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XXI a. pr.

Straipsnyje tyrinéjamas teatro dailininkiy jsitvirtinimas Lietuvos teatre nuo XX a. vidurio iki $iy dieny.

I§skiriamas naujas dailininkiy poziaris j tradicijas suformavusig kostiumo sritj, siekiama i$siaigkinti, kuo tapo

dailininkés, kai kostiumui suteiké gyvos dekoracijos funkcija.

REIKSMINIAI ZODZIAIL: pripazinimas, revizuojamas objektas, skirtingos kartos, kostiumas be kiino.

Tyrimams pasirinkta Lietuvos teatro dailininkiy ka-
ryba. Pasirinkimg 1émé dvi priezastys: jdomus ir gana
staigus motery karéjy jsitvirtinimas teatre ir jy sceno-
grafijos kaip specifinés srities naujas suvokimas. Nors
teatro dailininkés yra susilaukusios démesio, taciau dar
mazai apmastyti jas siejantys karybos veiksniai kelia
klausimus apie lietuviy scenografiy i$skirtinuma, kaip
jos atnaujino teatro daile, kaip buvo pripazintos. Sie-
kiant atsakyti j Siuos klausimus, analizuojami reik§min-
gy XX a. IT p.-XXI a. pr. scenografijos kuréjy darbai,
kuriuos sieja naujas pozitiris j kostiuma, retai susilau-
kiantj démesio scenografijos komponents, bet pirmiau-
sia paminimi teatro dailininkiy jsitvirtinimo faktai, ku-
riuos aptinkame nuo 6-ojo deSimtmecio pradzios.

1951 m. soviety Lietuvos meno reikaly valdyba
didziavosi: ,socialistiné santvarka visiSkai i$vadavo
moteris i§ socialinés, ekonominés ir dvasinés ver-
govés [...]. Drauge su visa tarybine liaudimi Taryby
Sajungos moterys yra pilnos Seimininkés savo valsty-

béje, aktyvios komunizmo statytojos, didelé kultariné
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jéga“. Kaip $i jéga pasireiské teatre, kuris buvo ties
poky¢iy riba, ir netrukus émési reformy, ieskojo jkveé-
pimo atsinaujinti?

Nuo XX a. pr. vyko Vakary ir Ryty Europos tea-
tro reformos, keitési poziris j teatro daile ir jos ki-
réjus. Scenovaizdis i§sivadavo i$ siuzeto, veiksmo vie-
tos iliustravimo, priklausomybés scenai. Scenografija
kareé teatro dailininkas, kuris formavo spektaklio vizu-
aline dramos interpretacijg jvairiomis dailés ar archi-
tektaros priemonémis ir technikomis, jvairiais scenos
objektais, kostiumais, kaukémis,* kuriy vaidmenis $li-
favo ir jungé j visumg tvirta vyriska teatro dailinin-
ko ranka. Ta¢iau modernus teatras sulauké inovacijy,
kurias pasitilé moterys dailininkés. XX a. I pusés rusy
dailininkés Liubové Popova, Aleksandra Ekster jvei-

ké tapybinés plokstumos tradicijas ir sugebéjo suor-

1 Meno reikaly valdybos virininko jsakymas Nr. 115, 1951 [Vil-
nius], in: LLMA f. 285, ap. 1, b. 12, L. 36.

2 Bozena Frankowska, Encyklopedia teatru polskiego, Warszawa:
Wydawnictwo naukowe PWN, 2003, p.380.
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SUMMARY

The theatre reforms and social changes have opened
theatres for female artists. Female artists of Lithuanian
theatre have been actively included into the list of
scenography creators since the 5™ decade of the previous
century. They are opening up broader possibilities for
their creative self-expression, for familiarisation with
creative space, which possesses own, specific social and
professional regulations. Cognition and acknowledgement
started with testing of confidence in the collective. Female
creators, who chose the theatre in the soviet times,
understood the new requirements, acknowledged the
difficulties and evaluated them as a necessity deriving
from the profession, as needs of collective art. The first
lessons of collective art had an effect on acknowledgement
and creative search. Female artists found their place in
the theatre creating a general attitude towards traditions
of theatre art. They have been creating a new function

of the theatre costume. The costume is detached from

the body, presents the role of encoded reality, marks the
extreme efforts of sub-consciousness, constructs ‘system
of secondary meanings’ and abstracts sensual skills. Thus,
they have become directing creative process initiators that
investigate social margins, creators of author’s theatre,
who are in search for close creative contact not only with
the partners of creation but also with spectators and

who legitimate themselves in the theatre not due to the

competition with male artists.
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