisma estétikas simbiozi, kas izpauzas, dinamiskaja
izrades forma nozimigu vietu pieskirot psihologiskiem aktieru tuvplaniem (R.
Blaumana ‘“Pazudusais déls” (1936) un “Uguni” (1938)). Otra pasaules kara laika
Dailes teatra repertuaru parsvara veido latvieSu dramaturgija, ka arT pasaules klasikas
uzvedumi, savukart pec otrreizg€jas padomju okupacijas 1945. gada Dailes teatr, tapat
ka citos Latvijas teatros, repertuarpolitika tiek paklauta padomju varas diktatam®>. Par
nosacitu robezskirtni starp Dailes teatra 20.-30. gadu darbibu modernisma teatra
koordinatés un padomju periodu, kura ari uz Dailes teatra skatuves doming
socialistiska realisma kanons, klist legendarais 1947. gada Raina “Uguns un nakts”
uzdevums®.

ApaksSnodala 1.4. “Dailes teatra aktierspéles principi” pieveérSas t€mai par
E.Smilga Dailes teatra aktiermakslas tradiciju, aprakstot teatra izvirzitos aktierspéles
principus, treninmetodes (Dailes tedtra studija)”, ka ari defingjot ar Dailes tedtra
aktiermakslas attistibu saistitas problémas (nevienmériga trupa, darba &tikas
jautajumi, makslinieciskas domstarpibas®® u. tml.). Dailes teatris tick dibinats ar
mérki novérsties no psihologisma principa aktierspéle”’, ta vieta attistot modernisma
teatra estetikai balstitu aktiermakslas idealu — runata varda dominantes vieta
akcentgjot aktiera kermena plastikas (Zestu, kustibu partitiiras) izteiksmibu. Eduarda
Smilga raditais aktiersp€les stils saistits ar modernisma teatrim raksturigo formas un
satura sintézi — t. 1., parliecibu, ka spilgta forma aizvedis pie psihologiski pamatota
satura. Dailes teatri vienlidz liela nozime pieveérsta ka formai (aktiera kermenim,
balsij un izmantotajiem paliglidzekliem), ta saturam (darbibai, pardzivojumam). Lai
izkoptu aktierspéles tehniku jeb formu, Dailes teatra makslinieciskajas programmas
izvirzita prasiba péc fiziski tren€ta, daudzpusigi — gan muzikali, gan plastiski —
attistita aktiera, kas prastu dziedat, dejot, izpildit akrobatiskus trikus gan solo
numuros, gan ieklaujoties dinamiskas masu ainas. Aktiera t€la radiSana, 1pasi
raksturlomu gadijjuma, liela nozime ir art tehniskiem paliglidzekliem (aktieru
grimam, parikam, pielimétam bardam, uzacim, deguniem, kostimam u. c.
elementiem). Sekojot modernisma tedtra reformatoru (ipasi A. Apias) idejam®,
aktieris E. Smilga izradés padarits par bitisku, dinamiski kustigu telpas elementu®.

** Skat., pieméram, Grigulis A. F. Siiberta dziesmuspéle “Trejmeitinas” Dailes teatrT // Socialdemokrats, 18.12.1929, 4.
Ipp.

> Par Dailes teatra peckara pirmas piecgades repertuarpolitiku sikak skat.: Rodina I. Krievu padomju dramaturgija
Dailes teatri // Radzobe S. (zin.red.) 1945-1950: teatris, drama, kritika — R.: LU Akadémiskais apgads, 2013, 97.-104.
Ipp.

* Sikak skat. Rodina I. Raipa “Uguns un nakts” Eduarda Smilga rezija (1947): modernisma un socialistiska realisma
konflikts — simbioze // Kursite J., Radzobe S. (sast.) LAIPA: Zinatnisks rakstu krajums par teatri, folkloru un literatiiru
— LU Akadémiskais apgads, 2014, 145.-158.1pp.

* Ertnere E. Dailes tedtra aktieru pasdarbibas programma. 20-to gadu pirma puse. RMM arhivs, Inv. Nr. 238.275.

26 Skat., piem&ram, Dailes teatra direkcijas sézu protokoli, 1924.-1928. RMM arhivs, Inv. Nr. 537.562; Dailes teatra
skatuves zurnals, 1921/1922.g. sezona. RMM arhivs, Inv.Nr. 237.990.

*7 Dailes teatra merki / Socialdemokrats, 23.11.1920

*¥ Pieméram, Adolfs Apia 1909. gada izstrada “ritmiskas telpas” teoriju, radot aptuveni 20 skatuves dizaina skices,
kuras skatuves telpa att€lota, izmantojot asas linijas un lepkus, dazadu ITmenu podestiiru un kapnes. Apiasprat, tiesi ar
aktiera kustibu palidzibu telpu iesp&jams “atdzivinat”, t. i., pieskirt tai dinamisku, trisdimensionalu efektu. Skat.: Appia
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Atbilstosi ekspresionisma teatra principiem Smilga aktiermakslas ideals balstits
apzinata kontrastu principa — lomas partitira tiek veidota krasos emocionalos
pac€lumos un kritumos, kuru att€lojuma izmantots ne tikai kermenis, bet ari
mijiedarbe ar citiem skatuves partneriem, kostimu, telpu, miiziku, skatuves gaismam
u. c. elementiem. Defingjot Dailes teatra aktiermakslas stila specifiku, teatra
zinatniece Livija Akuratere izvirzijusi t€zi, ka Smilga teatra pamata ir “darbibas
maksla” jeb virziba “uz aktivu, gribas pilnu attieksmi partnerim pret partneri, visam
ansamblim pret notikumu™’. ArT Dailes teatra teorétiskajos manifestos Ipasi uzsvérta
prasiba péc aktiera darba cieSas saistibas ar citiem skatuves komponentiem —
scenografiju, kostimu, gaismu un miizikas partitdru’ .

Smilga rezijai kopuma raksturiga romantizeta’> atmosféra — biidams apveltits ar
spilgtu fantaziju, Smilgis ka rezisors uz skatuves notiekoso darbibu apzinati veido,
izmantojot teatralizacijas principu. Smilga aktieru sp€les veidam raksturiga
paspilgtinata ar¢ja forma — no vienas puses, izkopta kermena plastiska izteiksmiba, ar
mimikas, Zestu, kustibu palidzibu paspilgtinot tela skatuves darbibu; no otras puses,
Smilga aktieriem ka brivvalsts laika, ta pirmaja péckara desmitgadé raksturigs
poetizéts izteiksmes veids — izrunas zina decenta, deklamacijai tuvinata skatuves
runa>, ar kuras palidzibu aktieris var nodot skatitdjiem téla ick$gja pardzivojuma
emocionalo ladinu un teksta jédzienisko vestfjumu. Viens no galvenajiem Smilga
rezijas principiem ir aizraut skatitaju — gan ar tehniskiem skatuves “brinumiem” (sava
laika teatrim atjautigiem skatuviskiem risindjumiem), gan nepastarpinatu aktierspéles
energiju’®. Sis ipasibas klaist par Dailes tedtra atpazistamibas zimi, kas ir aktudla lidz
pat 20. gadsimta 60. gadu beigam, kad par teatra vaditaju klast reZisors Péteris
Pétersons.

2. nodala. Eduarda Smilga teatra uzskatus ietekméjoSie faktori

Otraja nodala petiti Eduarda Smilga teatra uzskatus ietekmé&jusie faktori —
Smilga izglittba un ar to saistitic impulsi, ka arl Jaunaja Rigas teatr1 giita
aktierpieredze®, kontakti ar Eiropas modernisma maksliniekiem, iezimdta ari
autoribas probléma rezisora Eduarda Smilga un Dailes teatra teorétika un makslinieka
Jana Munca sadarbiba.

Apaksnodala 2.1. “Eduards Smilgis — profesionals inZenieris-konstruktors”
aprakstita E. Smilga iegiita inzeniera-konstruktora izglitiba, ar inzeniera profesiju

A. Theatrical Experiences and Personal Investigations // Appia A. Texts on Theatre — NY &London: Routledge, 2006,
pp. 22-28.

* Skat., pieméram, Kroders R. Novitates Rigas teatros // llustréts Zurnals, 01.12.1925, 372. Ipp.

0 Akuratere L. Aktiermaksla latviesu teatri — R.: Zinatne, 1983, 131. Ipp.

*! Dailes tedtra deklaracija // Dailes teatrs Riga, 11 sezona — R.: Dailes teatra direkcija, 1921.

2 Ar jédzienu “romantizéts” Seit domata no redlisma izteiksmes veida atikiriga teatra valoda (autores piez. — I. R.).

3 To biezi vien nosaka ar izrades pamata izmantotais literarais materials — pieméram, saistita valoda rakstita ir lielaka
dala no klasiskajam tragédijam, pieméram, V. Sekspira, F. Sillera lugas (autores piez. — I. R.).

** §is pazimes sava gramata “Eduards Smilgis” precizi apraksta Valts Grévins, skat. Grévin$ V. Eduards Smilgis — R.:
Latvijas Valsts izdevnieciba, 1956.

3% Vairak skat., pieméram, Straupeniece A., Rotkale R. Ar skatienu pari horizontam — R.: Liesma, 1986; Rotkale R.:
Straupeniece A. ES. Eduarda Smilga dzives cels: 1886-1966 — R.: Vesta-LK, 2017.



saistitajas darba vietas (SveicieSa Riudolfa Heinriha Mantela fabrika un igauna
Teodora Kalepa konstruktoru masinu fabrika “Motors”) iegiita pieredze un zinaSanas,
Smilga ka arhitekta sasniegumi®’. Tapat ieziméta E. Smilga inZeniera-konstruktora
domasanas daba teatri, kas izpauzas vairakos veidos. Pirmkart, Smilgis ka direktors
aktivi piedalas teatra organizatoriskaja dziveé, ne tikai uzraugot, bet ari inici€jot
dazadus tehniskus uzlabojumus (tostarp 20. gs. 20. gadu vidu kopa ar J. Munci tiek
pilniba parbuvéjot Dailes teatra skatuvi). Otrkart, Smilga-inzeniera pieredze izpauzas
ar1 vina veiktaja organizatoriskaja darba — “projektejot” izrades darbibu skatuves
telpa, “radot tehnisko shému un planu™’, ar ko vélak ka ar izrades ieceres skici tick
iepazistinati izrades makslinieciskie konsultanti un aktieransamblis. Par izteiktu
tehnisku domasanu liecina Smilga iestudétas masu ainas, kuras uz skatuves biezi vien
atrodas teju viss Dailes teatra ansamblis un kuras nosaciti iesp&jams salidzinat ar
tehniski sarezgita mehanisma biivniecibu, kur katram aktierim ka zobratam vai
skriivei precizi jaieklaujas kop€ja kompozicija, vienlaikus pildot sev uzdotos
individualos uzdevumus.

Apaksnodala 2.2. “Eduarda Smilga teatra pieredze un iespaidi” iedalita
sikakas sadalas. Sadala 2.2.1. “Smilga-aktiera pieredze Jaunaja Rigas teatrl
(1912-1915)” pieversas E. Smilga agrinas teatra karjeras aktierpieredzei un konkréti
— Jaunaja Rigas teatr1 atveidotajam lomam. Sadala pétits, ka E. Smilgis, budams
dazadu teatra profesiju parstavis (aktieris, reZisors, skatuves inZenieris-konstruktors,
direktors) un neguvis profesionalu teatra izglitibu neviena specializacija, klast par
vienu no sava laika vadoSajiem varoplomu atveidotajiem®, vélak ar savu
aktierpieredzi likdams pamatus Dailes teatra specifiskajai aktiermakslas tradicijai.
Sadala 2.2.2. “Eduarda Smilga Latvija un Krievija redzetas izrades un kontakti
ar citiem modernisma maksliniekiem” pétiti E. Smilga celojumi arpus Latvijas (uz
Krieviju), redzetie krievu teatra iestudéjumi un Eiropas teatru viesizrades, ka ari
uzskaititi E. Smilga kontakti ar dazadiem Rietumeiropas un Krievijas modernisma
maksliniekiem (A. Tairovu™, M. Cehovu®, N. Jevreinovu® u. c.). Ipasa uzmaniba
pievérsta Dailes teatra starptautiskajai atpazistamibai (arvalstu kritiku atsauksmém
par Dailes teatri)*”, seviski péc 1925. gada Parizes Pasaules Dekorativas makslas un
moderno tehnologiju izstade ieguta Grand Prix. Sadala 2.2.3. “Autoribas probléma
Dailes teatra darba: Smilga un Munca sadarbiba” veltita Latvijas teatra vesturé
iepriek§ maz pétitajam jautajumam par rezisora Eduarda Smilga un makslinieka,
Dailes teatra teorétika Jana Munca sadarbibu. Ieziméti abu makslinieku darba

%% Daugulis H. Smilgis jauniba konstrué motorus // llustréta Pasaules Vésture, 2012, Nr.3, 4.-5. Ipp.

7 Bérzina E. Par Eduarda Smilga darba dabu un vina dabu darba / Gréving M. (sast.) Eduards Smilgis: laikabiedru
atminas, dokumentos, véstulés, atzinas — R.: Liesma, 1974, 94. Ipp.

38 Skat., pieméram, Straupeniece A., Rotkale R. Ar skatienu pari horizontam — R.: Liesma, 1986.

3 Skat., pieméram, Tairovs A. Véstule E. Smilgim, Maskava, 07.02.1935. RMM arhivs, Inv. Nr. 237296; Tairovs A.
Véstule E. Smilgim, Maskava, 31.07.1934. RMM arhivs, Inv. Nr. 237295.

0 Skat., pieméram, Cehovs M. Véstule E. Smilgim, 03.09.1934. RMM arhivs, Inv. Nr. 237649; Cehovs M. Véstule E.
Smilgim, 03.09.1934. RMM arhivs, Inv. Nr. 237649.

4 Skat., pieméram, Jevreinovs N. Véstule E. Smilgim, Parize, 03.06.1928. RMM arhivs, Inv. Nr. 237612; Jevreinovs N.
Véstule E. Smilgim, Parize, 20.05.1929. RMM arhivs, Inv. Nr. 237615.

* Skat., pieméram, Gilmer A. The Art Theatre in Riga // Theatre Arts Monthly, 1927, vol. XI, Nr. 2, p.137.
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uzdevumi Dailes teatri”, J. Munéa ka tedtra teorétika nozime Dailes teatra
makslinieciskas programmas veidoSana, mekletas kopigas un atSkirigas iezimes E.
Smilga un J. Munda tedtra uzskatos, ka arl iezimétas parmainas*® Dailes teatra
makslinieciskaja darbiba péc J. Munca aizieSanas no teatra 1926. gada.

3. nodala. Eduarda Smilga konsultantu sistéma

Tresa darba nodala veltita Eduarda Smilga konsultantu sist€mai — aprakstiti
Smilga konsultantu sistémas organizatoriskie principi, ka arl pétita bitiskako
konsultantu — Jana Munca, Felicitas Ertneres, Oto Skulmes, Burharda Sosara un Fric¢a
Lepna — ieteckme uz Smilga reziju, ienesot taja Rietumeiropas un Krievijas
modernistu (Vsevoloda Meierholda, Emila Zaka-Dalkroza, Fransua Delsarta, Riharda
Vagnera u. c.) teorétiskas idejas un rezijas panémienus.

Apaksnodala 3.1. “E. Smilga konsultantu sistémas organizatoriskie principi”
veltita E. Smilga Dailes teatra konsultantu sist€mai. Dailes teatr1 jau kop$ ta
dibinasanas izrazu iestudéSanas procesa tiek iesaistiti makslinieciskie konsultanti —
konkrétu teatrim piesaistitu makslas jomu specialisti, kuri reZisora jeb inscenétaja
virsidejas paklautiba izstrada izrades formu (scenografiju, kostimus, kustibas,
muzikalo partitiru u. c.). ApakSnodala ieziméta konsultantu sist€tmas nozime Dailes
teatra makslinieciskaja darba, aprakstita konsultantu iesaiste un pienakumi izrazu
iestudesanas procesa, definétas E. Smilga ka inscenétaja (izrades absoliita autora)
attiecibas ar konsultantiem.

Turpmakas apakSnodalas pieveérsas atsevisku E. Smilga maksliniecisko
konsultantu darbibai:

3.2. “Makslinieks Janis Muncis un Vsevolods Meierholds: konstruktivisms”
— apaks$nodala aprakstita scenografa, rezisora un teatra teorétika Jana Munéa (1886-
1955) ietekme uz E. Smilga reziju, kas izpauzas vairakos veidos: (1) J. Muncim
aktivi iesaistoties Dailes teatra skatuves tehniskajos uzlabojumos (J. Muncis ka
scenografs un E. Smilgis ka inzenieris-konstruktors 20. gadsimta 20. gadu vidd
pilniba parprojekte Dailes teatra skatuves iekartojumu; (2) ciesa sadarbiba ar E.
Smilgi tiek izstradata katras izrades makslinieciska iecere, kas teorgtiski formuléta
1zrazu ekspoziciju aprakstos un scenografijas, kostimu skices, bet prakse realizéta ar
E. Smilga izveidotas konsultantu sistemas palidzibu; (3) ta ka J. Muncis absolvgjis V.
Meierholda Skatuvisko uzvedumu meistaribas kursus (Kypcer macmepcmea
cyenuyeckux nocmarnogox)”, vina ka Meierholda audzékna darbiba Dailes teatrT
(1920-1926) lauj runat gan par tieSu, gan netieSu V. Meierholda ietekmi uz E. Smilga
reZiju.

V. Meierholda rezijas ietekme izpauzas tris veidos: (1) E. Smilga vaditais Dailes
teatris, tapat ka V. Meierholda reZija, balstits stilizacijas un teatralizacijas principos™,

* Dailes teatra satversme. Projekts // Dailes tedtris. Statiiti. Latvijas Valsts arhivs, Fonda Nr. 1367, Apr. Nr. 1, Arh. Nr.
7, 3. Ipp.

* Skat., pieméram, Jéger-Freimane P. Dailes teatra 10 gadu jubileja // Burtnieks, 01.01.1931, 90.-91. Ipp.

* Eglitis A., Muncis Z. Janis Muncis — Pensilvanija: Upeskalna apgads, 1961, 6. Ipp.

* Meyerhold V. The Stylized Theatre // Braun E. (ed.) Meyerhold on Theatre — London: Methuen Drama, 1998, p. 62.



apzinati eksperimentgjot ar dazadu laikmetu teatru modelu elementiem un sintezgjot
tos viena — modernisma teatra valoda; (2) J. Munca aktivas darbibas laika Dailes
teatr1 (1920-1926) E. Smilga rezija aktuals delartizacijas princips, laujot saskatit gan
netieSas, gan tieSas paral€les ar konkrétiem V.Meierholda iestudéjumiem; (3) J.
Muncis, veidodams scenografiju un kostimus E. Smilga izradém, radosi izmanto V.
Meierholda rezija aktualo konstruktivisma stilu.

3.3. “Kustibu konsultante Felicita Ertnere un Emils Zaks-Dalkrozs,
Fransua Delsarts: eiritmija u. c. kustibu teorijas” — apakSnodala veltita Dailes
teatra kustibu konsultantes Felicitas Ertneres (1891-1975) radosa darba principiem,
pétot, ka vinas ietekmé E. Smilga rezija aktualizétas Emila Zaka-Dalkroza, Fransua
Delsarta u. ¢. moderno dejas teorétiku un praktiku idejas. Rezisora Eduarda Smilga
iestudeto 1zrazu estetika, lidzigi ka izcilako sava laika modernisma reZisoru darba,
viens no nozimigakajiem izteiksmes lidzekliem ir pec ipaSiem principiem veidota
kustibu valoda, kas sevt ietver: (1) fiziski tren€ta aktiera kustibu un Zestu partitiiru
(tipologiski lidzigs piemérs — krievu rezisors Vsevolods Meierholds, kur$ ne tikai
stilizé 1italu delartiskas komeédijas sp€les principu ar izteiktu fiziskuma un
improvizacijas momenta dominanti aktierspélé, bet ar1 izstrada pats savu
biomehanikas metodi); (2) péc modernisma principiem organiz€tas izrazu
mizanscénas, piemeéram, mizanscénas ar scenografijas un kustibu partittras palidzibu
akcent&jot ne tikai horizontalas, bet ar1 vertikalas lmijas u. tml. (E. Smilga rezijas
konteksta aktuals piemeérs — vacu rezisors Makss Reinhards, kur§ pieveérSas masu
mizanscénu iestudé$anai ekspresionisma tedtra estétika®’).

Teju visam E.Smilga kopa ar F. Ertneri iestudétajam 20. gadsimta 20. — 30. gadu
izradem pamata ir §veicieSu komponista, miizika un pedagoga Emila Zaka-Dalkroza
eiritmijas elementi*®. Zaka-Dalkroza ritmiskie vingrojumi® izmantoti ari F.
Ertneres vaditajas kustibu stundas’’, trengjot aktieru muzikalitati, ritma izjiitu un
kustibu koordinaciju. Ka otrs fundamentals Dailes teatra kustibu valodas ietekmes
avots minama fran¢u miizika un muzikas pedagoga Fransua Delsarta izstradata Zestu
sisttma, kuras pamata ir ripigos dzives ve€rojumos izstradata cilvéka Zestu
klasifikacija®. Dailes tedtra 20.-30. gadu izrazu mizanscénas aktudla ari Delsarta
ideja par to, ka cilveka krustojas divas linijas: horizontala jeb jutu linija un vertikala
jeb gariga Iinija. Ar1 Dailes teatri, Eduardam Smilgim kopa ar Jani Munci tehniski
“salauzot” skatuves Iidzeno gridu un izveidojot tai vairakus Itimenus jeb pakapes, tieck
rasta iesp€ja daudzveidigakam aktieru kustibam un grup€jumiem ne vien horizontala,
bet ari vertikala Iinija>, izrazu mizanscénas aktualizgjot horizontales un vertikales
idejas. Ar laiku, kad nostiprinas Dailes teatra aktieru tehniska meistariba un izrades

7 Skat, pieméram, Styan J.L. Max Reinhardt — C.: Cambridge University Press, 1982, vai Radzobe S. Makss Reinhards
// Radzobe S. (zin.red.) 20. gadsimta tedtra rezija pasaulé un Latvija — R.: Jumava, 2002, 504.-543. Ipp.

* Kak-Jlanekpos 3. Pumm — Mocksa: Knaccuka-XXI, 2002.

* Dalcroze E.-J. Rhythm, Music, and Education — NY &London, G.P.Putnam’s Sons, 1921.

*% Ingham B.P. The Method: Growth and Practice // The Eurythmics of Jaques-Dalcroze — Wildside Press LLC, 2007,
pp- 24-27.

> Hausmanis V. Sarunas ar Felicitu Ertneri — R.: Liesma, 1977, 20. Ipp.

*2 Thomas H. Dance, Modernity and Culture — London&NY: Routledge, 2003, p. 48.

> Jeger-Freimane P. Eduarda Smilga inscengjumi Dailes teatri // Eduards Smilgis un vina darbs — R.: biedriba “Dailes
teatris”, 1937, 100. Ipp.
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iegist maksliniecisku briedumu, 1idzas masu kustibu partitiirai tiek attistita ar1 cita
skatuves kustibas linija — individuala kustibu partitiira, kura aktiera uzdevums ir
radoS$i paust atveidota t€la ieks€jas sajiitas ar kustibu un Zestu palidzibu.

E. Smilga izrazu individualas kustibu partitiiras izveidé minami divi iedvesmas
avoti: (1) Fransua Delsarta izstradata Zestu teorija; (2) stiliz€ts delartiskas komédijas
speles stils, kura galvenie kustibu veidoSanas principi ir fiziskums un radoSa
improvizacija.

3.4. “Makslinieks Oto Skulme un modernisma gleznieciba” — apaksnodala
pétits Dailes teatra makslinieka-dekoratora Oto Skulmes radoSais darbs modernisma
glezniecibas konteksta. Budams viens no vadoSajiem latvieSu modernisma
glezniecibas maksliniekiem™, O. Skulme arT savas darbibas laika Dailes teatr (1926-
1947) izrazu dekoracijas 1idzas realisma elementiem ievie§ modernisma glezniecibas
(ipasi kubisma®) principus™. O. Skulme savus ka Dailes teatra makslinieka principus
balsta sintetiska teatra ideja: “Mans merkis pie izrades ar€ja izveidojuma radiSanas ir
bijis likt galveno pamatu izrades formai ka scéniskas telpas logiska izveidojuma
logiskam atrisinajumam, kas butu pilnigd kontakta ar pargjiem sceniskiem
elementiem.””’ Vienlaikus O. Skulme $aja raksta formulé ideju par dekoracijam ka
kinétisku skatuves elementu, kas lauj Dailes teatra makslinieciskos principus saistit ar
E. G. Kreiga, A. Apias u. c. skatuves telpas novatoru idejam™. O. Skulme veidojis
kosttimus un skatuves noform&umu gandriz 200 Dailes teatra iestudéjumiem. O.
Skulmes jaunpienesums Dailes teatra izrazu dekoracijas ir saistits ar kubisma
estétiku, kuras ietekmé fragmentarisma principu, kas bija raksturigs J. Munca
veidotajam dekoracijam, nomaina plasas Iinijas un laukumos stilizétas dekoracijas —
spilgtas krasas nomaina mierigi zemes toni, ornamentali sikus skatuves gleznojumus
— asketiskas, monumentalas dekoracijas ar skaidri iezimétam vertikalam Iinijam, kas
ir raksturigas modernisma teatrim’’. Lidzas realisma un kubisma elementu sintézei O.
Skulmes scenografija aktualas ar1 modernisma avangardisko kustibu —
konstruktivisma un futlirisma — iezimes.

3.5. “Muzikas konsultants Burhards Sosars un gaismu makslinieks Fricis
Lepnis: Riharda Vagnera Gesamtkunstwerk” — apakSnodala pieversas [idz §$im maz
pétitajai muzikas un gaismu nozimei Dailes teatra 20. gadsimta 20. — 40. gadu
izrades, konkreti, komponista Burharda Sosara un gaismu makslinieka Frica Lepna
radoSajam darbam. TieSi muzika un gaismas kliist par tiem saistelementiem, kas E.
Smilgim lauj sintezet visus izrades Itmenus, radot iestudéjumu ka harmoniski vienotu
makslas darbu, kura visi Itmeni paklauti rezisora iecerei. E. Smilga rezija aktualais
sintétiska jeb sintézes teatra princips tipologiski saistits ar Riharda Vagnera
Gesamtkunstwerk jeb Totala makslas darba ideju®. Gaismu makslinieks Fricis Lepnis

> Lemberga D. Klaiskais modernisms Latvijas gleznieciba 20. gadsimta sakuma — R.: Neputns, 2016, 84.1pp.

> Chilvers 1. (ed.) The Oxford Dictionary of Art — O.: Oxford University Press, 2004, pp. 184-185.

*0 Siling J. Otto Skulme // Ilustréts Zurnals, 01.07.1926, 213. Ipp.

°7 Skulme O. Par Dailes teatra argjo scénisko izveidojumu // Dailes teatra desmit gadi — R.: biedriba “Dailes teatris”,
1930, 54. 1pp.

> Beacham R. C. Adolphe Appia: Artist and Visionary of the Modern Theatre — London&NY: Routledge, 2013.

* Fisher-Lichte E. History of European Drama and Theatre — London&NY: Routledge, 2004, p. 285.

% Wagner R. Gesammelte Schriften und Dichtungen, bd. 3 — Leipzig: Fritzsch, 1887.



20. gadsimta 20.-30. gados ar Kultiiras fonda atbalstu devies celojumos uz Eiropu, lai
iepazitos ar moderno skatuves apgaismosanas tehniku®', ka ari pasititu jaunakas
apgaismosSanas iekartas. Par revoluciju lidzSingja Latvijas teatr1 klust E. T. A.
Hofmana “Kapelmeistara Kreislera briniSkigo piedzivojumu” iestud&jums (1922), kur
F. Lepnis ar jauniegiito apgaismoSanas tehniku isteno ekspresionisma teatrim
raksturigu gaismosanas stilu®. ST gaismoganas tehnika driz vien kliist par tradicionalu
Dailes teatra izrazu elementu. Savukart Dailes teatra komponista Burharda Sosara
vadiba pamazam paplasinds teatra muzikala dala®, dzivajai mizikai kldstot par
arvien butiskaku izrazu elementu, tapat Sosara vadiba izkoptas Dailes teatra aktieru
vokalas spé€jas. B. Sosara radoSaja darba saskatami divi butiski principi: (1) Tapat ka
citos E. Smilga iestud&to izrazu ltmenos, ari B. Sosara kompong&tajos skandarbos
aktuala pagatné eksistéjuSu muzikas formu stilizacija (spele ar dazadu stilu, Zanru un
laikmetu miuzikas elementiem); (2) Sosara komponéta miizika funkcioné ka organisks
izrazu elements, sapliistot ar citiem izrades limeniem (runato vardu, aktieru kustibu
partitiiru, vizualo noform&jumu) vienota atmosfera.

Attistoties gaismoSanas un muzikas tehnikai, Dailes teatra izradés arvien
izteiktak iesp&€jams runat par vienlidzigu visu izrades limenu izmantojumu un lidz ar
to konstatét neapSaubamu vacu komponista un miizikas teorétika Riharda Vagnera
izstradata Gesamtkunstwerk jeb Totala makslas darba koncepta ietekmi uz E. Smilga
reziju. E.Smilga darba aktualais sint€zes princips vipa iestudéjumos biezi vien
izpauZzas apzinata vizualo un audialo izteiksmes Ilidzeklu saskanojuma, kas uz
skatitajiem atstaj specigu iespaidu gan emocionala, gan psihofiziska Itmeni. E.
Smilga izrad€s saskatama ietekme no 19.gs. beigas Rietumeiropa un Krievija aktualas
sinestezijas teorijas — idejas par miizikas, gaismu un krasu simbiozi, kas uz skatitaju
atstaj 6p4)sihoﬁzisku iespaidu, iedarbojoties ne tikai apzipas, bet arl zemapzinas
Iiment".

4. nodala. Klasisko teatra modelu stilizacija Eduarda Smilga rezija

Ceturta nodala apliiko klasisko teatra modelu (Austrumu teatra elementu, italu
delartiskas komédijas u. c.) stilizacijas panémienus Eduarda Smilga rezija, p&tot, ka
Sie pan€mieni izmantoti Smilga izrades.

Apaksnodala 4.1. “Stilizacijas princips” sniedz visparigu ieskatu stilizacijas
principa® izmantojuma E. Smilga rezija, saistot to ar Rietumeiropas un Krievijas
modernisma teatra kontekstu un misdienu teatra zinatnieku teor€tiskajiem
konceptiem. 19. gadsimta beigas un 20. gadsimta sakuma Rietumeiropas un Krievijas

o' Cedrins V. 25 gadi Dailes tedtra apgaismotaja loza / Briva Zeme, 02.12.1938, 16. Ipp.

%2 Kundzing K. Latviesu tedtra vésture, 2. s&j. — R.: Liesma, 1972, 319. Ipp.

% Straupeniece A. Neizzinatais Burhards Sosars // Tekila: LKA Tedtra un kino lasijumi — R.: Mansards, 2010,124. Ipp.
 Wiinsche I. Seeing Sound — Hearing Colour: The Synaesthetic Experience in Russian Avant-Garde Art // de Mille C.
(ed.) Music and Modernism, c. 1849-1950 — Cambridge: Cambridge Scholars Publishing, 2001, pp. 81-107.

% Pavis P. Dictionary of the Theatre: Terms, Concepts, and Analysis — Toronto: University of Toronto Press
Incorporated, 1998, p. 372.
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modernisma teatr nebijuSu uzplaukumu piedzivo aizgajuso teatra laikmetu estetikas
atdzimsSana jauna, transformeta forma.

Pagatnes mantojums un tradicijas modernisma maksla tiek izmantots divos
veidos: (1) rekonstrugjot jeb autentiski atjaunojot (spilgts modernisma teatra piemers
— krievu rezisora Nikolaja Jevreinova “Senais teatris” (1907-1908), kura divas
darbibas sezonas tiek rekonstruétas dazadas viduslaiku un renesanses teatra formas,
ka ar anglu aktiera un reZisora Viljama Poula (William Poel) veiktie V. Sekspira
lugu iestud&jumi, kas veidoti, autentiski rekonstrugjot Elizabetes laika teatra izrazu
formu); (2) stilizjot jeb izmantojot kada noteikta makslas veida/laikmeta elementus
sava laika makslas konteksta (stilizacijai pastiprinati pieverSas tadi rezisori ka Makss
Reinhards Vacija, Vsevolods Meierholds un Aleksandrs Tairovs Krievija, Zaks Kopo
Francija u. c.).

Modernisms ka eklektisks dazadu makslas virzienu apvienojums postulé
estetisku daudzveidibu — arvien aktualaka kliist dazadu makslas un kulttras tipu jeb
slanu sajaukSanas, t.s. elitaraja jeb augstaja maksla izmantojot zemas makslas
elementus, piemé&ram, viduslaiku laukumu teatra, karnevala kultiiras elementus, cirka
estétiku, dazadu tautu folkloras elementus, t.sk. ritualo pieredzi, u. tml. Vienlaikus
modernistu veiktie stilizacijas m&ginajumi balstiti sint€zes ideja — viena makslas
darba var tikt apvienotas dazadu laikmetu dazadas teatra formas, radot jaunu,
originalu estetisku eksperimentu.

Dailes teatra 20. gs. 20. — 30. gadu izrad@s stilizacijas princips izmantots tris
veidos: (1) dazadu teatra vestures laikmetu atdzivinasana moderna skatuves valoda
(antikais teatris, Elizabetes laika teatris, spanu renesanses Zelta laikmeta, italu 16.gs.
delartiska komédija u. ¢.)*%; (2) eksperimentos ar Austrumu tedtra formu (E. Smilga
rezija Austrumu teatra estetikas un filozofijas izmantojums aktuals laika no 1923. Iidz
1928. gadam); (3) meginajumos laikmetiskot jeb parcelt uz 20. gs. laiktelpu citos
laikmetos tapuSus literaros darbus (pieméram, Viljama Sekspira lugu uzvedumos
20.gs. 30. gados).

Apaksnodala 4.2. “Austrumu teatra elementu stilizacija” pétita E. Smilga
pieveérSanas Austrumu teatra formu stilizacijai. 20. gs. pirmajas divas desmitgades
gan Rietumeiropas, gan Krievijas modernisma teatri vérojama vispargja interese par
orientalismu un dazadam Austrumu kulttiram, kas rezult€jas gan novatoriskos rezijas
darbos, gan jaunu aktiersp€les un kustibu partitiru veidoSanas tehniku izstrade. Vacu
teatra zinatniece E. FiSere-Lihte norada, ka §T interese par Austrumu kultiiru saistita
ar 20. gs. sakuma aktudlo Rietumu teatra kultiiras atjauno$anos jeb re-teatralizaciju®

66 Skat., pieméram, J. Munéa rakstitas Dailes tedtra izrazu ekspozicijas, ka: Muncis J. Kalderona de la Barkas “Salemas
tiesnesis” Dailes t., ekspozicijas apraksts, 1920. RMM arhivs, Inv. Nr. 202.819; Muncis J. T. Bernara “Divas piles”
ekspozicija, 1924. RMM arhivs, Inv. Nr 233.914; Muncis J. Ekspozicija un skices iestudéjumam “Svéta Jekaba
celojums”, 1923. RMM arhivs, Inv. Nr. 233.899; Muncis J. E. Harta “Nerrs Tantris” visparéja ekspozicija Dailes teatrT,
1921. RMM arhivs, Inv. Nr. 202.815; Muncis J. Ekspozicija Hazeltona un Benrimo “Dzeltenais gérbs” Dailes teatri,
1923. RMM arhivs, Inv. Nr. 238.193; Muncis J. V. Sekspira “Liela bréka, maza vilna” ekspozicija, 1923. RMM arhivs,
Inv. Nr. 202.812; Muncis J. Ekspozicija L. Tika “Runcis zabakos” Dailes teatr1, 1922/1923. RMM arhivs, Inv. Nr.
233.902; Muncis J. R. Blaumana “Skroderdienas Silmacos” vispargjas ekspozicijas apraksts, 1923. RMM arhivs, Inv.
Nr. 202.806; u. c.

%7 Fischer-Licthe E. Interculturalism in Contemporary Theatre // Pavis P. (ed.) The Intercultural Performance Reader —
NY &London: Routledge, 1996, p. 30.



— apzinatu jaunu izteiksmes formu meklésanu, attalinasanos no psihologiska teatra un
pieverSanos dazadiem ar teatra ka vizualas makslas eksperimentiem, pastiprinot
fiziskas kustibu partitiras, scenografijas, gaismu, kostimu u. c. izrades véstijuma
elementus, bet mazinoties teksta nozimei izrades struktiira. Sie principi izteikti
verojami ar1 Eduarda Smilga rezija. 20. gadsimta 20. — 30. gados E. Smilga rezija top
vairak neka astopas Austrumu tematikai veltitas izrades, kuras lielakoties var runat
par dalgju Austrumu teatra formu stilizaciju. “Orientalas tematikas” izraZzu pamata
izmantota dramaturgija, kas tikai pastarpinata veida saistita ar Austrumu teatri — tie ir
dazadas kvalitates austrumu siZetu parstradajumi, kuru autori ir eiropiesi vai
amerikani. L1dzigi ka citi Rietumeiropas un Krievijas modernisti, E. Smilgis orientalo
tematiku izmanto ka ierosmes avotu visparigiem estétiskiem eksperimentiem,
meklgjot no tradicionalas, t. 1., realistiskas teatra valodas atskirigus izteiksmes veidus.
gajﬁs 1zradés liela nozime savam laitkam eksotiskai, t. 1., orientaliskos motivos
veidotai scenografijai, kosttmiem, kustibu partitiirai un muzikalajam noform&jumam.
E. Smilga veikto Austrumu teatra formu stilizacija parliecinos$i iesp&jams runat par S.
Radzobes formuléto dekorativo stilizaciju® — Dailes tedtra 20. gadsimta vidus
izradem kopuma raksturigi sava laika teatrim netipiski, eksotiski estetiskie
eksperimenti, ar netradicionalu izrazu vizualitati cenSoties pieradinat pie realisma
teatra pieraduSos skatitajus, tadeél orientalie motivi vispirms kalpo par spécigu
izteiksmes lidzekli, ar kuru pievilinat un vizuali parsteigt skatitajus laika, kad teatra
finansialie apstakli ir sarezgiti. No otras puses, vairakas izrad€s atseviskos Itmenos
(pieméram, aktiersp€le), bet viskonceptualak un pilnigak — 1923. gada tapusaja izrade
“Dzeltenais gerbs” — nenoliedzami konstat€jams apzinats un konkréts Austrumu
teatra formu izmantojums modernisma teatra koordinates®.

Apaksnodala 4.3. “Delartiskas komédijas tradicijas izmantojums” pieverSas
E. Smilga rezija aktualajiem eksperimentiem ar italu 16. gadsimta delartiskas jeb
masku komédijas elementiem. Delartiskas komédijas tradicijas E. Smilga rezija
aktualas vairakos Itmenos: (1) Ka ietekmes avots specifiska aktierspéles stila izveidg,
kas balstits groteska mimika, Zestu un kustibu partitira; (2) Ka izraZzu organizacijas
princips — iedvesmojoties no delartiskas komédijas komisko personazu zanni jeb
kalpu maskam, E. Smilgis, Iidzigi ka krievu rezisors V. Meierholds, izrad€s ievies
skatuves iekartotajus, kas funkcioné ka skatitaju izklaidetaji un skatuves darbibas
vaditaji; transforméta forma delartes tradicijas aktualas ar1 Dailes teatra izrades
ieviestajas muzikalajas intermedijas — kuplejas; (3) Ka dazadu laikmetu un Zanru
literaro darbu interpretacijas modelis — delartiskas kom&dijas principi, ko E. Smilgis
sadarbiba ar J. Munci pieméro gan latvieSu, gan arzemju autoru literarajiem darbiem,
ne tikai izce] jau pasos tekstos aktualos delartes elementus, bet bieZi vien liecina par
radoSiem reZijas eksperimentiem, piemerojot delartiskas komeédijas principus
darbiem, kuri pasi par sevi nav tiesi saistiti ar delartes tradiciju, tau pielauj Sadas
interpretacijas iespéjas. J. Munca teorétisko uzskatu ietekmé E. Smilga 20. gadsimta

68 Radzobe S. Krievijas rezija (1900-1945): galvenas tendences // Radzobe S. (zin. red.) 20. gadsimta tedtra rezija
pasaulé un Latvija — R.: Jumava, 2002, 232. Ipp.

% Muncis J. Ekspozicija Hazeltona un Benrimo “Dzeltenais gérbs” Dailes teatri, 1923. RMM arhivs, Inv.

Nr. 238 193.
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20. gados tapuSajas izradés biezi izmantoti tadi delartiskas komeédijas principi ka
izrades personaza veidoSana péc delartiskas komédijas telu (kalpu, kungu, miletaju
masku) sisteémas, improvizacija, akrobatisku elementu izmantojums kustibu partitiiras
veido$ana u. c. Sajas izrades véstijuma galvenais elements ir fiziskums — teksta vieta
par galveno izteiksmes lidzekli kliist aktiera kustibas, mimika, Zesti, kas veidoti pec
delartes principiem — aktieri uz skatuves dzied, dejo, met ritentinus, izpilda dazadus
lazzi jeb fiziskas darbibas balstitus jokus, kas ir raksturigs italu 16. gs. masku
komédijas izrazu elements. Ipasi izcelami gadijumi, kad E. Smilgis kopa ar J. Munci
veic latvieSu dramaturgijas delartizacijas eksperimentus. Delartizacijai tiek paklautas
R. Blaumana, A. Alunana, A. Brigaderes lugas, ari bralu Kaudzisu romans “Meérnieku
laiki”, un Sajos iestudejumos aktuals delartiskas komeédijas tehnikas (bufonades,
fiziskuma, improvizacijas u. c. elementu) apvienojums ar izteikti nacionalu jeb
etnisku estetiku. LatvieSu autoru darbu delartizacijas versijam raksturigs ne tikai
konkréts vizualais veidols (dekoracijas — stiliz€ta Latvijas lauku vide, kostimos —
stilizéti tautas terpi), bet ari latvieSu folkloras etnografiskaja mantojuma balstita
kustibu partitira, kura izmantotas dazadas tautas rotalas un dejas, kas veiksmigi
pielagotas delartes kustibu veidosSanas principiem. Lidz ar to Dailes teatra deklaracija
postulétais méginajums radit “latvisku komé&dijas stilu””® konceptuali realizéts,
delartiskas komeédijas estétiku 1stenojot izteikti nacionala forma.

E.Smilga izrad€s delartiskas komé&dijas tradicijas izmantojums visvairak aktuals
lidz 1926. gadam, kad Dailes teatr1 par teatra teorétiki un makslinieku strada Janis
Muncis. Saja laika delartiska kom&dija tiek padarita par Dailes teatra izrazu estétisko
sistému — delartes elementu piemerojums visdazadako Zanru, struktiiras un tematikas
literarajiem darbiem liecina par apzinatu spé€les principa istenoSanu, delartiskas
komeédijas tradiciju izmantojot ka avotu jaunas, no realisma atSkirigas, teatralizetas
skatuves valodas radiSanai.

Apaksnodala 4.4. “Klasikas darbu modernizacijas stratégija® pétita
modernizacijas tendence E. Smilga rezija, konkréti, E. Smilga modernizgetie klasikas
darbu iestudejumi, parcelot to darbibu uz sava laika realitati. Modernizacija 20.
gadsimta 20. — 30. gados ir vispariga prakse Eiropas, Krievijas un pat Baltijas valstu
modernisma teatri, $ie eksperimenti Tpasi aktuali klast Viljama Sekspira
dramaturgijas iestudgjumos. Sekspirologs Hju Greidijs (Hugh Grady) pétijuma
“Sekspirs un modernisms” (2001) uzsver, ka modernisma teatri Rietumeiropas un
Krievijas teatri valda tendence Sekspira darbus interpretét jauna veida: “Sekspira
teksti tika “telpiskoti” — lasiti nevis ka narativi, bet simbolu, mitu un metaforu
valoda””', t. i., siZeta izstasti§anas vieta skatitdjiem piedavajot sava laika realitates
konteksta aktualus simbolus. Ka spilgts pieméri Sai tendencei minams amerikanu
avangarda teatra rezisors Orsons Velss (Orson Welles), kur§, pieméram, 1936. gada
“Makbeta” darbibu no Skotijas parcelot uz Haiti, izrades ansamblim atlasot tikai
afroamerikanu aktierus un izmantojot vudu lelles, savukart 1937. gada, Nujorkas

™ Dailes teatra meérkis, 1932. RMM arhivs, Inv. Nr. 237865.

"' Grady H. Modernity, modernism and postmodernism in the twentieth-century’s Shakespeare // Bristol M. D.,
McLuskie K. (ed.) Shakespeare and Modern Theatre: The Performance of Modernity — London&NY: Routledge, 2001,
p. 24.



Merkirija teatrt uzvedot “Juliju Cezaru”, uz skatuves Romas imperatora Jilija Cézara
varu mérktiecigi asoci€ ar Italijas diktatora Musolini rezimu, karavirus iegerbjot
fagistu uniformas. P&tijuma “Sekspirs ar Baltijas akcentu” (2015) teatra zinatniece
Guna Zeltina, gan nepiedavajot sikaku analizi, velk paral€les starp Smilga
cksperimentalajiem Sekspira lugu iestudéjumiem un igaunu reZisora Voldemara
Metusa radogajiem eksperimentiem.””

Modernizacijas tendence, parnesot lugu darbibu uz sava laika realitati, aktuala
vairakos E. Smilga 20. gadsimta 20. — 30. gados veidotajos latvieSu un arzemju
klasikas darbu iestudéjumos”. Par konceptudlakajiem §is tendences piemériem
uzskatami divi 20. gadsimta 30. gadu sakuma tapusie Viljama Sekspira komédiju
iestudgéjumi — “Liela bréka, maza vilna” (1930), kam E. Smilgis devis nosaukumu
“Amors uz drednauta”, parcelot izrades darbibu uz moderna karakuga klaja™, un
“Sapnis vasaras nakti” (1931), kur darbiba situgta sporta stadiona”. Tipologiski
lidzigu eksperimentu E. Smilgis m&gina veikt jau 20. gadsimta 20. gadu vida, 1926.
gada pirmo reizi iestudéjot Raina lugu “Sp€l€ju, dancoju”, Raina velnu rijas ainu
estetiski un filozofiski risinot ka uzdzivi moderna bara. Lidzigi 1939. gada H. Ibsena
“Pera Ginta” uzveduma risinata aina Dovres karala pils zal€, interpret€jot to ka
modernu uzdzivi ar laikmetigi geérbtam réviju maksliniecém, frakotiem kungiem un
jautru miiziku’®. Paraléles ar sava laika realitati aktualizétas arf 1940. gada marta
pirmizradi piedzivojuSaja vacu rakstnieka Johana Volfganga Gétes lugas “Fausts”
iestudgjuma’’, kur, lidzigi ka “Spéléju, dancoju” pieméra, E. Smilgis brivi jauc
dazadu laikmetu stilistiku, kas aktuala jau Getes lugas darbibas vietu mainas, aptverot
laiku no Senas Griekijas Iidz viduslaikiem. Kaut arT E.Smilgis “Fausta” darbibai liek
norisinaties parlaiciga, universala laiktelpa, cenSoties uz skatuves iemiesot Gétes
darba metafizisko raksturu, rezisors atseviskas ainas darbibu neparprotami parnesis
uz sava laika realitati, konkréti, uz 20. gadsimta 30. gadu moderno sabiedribu,
pieméram, raganu k&ka ainai, tapat ka Raina lugas “Spéel€ju, dancoju” velnu rijas
aina, liekot norisinaties moderna bara’®.

E. Smilga veiktas novatoriskas lugu transformacijas, parnesot to darbibu uz sava
laika realitati, ir pirma $ada veida prakse Latvijas teatra vestur€, kas apliecina ne tikai
rezisora spilgto fantaziju, bet art moderno pieeju klasikas parinterpretacija. No vienas
puses, modernizacijas tendence saistama ar pasaules ekonomiskas krizes ietekmi,
meklgjot netradicionalus izteiksmes lidzeklus, ar kuriem piesaistit skatitajus, no otras
puses, ta uztverama ari ka konceptuala makslinieciska stratégija, klasikas
iestud&jumos aktualizgjot sava laikam aktualas idejas”.

72 Zeltina G. Sekspirs ar Baltijas akcentu — R.: LU LFMI, 2015, 303. Ipp.

7 Pieméram, Raina “Spélgju, dancoju” (1926), H. Ibsena “Pérs Gints” (1933) u. c.

™ Kroders R. Sekspira kabarejs Dailes teatri // Pirmdiena, 06.10.1930, 8. Ipp.

> Grots J. Modernizétais Sekspirs Dailes tedtiT // Socialdemokrats, 19.09.1931, 3. Ipp.

70 Strauts K. Henrika Ibsena Péra Ginta inscengjums Dailes teatri // Daugava, 1939, Nr. 4, 399. Ipp.

"7 (bez aut.) Gudrinieks Fausts — Dailes teatri // Vecais Siksparnis, 12.04.1940, 5. Ipp.

™ Veselis J. Gétes Fausts // Sgjéjs, 1940, Nr. 4, 433. 1pp.

7 Sis princips sasaucas ar teatra zinatnieka Jana Kota t&zi par Sekspira lugu varoniem ka skatitaja laikabiedriem, skat.:
Kott J. Shakespeare Our Contemporary — London: Methuen and Co Ltd, 1964.
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SECINAJUMI

1. Kaut arT Latvija ar modernisma teatra eksperimentiem 20. gadsimta 20. gados
nodarbojas vairaki makslinieki (ar ekspresionismu aizraujas rezisore Anna Lacis un
Rigas Stradnieku teatra reZisors Jurijs Jurovskis, simbolisma estetika darbojas
Intimais teatris Birutas Skujenieces vadiba u. c.), Eduards Smilgis un vina vaditais
Dailes teatris ir pirmais konceptuali un konsekventi modernisma estétika stradajosais
teatris Latvija.

2. E. Smilga 1920. gada dibinatais Dailes teatris darbojas pec sintStiska teatra
principiem — katram izrades lIimenim (kustibam, izrades vizualajam noform&jumam,
mizikai, gaismam utt.) pieaicinot konkretas nozares specialistu — maksliniecisko
konsultantu, kas darbojas rezisora-inscenétaja vadiba, E. Smilgim sava rezijas darba
1zdodas 1stenot modernisma prasibu p&c visos izrades limenos saskanota makslas
darba, atseviskajiem iestudéjuma elementiem nekliistot par pasSmerki, bet ieklaujoties
kopg€ja vestijuma.

3. E. Smi]ga Dailes teatra pamata ir modernisma teatrim raksturiga prasiba péc
jauna tipa — fiziski, pat akrobatiski trenéta, vokali un plastiski izkopta, ar fantaziju un
improvizacijas prasmém apveltita — aktiera. E. Smi]ga iestudéjumos aktieris ir biitisks
skatuves telpas elements, par izrades vestijuma veidotajiem kliistot masu mizanscénu
zimgjumam (piemeram, veidojot protagonista — pila pretnostatijumu) un aktiera
individualajai kustibu partitlirai (Zestam, mimikai un dejai klistot par bitiskiem
aktiersp€les instrumentiem, kas manifeste t€la apzinas/zemapzinas procesus).

4. 20. gadsimta 30. gadu beigas E. Smilga rezija ieZimé makslinieciska rokraksta
mainu — savdabigu modernisma un psihologiska teatra estEtikas simbiozi,
makslinieciski visparinata (t. i., stilizéta) izrades forma ievietojot psihologiski
veidotus aktierdarbus (raksturigakie pieméri — R. Blaumana “Pazudusa dela” (1936)
un “Uguni” (1938) uzvedumi); $1 paradigmas maina saistita ne tikai ar Dailes teatra
makslinieciska kursa nostabilizéSanos péc 20. gadiem ka nosacita formas
eksperimentu laika, bet arT ar pasa modernisma ka makslas tipa ieieSanu beigu faze.

5. E. Smilga 30. gadu beigas tapusajas izrades iesp&jams saskatit tipologisku
saistibu ar eksistencialismu (ar to saprotot eksistencialisma virzienam raksturigas
pazimes, kas attiecinamas ne tikai uz §1 makslas virziena aktivo posmu); vistieSak E.
Smilga rezija to pierada pareja no masu noskapojuma diktétas iestudéjuma argjas
formas uz individa iekS€jas pasaules — gan apzinas, gan zemapzinas — att€élojumu
pretstata apkart€jas pasaules subjektivitatei.

6. E. Smilga rezijas rokraksta veidoSanos ietekmé ne tikai vipa personigie kontakti
ar Rietumeiropas un Krievijas modernisma maksliniekiem (M. Reinhardu, A.
Tairovu, M.Cehovu, N. Jevreinovu u. c.), bet arT pastarpinata veida — caur E. Smilga
konsultantiem — nodotie iespaidi: J. Munca ka Meierholda audzékna ietekmé Dailes
teatra 20. gadu pirmas puses izrades aktualiz€jas stilizeéts delartiskas komédijas
tradicijas pielietojums un V. Meierholda biomehanikas idejas konstruktivisma teatra



konteksta; F. Ertneres izglitibas un pieredzes rezultata Dailes teatra specifiskas
kustibu valodas izveidé saskatama tiesa ietekme no Emila Zaka-Dalkroza eiritmijas,
Fransua Delsarta Zestu teorijam u. tml.; makslinieks Oto Skulme 20. gadu beigas/ 30.
gados Dailes teatrT ienes modernisma glezniecibas (seviski kubisma) estetiku, kas lauj
attistit stilizacijas principu E. Smilga izrazu vizualaja noform&juma; savukart Dailes
teatra 1zradés aktualas miuzikas (komponists Burhards Sosars) un gaismu
(makslinieks Fricis Lepnis) simbiozeé saskatama gan R.Vagnera Gesamtkunstwerk
ietekme, gan sinestézijas idejas (V.Kandinska u. c. krievu modernistu ietekmg).

7. Krievijas un Rietumeiropas konteksta tipologiski visizteiktaka Iidziba velkama
starp E.Smilga Dailes teatri un A. Tairova Kamerteatri; abu teatru makslinieciskas
programmas vieno vairaki pamatprincipi: (1) par galveno pasludinata novérSanas no
literara (realistiska, teksta balstita) teatra tradicijas; (2) gan E. Smilgis, gan A.
Tairovs pieverSas dazadu makslas veidu (teatra, dejas, kino, muizikhola, cirka u. tml.)
sapludinaSanai izrades vestijuma; (3) gan Dailes teatris Riga, gan Kamerteatris
Maskava postule modernismam raksturigo prasibu péc fiziski izkoptas aktiera argjas
plastikas un jauna aktierspéles stila, kas balstits nevis realpsihologijas principos, bet
gan apzinata teatralizacija jeb makslinieciska izkapinajuma.

8. Lidzigi ka vadoSo Eiropas rezisoru-modernistu radosaja darba, ari E. Smilga
rezija aktuals stilizacijas princips, kas izpauzas gan ka dazadu klasisko teatra
laikmetu formu un tehniku (antika teatra, viduslaiku mistériju, Elizabetes laika teatra,
spanu zelta laikmeta teatra, italu 16. gadsimta delartiskas komédijas u. c.), ka ar1
sisttmu (Rietumu teatris — Austrumu teatris) izmantojums modernisma teatra
koordinates.

9. Paripasu E. Smilga un Dailes teatra novitati klust specifiska “latviska teatra stila”
(ipaSi nacionalas komédijas spéles stila) izstradaSana, sava laika moderna teatra
pan€mienus (pieméram, delartiskas komeédijas elementu stiliz€tu izmantojumu)
piemérojot ne tikai arzemju dramaturgijai, bet ari latvieSu klasiku (R.Blaumana, A.
Alunana, Raina u.c.) un laikabiedru dramaturgu darbiem.

10. Eiropas modernisma teatra konteksta Dailes teatris ieklaujas ka wunikals
eklektisma (ar to saprotot daZzadu stilu un avotu apvienosanu) paraugs: kamer ieprieks
Latvijas teatra zinatn€ E. Smilga Dailes teatra darbiba pétnieki saskatijusi atsevisku
modernisma virzienu (visbieZak — ekspresionisma) pazimes, promocijas darba pirmo
reizi pieradits, ka E. Smilga rezijas specifiku un novitati veido organiska dazadu
modernisma virzienu (ekspresionisma, simbolisma, moderno dejas teoriju, ari
konstruktivisma, futiirisma, eksistencialisma) iezimju sintéze; $1s pazimes E. Smilga
ka rezisora makslinieciskos principus lauj salidzinat ar citiem sava laika
modernistiem, vistieSak — ar vacu makslinieku Maksu Reinhardu, kura rezija savijas
realisma, naturalisma, simbolisma, ekspresionisma iezimes.
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SUMMARY

The Doctoral Thesis “Stage Directing of Eduards Smilgis and Modernism (1920-
1945)” is devoted to the stage directing of the outstanding Latvian theatre artist
Eduards Smilgis (1886-1966) in the context of the first half of the 20th century
Latvian and European theatre. The main object of the research is the work of Eduard
Smilgis in Daile (Art) Theatre, led by Smilgis since its foundation in 1920 until 1945,
when socialist realism became the only officially authorized method in Latvian art.
Unlike previous researches, that mainly focus on the work of Smilgis from a
biographical viewpoint or as a part of the overall history of Daile (Art) Theatre, the
Doctoral Thesis “Stage Directing of Eduards Smilgis and Modernism” is the first in-
depth historiographical research devoted specifically to the stage directing of Eduards
Smilgis. The aim of this research is to define and analyse the connection between the
aesthetics of Eduards Smilgis’ stage directing and the tendencies of the modernist
theatre in the first half of the 20th century (expressionism, symbolism,
constructivism, cubism, futurism, etc.), drawing specific parallels between the
theoretical views and practices of Eduards Smilgis and such modernist theatre artists
as Vsevolod Meyerhold, Alexander Tairov, Yevgeny Vakhtangov, Max Reinhardt,
Jacques Copot, Emile Jacques-Dalcroz, Frangois Delsarte, Adolphe Appia, etc.). The
thesis uncovers the idea of Eduards Smilgis as an eclectic modernist director who in
his work synthesises elements from expressionism, symbolism, constructivism, etc.,
creating a unique theatre aesthetics. Based on various written and visual historical
sources, the research reconstructs the performances of Eduards Smilgis from 1920s
until 1940s, proving their artistic significance both in the context of Smilgis' stage
directing, and the history of Latvian theatre.

Key words: Smilgis, Art Theatre, Modernist theatre, Synthetic theatre,

eclecticism, stylization



GENERAL DESCRIPTION
OF THE DOCTORAL THESIS

Topicality and scientific novelty of the Doctoral Thesis

The Doctoral Thesis “The Stage Directing of Eduards Smilgis and modernism (1920-
1945)” 1s devoted to the outstanding Latvian actor, director, theatre reformer Eduards
Smilgis (1886-1966), studying his directing in the context of Latvian and European
theatre in the first half of the 20th century. The Doctoral Thesis analyzes the work of
Eduard Smilgis at the Daile (Art) Theatre, led by Smilgis since its foundation in 1920
until 1945, when socialist realism became the only officially authorized method in
Latvian art. The significance of the research is related to the fact that the stage
directing of Eduards Smilgis has not been analysed in the context of modernist
theatre The starting point of the Doctoral Thesis was the article “Modernism in
Latvian Theatre (1920 - 1930)”® by Evita Mamaja, in which the authoress mentions a
few modernistic tendencies in the stage works of Eduards Smilgis, as well as the
publication “Daile Theatre” (1971) by Maris Grévins, in which the author explores
some features of expressionism and symbolism®' in the stage directing of Eduards
Smilgis.

Consequently, the scientific novelty of the thesis is related to three aspects. First of
all, this is the first in-depth research (focusing on the aesthetic tendencies, rather than
on biographical facts or the context of the overall history of Daile Theatre) on the
stage directing of Eduards Smilgis in Latvian theatre history. Secondly, the stage
directing of Eduard Smilgis is analyzed in the context of Western European and
Russian modernist theatre — for the first time in the history of Latvian theatre, Eduard
Smilgis is defined as a modernist theatre artist, in his stage works tracing tendencies
of such modernistic movements as expressionism, symbolism, constructivism,
cubism, futurism, etc., as well as drawing specific parallels between the theoretical
views and practices of Eduards Smilgis and such modernist theatre artists as
Vsevolod Meyerhold, Alexander Tairov, Yevgeny Vakhtangov, Max Reinhardt,
Jacques Copot, Emile Jacques-Dalcroz, Frangois Delsarte, Adolphe Appia, etc. The
authoress of the Doctoral Thesis also addresses the popular myth of Eduards Smilgis
as a ‘Romanticist’ that has been established in Latvian theatre science at various
periods (especially during Soviet times®’) and refers not to romanticism as an artistic
movement, but to the general appearance of form, visuality and the dynamics of stage
action in the performances of Smilgis. Thirdly, the study reconstructs stage
productions by Eduards Smilgis in the period between 1920s until 1945. Using
various historic written and visual sources, the authoress analyzes many
performances that previously haven’t been researched proving their artistic

% Mamaja E. Modernisms latviesu teatrT (1920-1930) / Radzobe S. (ed.) 20. gadsimta tedtra reija pasaulé un Latvija
—R.: Jumava, 2002, pp. 93.-124.

81 Grévins M. Dailes tedtris — R.: Liesma, 1971, p. 33.

8 Ibid., pp. 37.-38.
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significance both in the context of the stage directing of Eduards Smilgis and Latvian
theatre history.

The objective and tasks of the Doctoral Thesis

The aim of the Doctoral Thesis is to analyze the stage directing of Eduards Smilgis in
the context of modernism, proving that Smilgis is a consistent representative of
modernist theatre, as well as to highlight the specifics of his artistic handwriting.

The tasks of the Doctoral Thesis are subject to this aim:

1. To define and analyze the features of modernist theatre, their philosophical and
aesthetic functionality under the stage directing of Eduards Smilgis, by using
scientifically accurate theatre terminology;

2. To formulate the role and significance of Eduards Smilgis stage directing in the
history of Latvian modernist theatre;

3. To outline the connection between Eduards Smilgis and the Western European and
Russian Modernist Theatre — first, by studying the sources that influenced the
aesthetics of Eduards Smilgis stage directing; secondly, by identifying and analyzing
the typological similarities between the performances and artistic principles in the
stage language of Eduards Smilgis and other modernist theatre directors (such as Max
Reinhardt, Vesevolod Meyerhold, etc.).

Research methods

The methodology of this Doctoral Thesis combines several methodological
approaches: (1) historically genetic method has been applied, when reconstructing
the performances of Eduards Smilgis from various sources (explications of directing,
reviews, performance photographs, sketches of costumes and decorations, etc.); (2)
comparative method is used when comparing specific productions of Eduards
Smilgis with the works of other Western European and Russian directors, as well as
to find evidence of the influence of European modernist theatre authorities on the
artistic consultants of Eduards Smilgis (in particular by tackling the typological
similarities in the stage productions of Eduards Smilgis' productions and the
theoretical manifestos of Daile Theatre); (3) hermeneutics is used in the analysis of
the performances of Eduards Smilgis; (4) theatre semiotics is used to analyze the
functionality of different stage sign systems (light, music, movement, scenography,
etc.) or individual stage signs in the performances of Eduard Smilgis.

Sources of the Doctoral Thesis

The sources used in the study can be devided in several groups. Firstly, the stage
productions by Eduard Smilgis at the Daile Theatre have been reconstructed by
studying both the literary material (analyzing the strategies of the repertoire chosen
by E. Smilgis) and the aesthetic and philosophical changes in the stage productions of



Eduards during the interwar period (1920-1945). Secondly, this Doctoral Thesis is
based on the research of written and visual evidence connected not only to the stage
productions, but also the theoretical views of Eduards Smilgis (including the
theoretical reflections not only by Smilgis but also by his artistic consultants,
correspondence, manifestos of Daile Theatre (1920-1926), reviews and articles by
critics, etc.). Although the research uses some already approbated discoveries of
theatre scholars, it mainly consists of the analysis of unpublished or publicly
unavailable historic materials that have been studied in the Latvian Museum of
Literature and Music. Thirdly, the authoress has also researched the creative work of
other Latvian modernist theatre artists of the early 20" century, such as Biruta
Skujeniece, Anna Lacis, Jurijs Jurovskis, therefore defining the place of Eduards
Smilgis in the 1920s-1930s Latvian modernist theatre. Fourthly, for the first time in
Latvian theatre history, the authoress marks the place of Eduards Smilgis stage
directing in the context European Modernist Theatre by comparing the work of
Eduards Smilgis to the theoretical reflections and performances of other Western
European and Russian modernist theatre artists.

Approbation of the research

The subject of the Doctoral Thesis has been covered in 13 publications, 11
scientific papers read in conferences, 2 public readings, as well as 2 academic
study courses.

Publications:

1. Man — Theatre // Radzobe S. (ed.) 100 Outstanding Latvian Actors — Riga: UL
Press, 2018, pp. 838.-847 (In Latvian).

2. The principle of localization in the stage directing of Eduards Smilgis //
University of Liepaja, Current Issues of Literary and Cultural Research, 22 —
Liepaja: LiePA, 2017, pp. 413.-422 (In Latvian).

3. Eduards Smilgis and the Theatre of Future // Theatre journal Kroders.lv,
23.11.2016. Available: http://www.kroders.lv/peta/892 (In Latvian).

4. Eduards Smilgis and the Theatre of Future // Latvian Academy of Culture,
Conference Culture Crossroads collection of thesis, 2016 (In Latvian).

5. The transformation of the plays of Rainis in the stage directing of Eduards
Smilgis: The example of the play / played, I danced (1926, 1956) // Rainim 150
— Riga: Institute of Literature, Folklore and Art, University of Latvia, 2015, pp.
129.-136 (In Latvian).

6. Principles of Acting at the Daile Theatre and Modernism (1920s—1930s):
Felicita Ertnere’s Contribution to the Development of Movement Language //
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10.

1.

12.

13.

Latvian Academy of Culture, Culture Crossroads 2014 — Riga: Academy of
Culture, 2015, pp. 186.-193 (In Latvian).

Rainis’ views on the Ideal Theatre and the Theatre of Eduardis Smilgis //

University of Liepaja, Current Issues of Literary and Cultural Research, 21 —
Liepaja: LiePA, 2016, pp. 74.-80 (In Latvian).

The works of Riidolfs Blaumanis in the stage directing of Eduards Smilgis: the
context of modernism aesthetics // University of Liepaja, Current Issues of
Literary and Cultural Research, 20 — Liepaja: LiePA, 2015, pp. 244.-251 (In
Latvian).

Principles of Acting at the Daile Theatre and Modernism (1920s—1930s):
Felicita Ertnere’s Contribution to the Development of Movement Language //
Latvian Academy of Culture, Culture Crossroads 2014 collection of thesis —
Riga: Latvian Academy of Culture, 2014, pp. 20.-21 (In Latvian).

The play “Fire and Night” by Rainis in the stage directing of Eduards Smilgis
(1947): conflict-symbiosis of modernism and socialistic realism // Kursite J.,
Radzobe S. (ed.) LAIPA — Riga: UL Press, 2014, pp. 145.-158 (In Latvian).

The lexical substitution formulas for the notion of ‘modernism’ in the context
of Eduards Smilgis stage directing // University of Latvia, The importance of
context in the humanities, conference thesis, 2014 (In Latvian).

The comedy “Enchanted circle” by Andrejs Upits: two interpretations of one
play in the stage directing of Eduards Smilgis (1929, 1953) / The Memoir
Museum of Andrejs Upits, conference Andreja Upisa smaidosas lapas, 2013.
Avaliable: http://memorialiemuzeji.lv/wp-
content/uploads/2014/07/ieva_rodina_referatsl.pdf (In Latvian).

Russian Soviet Drama in Daile Theatre // Radzobe S. (ed.) 1945-1950:
Theatre, Drama, Criticism — Riga: UL Press, 2013, pp. 97.-104 (In Latvian).

Scientific conferences in Latvia and abroad:

1.

Latvian theatre director Eduards Smilgis in the context of European modernist
theatre: influences of the theatre of Vsevolod Meyerhold // conference
Transnational Influences: Theatrical Interactivity in the Nordic/Baltic Region
and Beyond, University of Helsinki (Finland), 22.03.2019.

The principle of localization in the stage directing of Eduards Smilgis. The
example of the interpretation of plays by William Shakespeare and Rainis //
conference Current Issues of Literary and Cultural Research, 22, University of
Liepaja (Latvia), 18.03.2016 (In Latvian).

Modernistic Transformations of William Shakespeare's Works in Eduards
Smilgis Stage Directing: “Much Ado About Nothing” (1930) and “A
Midsummer Night's Dream” (1931) // conference Old Masters in New



Interpretations, University of Warmia and Mazury, Olstin (Poland),
27.10.2015.

4. The transformation of the plays of Rainis in the stage directing of Eduards
Smilgis: The example of the play / played, I danced (1926, 1956) // conference
Rainim 150, Institute of Literature, Folklore and Art, University of Latvia,
Riga, Academic Library of the University of Latvia, 08.10.2015 (In Latvian).

5. Rainis’ views on the Ideal Theatre and the Theatre of Eduardis Smilgis //
conference Current Issues of Literary and Cultural Research, 21, University of
Liepaja (Latvia), 19.03.2015 (In Latvian).

6. Stylization principle in the stage directing of Eduards Smilgis: Eastern Theatre
// the 73" conference of the University of Latvia, section of the Faculty of
Humanities, Theatre and Film History and Theory, 26.02.2015 (In Latvian).

7. Principles of Acting at the Daile Theatre and Modernism (1920s—1930s):
Felicita Ertnere’s Contribution to the Development of Movement Language //
Latvian Academy of Culture conference Culture Crossroads 2014, 31.10.2014
(In Latvian).

8. The lexical substitution formulas for the notion of ‘modernism’ in the context
of Eduards Smilgis stage directing // conference The importance of context in
the humanities, University of Latvia, Faculty of Humanities, 09.05.2014 (In
Latvian).

9. The works of Ruidolfs Blaumanis in the stage directing of Eduards Smilgis: the
conctext of modernism aesthetics // conference Current Issues of Literary and
Cultural Research, 20, University of Liepaja, 28.03.2014 (In Latvian).

10. The comedy “Enchanted circle” by Andrejs Upits: two interpretations of one
play in the stage directing of Eduards Smilgis (1929, 1953) // conference
Andreja Upisa smaidoSas lapas, The Memoir Museum of Andrejs Upits,
11.12.2013 (In Latvian).

11. Russian Soviet Drama in Daile Theatre // 1945-1950: Latvian dramatic,
musical, puppet theatre, drama, theatre criticism, the 70" conference of the

University of Latvia, Faculty of Humanities, Theatre and Film History and
Theory, 28.02.2012 (In Latvian).

Public readings:

1. The Stage Directing of Eduards Smilgis and modernism (1920-1945): the
directions and problems of the research // Institute of Literature, Folklore and

Art, University of Latvia, scientific seminar Pétijuma poétika, Latvian National
Library, 27.01.2016 (In Latvian).
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2. Eduards Smilgis and the Theatre of Future // Latvian Academy of Culture,

scientific symposium Vade mecum, conference Culture Crossroads X,
05.11.2016 (In Latvian).

Academic study courses:

3. Latvian Theatre History I, University of Latvia, Faculty of Humanities, The
Bachelor Study Programme of Baltic Philology;

4. Latvian Theatre History II, University of Latvia, Faculty of Humanities, The
Bachelor Study Programme of Baltic Philology.



SUMMARY OF THE CONTENTS

The Doctoral Thesis consists of four chapters. The first chapter introduces the
Daile Theatre, founded by Eduard Smilgis, and its artistic principles. The second
chapter explores the factors that influenced the views of the theatre of Eduard Smilgis
(education, the early acting experience of Eduards Smilgis, his contacts with other
European modernist artists, etc.). The third chapter is devoted to the system of the
artistic consultants of Eduards Smilgis, as well as the influence of various European
modernist theatre tendencies, brought to Smilgis though each of the artistic consultant
and his or her educational or work experiences. The fourth chapter examines the
stylization techniques of classical theatre models (Eastern theatre elements,
commedie dell arte, etc.) in the stage directing of Eduard Smilgis. The thesis contains
also an introduction, conclusions, as well as a bibliography, including a list of the
performances, staged by Eduard Smilgis in the timeframe of 1920-1945, which
allows to grasp the extent of the research and provides a chronological overview of
the stage directing of Smilgis in the given period.

Introduction

The introduction of the Doctoral Thesis provides a general description of the
research, explains the topicality and novelty of the subject, sets the aim and tasks of
the research, outlines the problems related to the research topic, defines the
theoretical direction of this research, as well as gives an overview of the previous
researches on the topic of the stage directing of Eduards Smilgis.

Actor, director, theatre reformer Eduards Smilgis is one of the most frequently
studied personalities in Latvian theatre history, who has been at the center of
attention of theatre scholars, museum experts, journalists, etc. from his lifetime to the
present. In the spring of 1920, after returning to Riga from St. Petersburg, Eduards
Smilgis together with his associates founded his own theatre — Daile Theatre. Daile
Theatre was the first theatre in Latvia established with the aim of moving away from
the tradition of realism and following the aesthetic principles of modernism. In the
Doctoral Thesis, the term “modernism” is used to denote the type of art that emerged
in the 1890s and was relevant in Western Europe until the mid-20th century,
including such artistic movements as symbolism, expressionism, dadaism, futurism,
constructivism, surrealism, etc. Despite the differing of philosophical and aesthetic
views, all of these artistic movements embody a sense of modernity in art™. In the
Doctoral Thesis, the authoress highlights the contrast between the artistic principles
of the theatre of Eduards Smilgis (as member of the modernist theatre movement) and
realism (meaning theatrical forms that focus on the portrayal of life in itself,
following the mimesis principle of Aristotle and the illusion of the reality of the stage

% Berghaus G. Avant-Garde Performance — NY: Palgrave Macmillan, 2005, p. 13-14.
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production as a fiction of life®®). The stage directing of Eduards Smilgis is analysed
from the viewpoint of modernist theatre, therefore defining the novelty of his artistic
principles on the context of the previous, mainly realistic, Latvian theatre tradition.

One of the novelties of the Doctoral Thesis is related to the precise, consistent,
relevant usage of precise of theatre terminology, defining Eduards Smilgis as a
modernist theatre director and studying his stage directing in the context of
modernism aesthetics and philosophy.

Chapter 1. Daile Theatre, founded by Eduards Smilgis, and its artistic
principles

The first chapter of the Doctoral Thesis introduces the context of modernist
theatre in Latvia, and analyses the artistic principles of Daile Theatre, founded by
Eduard Smilgis, exploring the artistic manifestos, the 1920s — 1945 repertoire, as well
as the acting principles of the theatre of Eduards Smilgis.

The subchapter 1.1. “Modernism Theatre in Latvia at the time of the
foundation of Daile Theatre” gives an overview of the context and draws attentions
to the main artistic tendencies and personalities of modernist theatre both in Europe
and Latvia, outlining the context of the creative work of Eduards Smilgis. In
European theatre, the end of the 19" century marks the beginning of the era of the
stage directing, or modern theatre, shifting the focus from theatre as a stage reading
of literature, to a sovereign, original interpretation of the text in the language of
theatre. The subchapter outlines the emergence and development of modern theatre®,
starting with realism and naturalism as “pre-movements™*® of modernism, mentioning
the aesthetic tendencies of symbolism and the “free theatre movement”, initiated by
André Antoine and the Thédtre Libre in Paris, the strengthening of the psychological
theatre system by Konstantin Stanislavsky, as well as the following antagonistic
(non-psychological) theatrical movements in Russia (represented by such modernist
artists as Vsevolod Meyerhold, Alexander Tairov, Yevgeny Vakhtangov, etc.). The
contribution of such major Western European modernist theatre innovators (as
Edward Gordon Craig®’, Adolphe Appia®) to the reform of the performing arts is also
highlighted.

" Innes C. 4 Sourcebook on Naturalist Theatre — London&NY : Routledge, 2000, pp. 3-4.

% In the works of Western theatre scholars, the terms “modern theatre”, as well as “modern drama”, are used to define
the historical period since 1970s — 1980s, when various aesthetical processes of theatre and drama start to develop.
Although diverse and broad, what all these processes have in common, is, on the level of contents, a focus on the
depictions of life, society and modern human psyche, as well as, on the level of form, a pursuit of new means of
expression. See more, for example, in: Styan J.L. Modern Drama in Theory ad Practice: Realism and Naturalism — C.:
Cambridge University Press, 1991, pp. 1-2.

% Kennedy D. (ed.) The Oxford Companion to Theatre & Performance — O.: Oxford University Press, 2010, pp. 496-
497.

¥ Craig E. G. The Actor and the Uber-marionette / Huxley M., Witts N. (ed.), The Twentieth-century Performance
Reader — London&New York, Routledge, 2002, pp. 159-166.

% Appia A. Texts on Theatre — NY &London: Routledge, 2006.



The subchapter also outlines the context of modernist theatre in Latvia. Next to
Eduards Smilgis and Daile Theatre, in 1920s and 1930s significant figures in Latvian
modernist theatre are: Anna Lacis, a director who has worked in the aesthetics of
expressionism®, the poet and director Biruta Skujeniece and her Intimate Theatre,
based on the principles of symbolism”, director and actor Jurijs Jurovskis and the
artistic principles Riga Worker’s Theatre, based on the aesthetics of expressionism,
symbolism, as well as constructivism’'. On the context of these Latvian modernist
theatre examples, the significance of the stage directing of Eduards Smilgis and his
Daile Theatre emerges.

First of all, the organizational system created by Smilgis in Daile Theatre is
highly innovative. By involving in theatre making process artistic consultants of
various fields (choreography, music, stage design, lights, etc.), who are subordinate to
Eduards Smilgis as the grand-director’”, allowing the performance to be created as a
harmonious work of art.

Secondly, Daile Theatre is the first theatre in Latvia whose artistic principles are
formulated in a series of theoretical manifestos; furthermore, until the mid 1920s,
most of the artistic ideas behind the stage productions are protocolled on paper in the
theoretical explications written by the official theoretician of Daile Theatre — Janis
Muncis. Thirdly, in order to implement the artistic programme of Daile Theatre,
theatre-related actor’s courses are created, purposefully developing theatre artists
who are educated specifically for the ensemble of Daile Theatre. Fourthly, unlike
Anna Lacis, Biruta Skujeniece and Jurijs Jurovskis, who are all working in the frames
of the aesthetics of a specific modernist movement (symbolism or expressionism),
Eduard Smilgis, like other innovators of the European modernist theatre (for
example, Max Reinhardt in Germany, Alexander Tairov in Russia, Jaques Copot in
France, etc.) develops an eclectic and individual style of directing by synthesizing
elements of various modernist movements, such as symbolism, expressionism,
constructivism, cubism, futurism, even existentialism. All of the aforementioned
aspects of the stage directing of Eduards Smilgis are further discussed in the
following sections of the Doctoral Thesis, exploring the work of Eduards Smilgis as a
modernist theatre director in the timeframe of 1920 - 1945.

The subchapter 1.2. “The Artistic Objectives of Daile Theatre” tackles the
artistic objectives of Daile Theatre at the time of its foundation and further years. The
artistic programme of Daile Theatre is based on the principle of sovereignty,
postulating the creative freedom of theatre from any political processes’ . The content
of the manifestos of Daile Theatre clearly articulates the distinction between the

% See, for example: Lacis A. Vajatais teatris // Lacis A. Dramaturgija un tedtris — R.: Latvijas Valsts izdevnieciba,
1962, pp. 9.-40.

% Mamaja E. Modernism in Latvian Theatre (1920-1930) // Radzobe S. (ed.) 20. gadsimta teatra rezija pasaulé un
Latvija — R.: Jumava, 2002, pp. 93.-124.

! Jurovskis J. Riga Worker’s Theatre // Teatris un Dzive, 1968, p. 70.

% Eduards Smilgis himself uses the term “inscenétajs” — a person who constructs the stage action, meaning overlooking
all the different levels of the staging and synthesising them in an aesthetically harmonious work of art. In the period
1920-1945, the “grand-director” (Eduards Smilgis) is the absolute author of the production.

% The objectives of Daile Theatre // Latvijas Véstnesis, 19.11.1920, p. 3.
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realistic theatre tradition and the newly founded Daile (Art) Theatre that follows new
aesthetical and artistic aims and expresses a desire to distance” itself from the so far
dominating traditions of Latvian theatre. Unlike the overall scene of Latvian theatre
in the 1920s, the artistic management of Daile Theatre represents an innovative
understanding of the role and functions of a theatre director. The main objective of
Eduards Smilgis is to create a theatre where the director would be the absolute author
of the stage production, offering an original, individual interpretation of the literary
work in the language of the stage™.

The manifestos of Daile Theatre are based on the desire to create a synthetic or
organically unified form of performance in which all the elements (set design,
costumes, lights, music, the actor) are integrated in a harmonious aesthetic; to achieve
this goal, Daile Theatre defines visuality as one of the key principles of the modern
theatre”®. That is to say, instead of text or spoken word, the main element of the
performances are the visual signs — set design, lights, costumes, actor's gesture and
movements. Moreover, in spite of the artistic coherence of all the elements of the
stage, the uniqueness of the work of each artistic consultant is preserved, creating the
performance as an example of devised theatre, where the final outcome is supervised
by Eduards Smilgis as the stage director.

The subchapter also summarizes the basic principles of the Daile Theatre artistic
programme, as defined in the theatrical manifestos and declarations: (1) The
proclamation of the sovereignty of theatre from literature; (2) the synthesis of all the
stage elements (visual, auditory stage signs, the actors body, etc.); (3) the transition
from the imitation of the reality of life (realism) to the principle of theatricality
(turning to artistic forms of theatre, or, in other words, following the modernist
principle ['art pour [’art); (4) changing the style of acting form psychological
theatre’’ to an acting system related to the principles of modernist theatre, meaning
that a correct outer expression (in gestures, movement, mimics) will lead to an
applicable inner experience’”.

In the subchapter 1.3. “Daile Theatre Repertoire (1920-1945)” analyzes the
repertoire strategies of Daile Theatre in the interwar period. In 1920s, the repertoire
of Daile Theatre is chosen accordingly to the main artistic programme — to create a
dynamic, artistic, unrealistic stage language that is based on the contrast principle in
both acting and fast changing of the set design elements. The repertoire choice is also
influenced by the artistic consultants of Daile Theatre, each of them, in their turn,
educated or influenced by various European modernist theatre performances (for
example, one can draw direct parallels between the repertoire of Chamber Theatre of

% Kroders R. The First Five Years of Daile Theatre // Dailes tedtra desmit gadi — R.: biedriba “Dailes teatris”, 1930, p.
21.

% The artistic principles of Daile Theatre, with notes by Eduards Smilgis,1922. The Archive of the Latvian Music and
Literature Museum, Inv. Nr. 238.206.

% The Manifesto of Daile Theatre // Dailes teatrs Riga, I1I sezona — R.: Dailes teatra direkcija, 1922.

°7 The psychological theatre system by Konstantin Stanislavsky is based on the principle that a correct inner state or
inner experience will lead the actor to an applicable outer form.

% These principles allow to draw parallels between the stage directing of Eduards Smilgis and, for example, the
Biomechanics of Vsevolod Meyerhold, as well as the theory of the actor as an ubermarionette by Edward Gordon Craig
and other modernist artists.



Alexander Tairov” and the Daile Theatre of Eduards Smilgis). In the timeframe
analyzed, two principal repertoire directions in Daile Theatre can be distinguished:
(1) stage productions of classical works (by W. Shakespeare, F. Schiller, Moliere,
E.T.A. Hofmann, K. Goldoni, etc.), (2) modern drama (H. Ibsen, A. Strindberg, F.
Wedekind, etc.).

By the end of the 1920s, the repertoire of Daile Theatre is influenced by the
global economic crisis, that led to the intensification of both European and Latvian
boulevard comedies, farce plays, operettas, and dramatizations of popular novels by
Latvian or world-wide known authors. In the artistic work of Daile Theatre, of
particular importance is the tradition of operettas (in Daile Theatre — often called
“song plays”). The quality of the operetta stage productions was determined not only
by the high artistic level of the orchestra led by the musical consultant, composer
Burhards Sosars'”, but also by the opportunity of the literary consultants to express
witty jokes'”' on the level of dramaturgy (for example, creating witty prologues, etc.).
In the late 1930s, several realistic literary works (for example, the plays of Latvian
classic Rudolfs Blaumanis) were staged at Daile Theatre, marking a fundamentally
new turn in the stage directing of Eduards Smilgis that can be described as a unique
symbiosis of modernist and realistic aesthetics. During the Second World War, the
repertoire of Daile Theatre mostly consists of Latvian dramaturgy and world classics,
however, after the second Soviet occupation in 1945, Daile Theatre, like other
Latvian theatres, is subordinated to the Soviet dictation'®™. On the borderline between
the aesthetics of modernism and the canon of the soviet realism stands the legendary
stage production (1947) of the play “Fire and Night” by the Latvian classic Rainis'”.

The subchapter 1.4. “The principles of acting in Daile Theatre” focuses on the
theme of the acting traditions of Eduards Smilgis Daile Theatre, describing the
principles of acting, the training methods at the Acting Studio of Daile Theatre'™, as
well as tackling the problems related to the development of the actor’s troupe of
Daile Theatre (for example, constant changes in the actors troupe, problems of work
ethics, artistic conflicts'®, etc.). The Daile Theatre 1s founded with the aim of turning
away from the principle of psychology in acting'”, in its stead following the ideal of
a modern acting method by emphasizing the plasticity of the actor's body (gesture,
movement score).

% See: Tampos, A. 3anucku pedxcuccepa: cmamou, 6ecedvi, peuu, nucbma — Mocksa: Beepoccmiickoe TeaTpanbHOe
o6mectBo, 1970.

1% Stumbre S. Latviesu teatra miizikas celmlauzis // Tedtris un Dzive, 1961, Nr. 5, p. 461.

1% See, for example, the rewiev: Grigulis A. F. Siiberta dziesmuspéle “Trejmeitinas” Dailes teatrT // Socialdemokrats,
18.12.1929, p. 4.

12 gee more.: Rodina I. Russian Soviet Drama in Daile Theatre // Radzobe S. (ed.) 1945-1950: teatris, drama, kritika —
R.: LU Akadémiskais apgads, 2013, pp. 97.-104.

'% See more. Rodina I. The play “Fire and Night” by Rainis in the stage directing of Eduards Smilgis (1947): conflict-
symbiosis of modernism and socialistic realism // Kursite J., Radzobe S. (ed.) LAIPA: Zinatnisks rakstu krajums par
teatri, folkloru un literatiiru — LU Akad@miskais apgads, 2014, pp. 145.-158.

'% Ertnere E. The Artistic Programme of the self-activity of the actors of Daile Theatre. 1920s. Latvian Literary and
Music archive, Inv. Nr. 238.275.

195 See more: The Protocoles of Daile Theatre Board, 1924.-1928. Latvian Literary and Music archive, Inv. Nr. 537.562;
The Stage Journal of Daile Theatre, 1921/1922.g. sezona. Latvian Literary and Music archive, Inv.Nr. 237.990.

'% The aims of Daile Theatre // Socialdemokrits, 23.11.1920.
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The style of acting created by Eduards Smilgis is related to the synthesis of form
and content characteristic to modernist theatre. In Daile Theatre, both the form (the
body, voice and other tools used by the actor) and the content (action, experience) are
equally important. In order to cultivate the technique or form of the actor's play, the
artistic programme of Daile Theatre contains a demand for a physically trained, both
musically and plastically accomplished actor, capable of singing, dancing,
performing acrobatic stunts, both as a premiere and in the mass scenes. Technical
aids (makeup, wigs, beard, eyebrow, nose extensions, costume, etc.) also play an
important role in creating the actor's image, especially in the case of characteristic
(comic) roles. Following the ideas of modernist theatre reformers (especially Adolphe
Appia'”), in the performances of Eduards Smilgis, the actor have become an
essential, dynamically moving element of the stage space'”.

According to the principles of expressionist theatre, for Eduards Smilgis, the
ideal of acting is based on the principle of contrast —the role is created in sharp
emotional ups and downs, using not only the expressions of the body but also
interacting with other stage partners, costume, space, music, stage etc. elements. In
defining the specifics of the Daile Theatre's acting style, theatre scholar Livija
Akuratere has put forward the thesis that the theatre of Smilgis is based on "the art of
action" or the movement "towards an active, willing attitude — not only to the stage
partner, but also for the whole ensemble to the dramatic event"'””. The manifestos of
Daile Theatre also emphasize the need for the actor's work to be closely linked to
other stage components — set design, costume, light and musical score''”.

The stage directing of Eduards Smilgis is characterized by a romanticized'"
atmosphere — being endowed with vivid fantasy, Eduards Smilgis, as a director,
creates the stage action by using the principle of theatricality. Being not only a
director but also an actor, Eduards Smilgis in his acting style creates a theatrical outer
form — on the one hand, the plastic expression of the body is enhanced, with the help
of mimicry, gestures and movements; on the other hand, the actors of Eduards
Smilgis, both during the interwar period and in the first post-war decade, are
characterized by a poetic expression (decent pronunciation, a recitation-driven stage
speech''?, that allows the actor to strongly express to the audience his emotions). One
of the main principles of Smilgis stage directing is to captivate the audience — both
with technical "miracles" on the stage (being an engineer, Smilgis creates ingenious

"7 For example, in 1909, Adolphe Appia developed the theory of “rhythmic space”, creating about 20 set design

sketches, depicting the stage space using sharp lines and angles, various stage levels and stairs. In the opinion of Appia,
the movement of the actor can “bring to life” the space, giving it a dynamic, three-dimensional effect. See more.: Appia
A. Theatrical Experiences and Personal Investigations // Appia A. Texts on Theatre — NY &London: Routledge, 2006,
pp. 22-28.

'% See more: Kroders R. Novities in the Theatres of Riga // llustréts Zurnals, 01.12.1925, p. 372.

19 Akuratere L. Actors Art in Latvian Theatre — R..: Zinatne, 1983, p. 131.

"% The Manifesto of Daile Theatre // Dailes teatrs Riga, 11 sezona — R.: Dailes tedtra direkcija, 1921.

" The term “romanticized” here refers to the specific stage atmosphere, differing from the expressions of
realism.realisma izteiksmes veida at$kiriga teatra valoda (autores piez. — I. R.).

" Most of the time, it is determined by the choice of the literary material — for example, most of the classical tragedies
(by W. Shakespeare, F. Schiller) are written in verse.



stage solutions) and the direct energy of the actors'”. These qualities became a
hallmark of Daile Theatre until the late 1960s, when the new theatre manager —
playwright and director Peteris Petersons — is appointed.

Chapter 2. Factors influencing the theatre views of Eduards Smilgis

The second chapter “Factors influencing the theatre views of Eduards
Smilgis” explores the factors that influenced the views of Eduard Smilgis — education
and related impulses, as well as his experience at the New Riga Theatre'', personal
contacts with European modernist artists, as well as the authorship problem between
Eduard Smilgis, the manager and director of Daile Theatre, and Janis Muncis, the set
designer and official theoretic of Daile Theatre .

The subchapter 2.1. “Eduards Smilgis — a Professional Engineer-
Constructor” investigates the engineer-constructor education of Eduards Smilgis, his
work in the engineering profession (for example, in the Swiss factory by Rudolf
Heinrich Mantel and the factory “Motor”, owned by the Estonian engineer Teodor
Kalep), as well as the achievements of Smilgis in the field of architecture and
design'"’. The nature of the engineering way of thinking follows Eduards Smilgis in
his carreer in theatre, manifesting itself in several ways. Firstly, as the manager of
Daile Theatre, Eduards Smilgis is actively involved in the organizational processes of
the theatre, not only by supervising but also initiating various technical improvements
(including the complete rebuilding of the Daile Theatre stage together with Janis
Muncis in the mid-1920s). Secondly, the engineer experience of Smilgis also
manifests itself in his organizational work — “designing” the stage action by creating
a technical “scheme” or a “plan” ''®, which is later presented to the artistic consultants
and the actors ensemble. The stage productions of Eduards Smilgis consists of large
mass scenes, that often feature almost the entire Daile Theatre ensemble and that are
relatively comparable to the construction of a technically sophisticated mechanism
where each actor, as a gear or a screw, must fit into the overall composition while
performing his individual tasks.

The subchapter 2.2. “Theatre experience and impressions of Eduard
Smilgis” is divided into more detailed sections. The section 2.2.1. “The Actor's
Experience of Eduards Smilgis at the New Riga Theatre (1912-1915)” focuses on
his early theatre career as an actor, more specifically — on the roles played in the New
Riga Theatre. The section explores how E. Smilgis, as a member of various theatre
professions (actor, director, stage engineer-constructor, manager), without a
professional theatre education in any specialization, becomes one of the leading

'3 These characteristics are precisely described in the book “Eduards Smilgis” by Valts Grévins, see: Grévins V.

Eduards Smijgis — R.: Latvijas Valsts izdevnieciba, 1956.

14 See more, for example, in: Straupeniece A., Rotkale R. Ar skatienu pari horizontam — R.: Liesma, 1986; Rotkale R.:
Straupeniece A. ES. Eduarda Smilga dzives cels: 1886-1966 — R.: Vesta-LK, 2017.

" Daugulis H. Smilgis jauniba konstrug motorus // Ilustréta Pasaules Vésture, 2012, Nr.3, pp. 4.-5.

"% Bgrzina E. About the nature of Eduards Smilgis work and his nature while working // Grévins M. (ed.) Eduards
Smilgis: laikabiedru atminas, dokumentos, véstules, atzinas — R.: Liesma, 1974, p. 94.
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actors of his time''’, later laying the foundation for the acting system of Daile
Theatre. In section 2.2.2. “The Performances seen by Eduards Smilgis in Latvia
and Russia, and Contacts with Other Modernist Artists” explores the travels by
Eduards Smilgis outside Latvia (to Russia), the Russian theatre productions and guest
performances by European theatres in Riga seen by him, as well as investigates the
personal contacts between Eduards Smilgis and various Western European and
Russian modernist artists (A. Tairov, M. Chekhov, N. Yevreinov, etc.). Special
attention has been paid to the international recognition (the Grand Prix, as well as
international reviews) of Daile Theatre at the 1925 Paris World Exhibition of
Decorative Arts and Modern Technologies. Section 2.2.3. “The Problem of
Authorship in the artistic work of Daile Theatre: The Collaboration of Smilgis
and Muncis” is devoted to a previously unexplored issue in the history of Latvian
theatre: the collaboration between director Eduard Smilgis and Janis Muncis, the
artist, theoretician of Daile Theatre. The section outlines the tasks''® of both artists in
Daile Theatre, defining the role of Janis Muncis as a theatre theoretician in the
development of the artistic programme of Daile Theatre, the common and different
theatre views between the two artists, as well as the changes''” in the artistic course
of Daile Theatre after the leaving of Janis Muncis in 1926.

Chapter 3. The System of the artistic consultants of Eduards Smilgis

The third chapter of the Doctoral Thesis is devoted to the system of the artistic
consultants of Eduard Smilgis — describing its organizational principles, as well as
exploring the influence of the most important consultants — Janis Muncis, Felicita
Ertnere, Oto Skulme, Burhards Sosars, and Fricis Lepnis — on the stage directing
principles of Eduards Smilgis, through which the impact of Vsevolod Meyerhold,
Emile Jacques-Dalcroz, Francois Delsarte, Richard Wagner, etc., can be traced.

The subchapter 3.1. “The organizational principles of the consultant system
of Smilgis” explores how since its foundation, Daile Theatre has engaged artistic
consultants (specialists in specific artistic fields) in the process of staging
productions. Working under the supervision of Eduards Smilgis as the stage director,
these consultants develop the form of the performance (set design, costumes,
movement, musical score, etc.). The subchapter outlines the role of the consultant
system in the artistic work of Daile Theatre, describes the involvement and duties of
the consultants in the production process, defines the relationship of E. Smilgs as the
stage director (absolute author of the performance) with the consultants.

The following subchapters focus on the work of some the artistic consultants of
Eduards Smilgis:

The subchapter 3.2. “Artist Janis Muncis and Vsevolod Meyerhold:
Constructivism” discusses the influence of the set designer, director and theatre

"7 See, for example, Straupeniece A., Rotkale R. Ar skatienu pari horizontam — R.: Liesma, 1986.

8 The constitution of Daile Theatre // Dailes tedtris. Statiti. Latvian State Archive, Fonda Nr. 1367, Apr. Nr. 1, Arh.
Nr. 7, p. 3.

"9 See, for example, Jéger-Freimane P. The 10™ Anniversary of Daile Theatre // Burtnieks, 01.01.1931, pp. 90.-91.



theorist Janis Muncis (1886-1955) on the stage directing of Eduards Smilgis which
manifests itself in several ways: (1) J. Muncis as a set designer and E. Smilgis as an
engineer-constructor in the mid-1920s completely reconstruct the design of the stage
of Daile Theatre; (2) in close cooperation with E.Smilgis, the artistic conception of
each performance is formulated and can be seen in the theoretical descriptions,
scenography and costume sketches; in praxis, the theoretical concepts are
implemented with the help of the consultant system created by E.Smilgis; (3) having
studied in the Theatre Studio of Vsevolod Meyerhold (Kypcet macmepcmea
cyenuueckux nocmanosok) ™", Janis Muncis continues the principles of the theatre of
Vsevolod Meyerhold also in Daile Theatre; the subchapter explores the examples of
direct or typological symilarities between the theory and praxis of Vsevolod
Meyerhold and Eduards Smilgis.

The influence of Meierhold's directing manifests itself in three ways: (1) Daile
Theatre, lead by E. Smilgis, is based on the principles of stylization and theatricality,
experimenting with elements of theatre models of different historic periods and
synthesizing them into a modern language of theatre; (2) During the period of Janis
Muncis’ active work at Daile Theatre (1920-1926), the principle of delartisation is
evident in the stage directing of Eduards Smilgis, allowing to see both indirect and
direct parallels with certain productions of V. Meyerhold; (3) J. Muncis creatively
uses the constructivist theatre principles already explored by V. Meyerhold, applying
the principles of constructivism in the set design and costumes for E. Smilgis
performances in early 1920s.

The subchapter 3.3. “Movement consultant Felicita Ertner and Emil
Jacques-Dalcroze, Francois Delsarte: Eurhythmics and other movement
theories” analyzes the substantial contribution of the theatre movement consultant
Felicita Ertnere (1891-1975) to the creation of a particular movement language for
the artistically original languages of the Daile Theatre. The section explores the
principles of creative work by Felicita Ertnere, defining the impact of Emil Jacques-
Dalcroze, Frangois Delsarte and other modern dance theorists and practitioners on the
artistic principles of Daile Theatre. One of the most important means of expression in
the aesthetics of the performances produced by Eduard Smilgis, as well as in the
work of other prominent modernist directors of this time, is the emphasis on the
language of movement. The theatre movements of Daile Theatre, directed by Felicita
Ertnere, are based on specific principles, allowing to draw several international
parallels with: (1) Vsevolod Meyerhold, who not only stylizes the principle of Italian
commedie dell’arte using a strong emphasis on physicality and improvisation in
acting, but also develops his own acting method — biomechanics; (2) the
organizational principles of modernist theatre mise-en-scene, for instance, with the
help of set design and actor’s movements highlighting not only horizontal but also
vertical or diagonal lines in the stage space, etc. (A relevant example in the context of
E. Smilgis directing is the stage directing principles of the German artist Max

120 Bolitis A., Muncis Z. Janis Muncis — Pensilvanija: Upeskalna apgads, 1961, 6. Ipp.
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Reinhardt, who focuses on staging mass scenes in the aesthetics of expressionist
theatre'*").

Most of the performances staged by E. Smilgis and F. Ertnere in 1920s-1930s
are based on the elements of Eurhythmics'**'”, a modernist movement method
developed by the Swiss composer, musician and educator Emil Jacques-Dalcroze.
The rhythmic exercises'** of Jacques-Dalcroze are also used during the movement
classes'® in the routine of Daile Theatre, led by F. Ertnere, in order to train the
actors’ musicality, sense of rhythm and coordination of movements. Another
fundamental source of influence of the Daile Theatre movement language is the
gesture system developed by the French musician and music educator Frangois
Delsarte, which is based on the classification of human gestures through careful
observation of life'*’.

During 1920s and 1930s, the mise-en-scénes in the stage productions of Smilgis
represent the ideas of Delsartre, mainly the theory that in each human there are two
lines crossing: the horizontal or the sensual line, and the vertical or the spiritual.
Moreover, when Eduards Smilgis and Janis Muncis technically recreated the stage
project by “braking” the flat level of the stage floor, thereby creating several stage
levels, it became possible to have more diverse movements and groupings of actors
not only in the horizontal but also in the vertical lines'>”. As the technical skills of the
actors of the Daile Theatre more and more strengthened and the performances
became more artistically mature, another stage movement was being developed
alongside the mass movement score — the individual movement score, where the
actor's task is to creatively express the inner feelings of the role. When analyzing the
individual movements of the actors of Daile Theatre, there are two main sources of
inspiration: (1) The gesture theory developed by Frangois Delsarte; (2) stylized usage
of the commedie dell’arte acting style which is based on the principles of physicality
and creative improvisation.

The subchapter 3.4. “The artist Oto Skulme and modernist painting”
explores the creative work of the Daile Theatre scenographer Oto Skulme in the
context of modernist painting. As one of the leading Latvian artists of modernist
painting'”, O. Skulme also introduces the principles of modernist painting'”
(especially Cubism') into the scenery of the Daile Theatre (1926-1947) alongside
elements of realism aesthetics. Being the artist of Daile Theate from 1926 till 1947,

12l See more, for instance, in: Styan J.L. Max Reinhardt — C.: Cambridge University Press, 1982, or: Radzobe S. Makss
Reinhards // Radzobe S. (zin.red.) 20. gadsimta teatra rezija pasaulé un Latvija — R.: Jumava, 2002, 504.-543. lpp.

122 3K ak-Jlanpkpos . Pumm — Mocksa: Knaccuka-XXI, 2002.

12 Dalcroze E.-J. Rhythm, Music, and Education — NY &London, G.P.Putnam’s Sons, 1921.

' Ingham B.P. The Method: Growth and Practice // The Eurythmics of Jaques-Dalcroze — Wildside Press LLC, 2007,
pp- 24-27.

' Hausmanis V. Sarunas ar Felicitu Ertneri — R.: Liesma, 1977, 20. Ipp.

126 Thomas H. Dance, Modernity and Culture — London&NY: Routledge, 2003, p. 48.

17 Jeger-Freimane P. Eduarda Smilga inscen&jumi Dailes teatri / Eduards Smilgis un vina darbs — R.: biedriba “Dailes
teatris”, 1937, 100. Ipp.

12 Lemberga D. Klaiskais modernisms Latvijas gleznieciba 20. gadsimta sakuma — R.: Neputns, 2016, 84.1pp.

2% Siling J. Otto Skulme // lustréts Zurnals, 01.07.1926, 213. Ipp.

139 Chilvers L. (ed.) The Oxford Dictionary of Art — O.: Oxford University Press, 2004, pp. 184-185.



O. Skulme bases his principles on the idea of synthetic theatre: “My goal in creating
the set design of the performance has been to lay the foundation for the form of the
performance as a logical solution to the logical creation of the stage space which
would be in absolute contact with other scenic elements.”'*' At the same time, in this
article Skulme formulates the idea of set design as a kinetic stage element that allows
to indicate the impact of the ideas of E. G. Craig, A. Appia and other stage
innovators"* to the artistic principles of Daile Theatre. O. Skulme has created
costumes and set designs for nearly 200 Daile Theatre productions. O. Skulme's
innovative contribution to the Daile Theatre set design principles is related to the
aesthetics of Cubism, allowing to indicate some changes in comparison to the artistic
style of the previous decorator Janis Muncis: more specific, the principle of
fragmentation, ornamentally fine stage painting, bright colors characteristic to the set
designs of Janis Muncis are replaced with more broad, monumental decorations,
vertical lines, fields of calm earth-like colors'”. O. Skulme's stage design also
features elements of the avant-garde movements of modernism - constructivism and
futurism.

The last subchapter 3.5. “The musical consultant Burhards Sosars and the
lighting artist Fricis Lepnis: the Gesamtkunstwerk by Richard Wagner"
discusses the hitherto little researched role of music and light in the performances of
Daile Theatre in the interwar period, specifically analyzing the creative work of
composer Burhards Sosars and lighting artist Fricis Lepnis. Significantly, music and
lights become the connecting elements that allow E. Smilgis to synthesize all levels
of the performance, creating the performance as a harmoniously united work of art, in
which all levels are subordinated to the director's idea. The principle of synthetic or
synthesis theatre in the stage directing of Eduards Smilgis is typology is related to the
concept of Gesamtkunstwerk or the Total Work of Art by Richard Wagner"*. During
1920s and 1930s, with the support of the Latvian Cultural Foundation lighting artist
Fricis Lepnis traveled to Europe to get acquainted with modern stage lighting
techniques and to order the latest lighting equipment for Daile Theatre'’.
Consequently, in instance, the stage production (1922) of “Die wunderlichen
Geschichten des Kapellmeisters Kreisler” after the stories of E. T. A. Hofmann
becomes a revolution in Latvian theatre. In this performance F. Lepnis uses the newly
bought lighting technique to implement the lighting style of expressionist theatre'.
This technique of lighting soon becomes a traditional element of the performances of
Daile Theatre.

Meanwhile, under the management of Daile Theatre composer Burhards Sosars,
the orchestra and musical arrangements of the theatre is gradually expanding"’, with

B! Skulme O. Par Dailes tedtra argjo scénisko izveidojumu // Dailes tedtra desmit gadi — R.: biedriba “Dailes teatris”,
1930, 54. 1pp.
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'3 Fisher-Lichte E. History of European Drama and Theatre — London&NY: Routledge, 2004, p. 285.

¥ Wagner R. Gesammelte Schriften und Dichtungen, bd. 3 — Leipzig: Fritzsch, 1887.
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live music becoming an increasingly important element of the performances, as well
as the improvements of the vocal skills of the Daile Theatre actors. The creative work
of Burhards Sosars is based on two essential principles: (1) Like other elements in the
performances of Eduards Smilgis, the style of B. Sosars compositions is based on the
stylization of past musical forms (in particular, experimenting with musical elements
of different styles, genres, eras, etc.); (2) the compositions of B. Sosars function as an
organic element of the performance, merging with other means of expression (the
spoken word, movements, visuality, etc.) in a unified atmosphere.

With the development of lighting and musical techniques, one can detenct a
tendency of equality in the usage of the visual, audial, physicial elements in the stage
productions of Daile Theatre, and thus allowing to indicate the unmistakable
influence of the Gesamtkunstwerk (or the Total Work of Art) Concept, by the
German composer and music theorist Richard Wagner. In the stage directing of
Eduards Smilgis, the synthesis principle mainly manifests itself in a deliberate
combination of visual and auditory means of expression, which leaves a strong
impression on the audience on both emotional and psychophysical level. Therefore, it
is possible to define a strong impact of the synesthetic theory (developed in late 19"
century Russia and Western Europe) on the stage directing of Eduards Smilgis, in
particular, the ideas of a symbiosis of music, light and color that leaves a
psychophysical impression upon the viewer, affecting not only the level of
consciousness but also on the subconscious level**,

Chapter 4. Stylization of classical theatre models in the stage directing
by Eduard Smilgis

The fourth chapter examines the stylization techniques of classical theatre
models (such as Eastern theatre elements, Italian commedie dell arte, etc.) in the
stage directing of Eduards Smilgis, exploring how these techniques are used in his
performances. The subchapter 4.1. “The Principle of Stylization” gives a general
insight into the application of the principle of stylization'” in the stage directing of E.
Smilgis, linking it with the context of Western European and Russian modernist
theatre, referring to the theoretical concepts of contemporary theatre scholars. In the
late 19" and early 20" century, European modernist theatre is experiencing an
inventive revival of historical theatre forms in new, transformed aesthetics.

In modernist art, the legacy and traditions of theatre history are used in two
ways:

(1) by reconstructing the past theatre forms (a striking example of this tendency
is the Starinny Teatr (Cmapunnwiti meamp), lead by the Russian modernist theatre
director Nikolai Evreinov (1907-1908), as well as the productions of William

% Wiinsche I. Seeing Sound — Hearing Colour: The Synaesthetic Experience in Russian Avant-Garde Art // de Mille C.

(ed.) Music and Modernism, c. 1849-1950 — Cambridge: Cambridge Scholars Publishing, 2001, pp. 81-107.
B9 Pavis P. Dictionary of the Theatre: Terms, Concepts, and Analysis — Toronto: University of Toronto Press
Incorporated, 1998, p. 372.



Shakespeare’s plays by the English actor and director William Poel, authentically
reconstructing the form of the Elizabethan Theatre); (2) by stylization, or using
elements of a particular art form/ era in the context of the art of its time (the
stylization principle is used by modernists such as Max Reinhardt in Germany,
Vsevolod Meyerhold and Alexander Tairov in Russia, Jaques Copot in France, etc.).

Being an eclectic system of various artistic disciplines, modernism is
characterized by an aesthetic diversity — the merging of various artistic and cultural
processes or aesthetics, using elements of low art in the field of elite or high art (such
as medieval square theatre, the culture of carnival, the aesthetics of circus, folklore
elements of various nations, ritual experience, etc.). At the same time, the stylistic
experiments of modernist theatre are based on the idea of synthesis — a single work of
art can combine various theatre forms of different eras, creating a new, original
aesthetic experiment.

During the 1920s — 1930s, in the stage productions of Daile Theatre, the
principle of stylization is expressed on three levels: (1) reviving various periods of
theatre history in the modern stage language (antique theatre, Elizabethan theatre,
Spanish Renaissance Golden Age theatre, 16th century Italian commedie dell arte,
etc.)140; (2) experimenting with the form of Eastern theatre (in the stage directing of
Eduards Smilgis the aesthetics and philosophy of Eastern theatre are used between
1923 to 1928); (3) attempts to modernize literary works from other eras (for example,
by localizing the classical plays by William Shakespeare to the reality of 1930s).

The subchapter 4.2. “Stylization of Eastern Theatre Elements” explores the of
stylization experiments of Eastern theatre forms in the stage directing of Eduards
Smilgis. In the first two decades of the 20" Century, both Western European and
Russian modernist theatre artists expressed a general interest in Orientalism and
various Eastern cultures, resulting both in innovative stage directing tendencies, as
well as in the development of new acting and movement techniques. German theatre
scholar Erika Fischer-Lichte stresses that the interest in Eastern culture dates back to
the beginning of the 20" century and the the re-theatricalisation'*' of Western theatre
culture. It is expressed by a deliberate search for new forms of expression, moving
away from psychological theatre and focusing on various experiments with the
visuality of theatre, intensifying the significance of physical movements,
scenography, light, costumes and other elements of the performance, thereby
diminishing the importance of text.

These principles are also evident in the stage directing of Eduards Smilgis. In

19 See, for example, the directing explications written by Janis Muncis during 1920 - 1926, such as: Muncis J.
Kalderona de la Barkas “Salemas tiesnesis” Dailes t., ekspozicijas apraksts, 1920. RMM arhivs, Inv. Nr. 202.819;
Muncis J. T. Bernara “Divas piles” ekspozicija, 1924. RMM arhivs, Inv. Nr 233.914; Muncis J. Ekspozicija un skices
iestudgjumam “Svéta Jekaba celojums”, 1923. RMM arhivs, Inv. Nr. 233.899; Muncis J. E. Harta “Nerrs Tantris”
vispargja ekspozicija Dailes teatr, 1921. RMM arhivs, Inv. Nr. 202.815; Muncis J. Ekspozicija Hazeltona un Benrimo
“Dzeltenais gerbs” Dailes teatrT, 1923. RMM arhivs, Inv. Nr. 238.193; Muncis J. V. Sekspira “Liela breka, maza vilna”
ekspozicija, 1923. RMM arhivs, Inv. Nr. 202.812; Muncis J. Ekspozicija L. Tika “Runcis zabakos” Dailes teatrT,
1922/1923. RMM arhivs, Inv. Nr. 233.902; Muncis J. R. Blaumana “Skroderdienas Silmacos” vispargjas ekspozicijas
apraksts, 1923. RMM arhivs, Inv. Nr. 202.806, etc.

! Fischer-Licthe E. Interculturalism in Contemporary Theatre // Pavis P. (ed.) The Intercultural Performance Reader —
NY &London: Routledge, 1996, p. 30.
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the 1920s and 1930s, E. Smilgis directed more than eight performances devoted to
Eastern themes, most of which can be described as a partial stylization of Eastern
theatre forms. These oriental-themed performances are based on dramaturgy that is
only indirectly related to Eastern theatre, namely, reproductions of oriental scenes of
various qualities by European or American authors. Similarly to other Western
European and Russian modernists, E. Smilgis uses the Oriental theme as a source of
inspiration for general aesthetic experiments in search of un-realistic theatre forms. In
these performances, there is an emphasis on exotic (oriental) motifs expressed on the
level of costumes, movements and music. On the one hand, the Eastern theatre stage
productions by Eduards Smilgis are connected with the concept of “decorative
stylization”'**, formulated by the Latvian theatre scholar Silvija Radzobe. That is to
say, in 1920s, the stage productions of Daile Theatre manifests exotic aesthetic
experiments, using an untraditional visuality not only to “educate” the spectators, but
also to use the Oriental motifs as a powerful means of expression to entice and
visually impress viewers in times of difficult financial circumstances. On the other
hand, several performances on certain levels (for example, on the level of acting), in
particular the 1923 interpretation of The Yellow Dress, undeniably detect the
conscious use of Eastern theatre forms in the coordinates of modernist theatre'®.

The subchapter 4.3. “The usage of the commedie dell’arte tradition” focuses
on the experiments with elements of Italian 16th century masquerade or mask
comedy in the stage directing of Eduards Smilgis. In Daile Theatre, the traditions of
commedie dell’arte are expressed on several levels: (1) as a source of a specific
acting style based on grotesque on the level of mimicry, gesture and movement; (2)
similarly to the Russian theatre director Vsevolod Meyerhold, in his stage directing
Eduards Smilgis introduces performers who function as entertainers and stage
servants, as an organizational principle inspired by the zanni or servant masks of the
comic characters of the classic commedie dell’arte; in a transformed form, the
traditions of commedie dell’arte are also used in musical intermedias; (3) taking
inspiration from the tradition of commedie dell’arte, the dellartic principles are
applied to various literary works by Latvian and foreign authors of different eras and
genres, not only works that consist of elements related to the commedie dell arte but
also to such literary texts that have nothing in common with it. In 1920s, influenced
by the theoretical views of Janis Muncis, the performances of E. Smilgis are based on
dellartic principles, such as applying the commedie dell’arte system of characters
(servants, gentlemen, lovers), improvisation, use of acrobatics in the movement score
of actors. In these performances, the physicality is the main means of expression —
while the text loses its dominating position in the structure of performance, the
importance of the movements, mimics, gestures of the actors is growing. Following
the tradition of dellarte, the actors sing, dance, perform various acrobatic trics and
play out jokes based on physicality, characteristic to the 16" century commedie

12 Radzobe S. Krievijas rezija (1900-1945): galvenas tendences // Radzobe S. (zin. red.) 20. gadsimta teatra rezija

pasaulé un Latvija — R.: Jumava, 2002, p. 232.
5 Muncis J. Ekspozicija Hazeltona un Benrimo “Dzeltenais gérbs” Dailes teatri, 1923. RMM arhivs, Inv.
Nr. 238 193.



dell’arte tradition.

Especially noteworthy are the cases where E. Smilgis and J. Muncis undertake
experiments on delartization of Latvian drama (in particular, the plays of R.
Blaumanis, A. Alunans, A. Brigadere, etc.). In these stage productions, the commedie
dell’arte techniques (buffoonery, physicality, improvisation, etc.) are combined with
a distinctly national aesthetic.

The dellartisation experiments of the works of Latvian authors feature not only
a specific visuality (stylized Latvian rural environment in the decorations, as well as
stylized folk costumes), but also a movement score based on the ethnographic
heritage of Latvian folklore (for example, by using various folk games and dances).
Consequently, the attempt to create a "Latvian comedy style"'*, as postulated in the
Daile Theatre Declaration, is conceptually achieved by implementing the aesthetics
of commedie dell arte in a purely national form.

In the stage directing of Eduards Smilgis, the stylization experiments of
commedie dell’arte can be seen until 1926, while Janis Muncis works as a theorist
and decorator of the Daile Theatre. In this period, the commedie dell arte stylization
becomes one of the leading aesthetics of the performances of Daile theatre — the
dellartic elements are applied to literary works of all genres, structures and themes
demonstrating a deliberate implementation of the theatrical principle, using the
tradition of commedie dell arte as a source for a new theatre language.

In the subchapter 4.4. “The modernization strategies of classical works”
explores the tendency of modernization in the stage directing of Eduards Smilgis,
specifically, the modernized productions of classical works, transferring the time and
space settings to the contemporary reality. In 1920s and 1930s, in Western European,
Russian and even Baltic modernist theatre, modernization of classical texts is a
common practice. The experiments of modernization are especially frequently used
when staging the plays of William Shakespeare. In his study Shakespeare and
Modernism (2001), theatre scholar Hugh Grady emphasizes the tendency to interpret
Shakespeare's works in a new way, that is to say, by “spatializing” the texts of
Shakespeare not as a narrative but as a symbol, or a myth'®. In other words, instead
of narrating the storyline, the narrative of the performance is based on symbols that
refer to the reality of the current time. For example, the American avant-garde theatre
director Orson Welles moved the space and time setting of Macbeth from Scotland to
1936 Haiti, selecting only African-American actors and using wooden dolls; or, in
another case, when staging Julius Caesar at the Mercury Theatre in New York,
dressed the soldiers in fascist uniforms therefore associating the power of the Roman
Emperor Julius Caesar with the regime of the Italian dictator Mussolini. In her
research entitled Shakespeare. With a Baltic Accent (2015), theatre scholar Guna
Zeltinaa draws parallels between the experimental stage productions of the plays by
William Shakespeare in the stage directing of Eduards Smilgis and the creative

'* The Objective of Daile Theatre, 1932. RMM arhivs, Inv. Nr. 237865.

% Grady H. Modernity, modernism and postmodernism in the twentieth-century’s Shakespeare // Bristol M. D.,
McLuskie K. (ed.) Shakespeare and Modern Theatre: The Performance of Modernity — London&NY: Routledge, 2001,
p. 24.
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experiments of the Estonian director Voldemar Metuss'*.

During 1920s and 1930s, the trend of modernization'"’, transferring the time and
space settings of classical plays to the reality of the current time, is a frequent tool of
expression in the stage directing of Eduards Smilgis. A conceptual example of this
tendency is the stage productions of two comedies of William Shakespeare in the
early 1930s. In the stage production of "Much Ado About Nothing" (1930), re-titled
"Amor on the Dreadnought", E. Smilgis had transferred the stage action to a modern
warship'*®, while in the interpretation of the "Midsummer Night’s Dream" (1931) the
action took place in a sports stadium'®’, dressing the characters of Shakespeare in
sport costumes in the style of late 1920s. However, E. Smilgis attempts to carry out a
typologically similar experiment already in 1926, when interpreting the play “I
played, I danced” by Latvian classic Rainis. In this production, E. Smilgis chose to
locate the devil scene of Rainis in a modern bar, therefore giving an aesthetically and
philosophically clear message about the society of his own time. Similarly, in 1939,
in the production of H. Ibsen's "Peer Gynt" the scene in the Hall of the Mountaign
king was staged with contemporary dressed-up variety dancers, gentlemen in modern
tailcoats (symbolically resembling devilish tails) and fun music'. The parallels with
the reality of the 1920s-1930s can also be identified in the production of Johann
Wolfgang Goethe’s “Faust” in 1940, where, equivalently like in the example of "I
played, I danced", E. Smilgis combines various historic theatre forms, starting from
the theatre of Ancient Greece to the Middle Ages. Although in the stage production
of “Faust” the action takes place in a universal time and space, the director has
transferred some of the scenes of the Goethe’s work to the reality of his own time, for
example, like in the case of “I played, I danced”, the witch scene takes place in a
modern bar) "',

In the stage directing of Eduards Smilgis, the innovative transformations of
classical plays, by changing the time and space of the action, is the first such practice
in the history of Latvian theatre, which is a sign not only of the director's vivid
fantasy, but also of a modern approach to reinterpretation of classics. On the one
hand, the tendency of modernization is related to the impact of the global economic
crisis that lead to the search for unconventional means of expression to attract
viewers, however, on the other hand, it can be perceived as a conceptual artistic
strategy, transfering ideas of the current time in the stage productions of classical

texts'>>,

146 7eltina G. Sekspirs ar Baltijas akcentu — R.: LU LEMI, 2015, 303. Ipp.

7 To name a few productions, “I played, I danced” by Rainis (1926), “Peer Gynt” by H. Ibsen (1933), etc.

' Kroders R. Sekspira kabarejs Dailes teatri / Pirmdiena, 06.10.1930, 8. Ipp.

"% Grots J. Modernizétais Sekspirs Dailes teatri / Socialdemokrats, 19.09.1931, 3. Ipp.

19 Strauts K. Henrika Ibsena Péra Ginta inscengjums Dailes teatri // Daugava, 1939, Nr. 4, 399. Ipp.

B!'Veselis J. Gétes Fausts // Sgjéjs, 1940, Nr. 4, 433. 1pp.

132 For instance, this tendency, referring to a later period in European theatre, is explored in: Kott J. Shakespeare Our
Contemporary — London: Methuen and Co Ltd, 1964.



CONCLUSIONS

. Although in 1920s Latvia there are several artists who are engaged in experiments
with modernist theatre (Anna Lacis, Jurijs Jurovskis and the Riga Workers'
Theatre, Biruta Skujeniece and the Intimate Theatre, to name a few), Daile
Theatre, founded by Eduards Smilgis is the first theatre in Latvia to conceptually
and consistently follow the aesthetics of modernist theatre.

. Daile Theatre, founded in 1920 by Eduards Smilgis and his artistic companions,
operates according to the principles of synthetic theatre — each of the levels of the
performance (scenography, movements, music, etc.) is created by an artist
representing a specific art field; these artistic consultants are working according
to the directing conception by E. Smilgis, therefore manifesting the idea of
synthesis on all the levels of the performance, characteristic to modernist theatre.

. The artistic programme of Daile Theatre is based on the modernist theatre
demand for a new type of actor — in particular, physically, even acrobatically
trained, vocally and plastically accomplished, with a developed fantasy and
improvisational skills. In the stage productions of E. Smilgis, the actor is an
essential element of the space, putting emphasis both on the symbolic meaning of
the mise-en-scenes of mass scenes (for example, by opposing the protagonist to
the crowd around him) as well as on the actor's individual movement score
(gesture, mimicry and dance as the reviewer of the subconscious processes).

. The end of 1930s marks a slight change in the artistic course of E. Smilgis’ stage
directing. Consequently, a peculiar symbiosis of the aesthetics of modernism and
psychological theatre can be detected. Particularly, by inserting psychologically
deep actor’s work in a generalized (stylized) form of performance (like in the case
of the stage productions of Latvian classic Riidolfs Blaumanis), E. Smilgis creates
a new type of artistic discourse. This change can be explained not only by the
stabilization of the artistic course of Daile Theatre, but also to the overall late
modernist theatre tendencies (for example, early traces of existentialism).

. In the performances of E. Smilgis in the late 1930s it is possible to see a
typological connection with existentialism (meaning the characteristics of the
existentialist philosophy, which apply not only to the post-war period); in the
performances of Eduards Smilgis, the existentialist philosophy is mostly
manifested through the shift from large mise-en-scenes portraying the psychology
of the masses, to a more close depiction of the inner world of the individual
characters, as opposed to the subjectivity of the surrounding world.

. The artistic work of Eduards Smilgis is influenced not only by his personal
contacts with Western European and Russian modernist artists (M. Reinhardt, A.
Tairov, M. Chekhov, N. Evreinov, to name a few), but also through the
observations, impressions and experiences of the artistic consultants. In
particular, the impact of Vsevolod Meyerhold can be traced through his student
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Janis Muncis (for example, the ideas of Biomechanics, constructivist theatre,
etc.); as a result of the education and experience of Felicita Ertnere, the
development of the movement language of the Daile Theatre has been influenced
by the eurythmics of Emile Jacques-Dalcroze, the gestures theories of Francois
Delsarte and other dance theories; in late 1930s, the artist Oto Skulme explores
the aesthetic principles of modernist painting (especially Cubism) in the stage
designs of Daile Theatre; the idea of the synthesis of music and light, as well as
the influence of R. Wagner's Gesamtkunstwerk and the ideas of synesthesia
(explored by V.Kandinsky and other Russian modernists) can be detected in the
artistic work of composer Burhards Sosars and lighting designer Fricis Lepnis.

7. In the context of Russia and Western Europe, the most direct resemblance can be
drawn between the Daile Theatre of Eduards Smilgis and the Chamber Theatre by
Alexander Tairov; the artistic programs of both theatres are united by a number of
basic principles: (1) the emphasis is placed on moving away from the tradition of
literary (realistic, text-based) theatre; (2) both E. Smilgis and A. Tairov focus on
fusing different art forms (theatre, dance, cinema, music, circus, etc.) into the
language of theatre; (3) both the Daile Theatre in Riga and the Chamber Theatre
in Moscow postulate the modernist demand for a physically accomplished actor
and a new style of acting based not on the principles of psychological theatre but
on theatricality.

8. Corresponding to the creative work of the leading European-modernist directors,
the principle of stylization can be detected in the stage directing of Eduards
Smilgis also, manifesting itself in the creative use of various historic theatre
forms and techniques (such as the ancient theatre, medieval mystery, Elizabethan
theatre, commedie dell arte, etc.) as well as experimenting with different theatre
systems (Western theatre - Eastern theatre) in the aesthetics of modernist theatre.

9. In the context of the stage directing of Eduards Smilgis, a new term — “Latvian
theatre style” (especially the style of the national comedy) — develops, connected
to the applying of modern theatre techniques to the works of Latvian classics
(R.Blaumanis, A. Alunans, Rainis, etc.) and contemporary playwrights.

10.In the context of European Modernism Theatre, Daile Theatre in as a unique
example of eclecticism (meaning the combination of various theatre styles and
sources, like in the case of the stage directing of Max Reinhardt, which features
elements of realism, naturalism, symbolism and expressionism); previously
Latvian theatre scholars, while discussing the aesthetics of the stage directing of
Eduards Smilgis, have defined elements of separate modernist movements (such
as expressionism or symbolism), the main conclusion of this Doctoral Thesis is
the originality of the artistic handwriting of Eduards Smilgis expressed in the
organic synthesis of various modernist directions (expressionism, symbolism,
modern dance theory, constructivism, futurism, existentialism); these features
make it possible to compare the artistic principles of the stage directing of E.
Smilgis with other modernists of his time.
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