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01. Article 

The topic which we suggest for this issue is the THEATRE. We have covered it before, but not fully. 
Besides, it has been a long time since that publication, and one thing is undeniable - a lot has 
changed.  

There have been new initiatives and new institutions, so the whole issue is devoted to what is new in 
the theatre. This time the "Interview" is with Jerzy Limon, Art Director and the originator of Gdaosk 
Shakespearean Theatre. The section entitled "Cultural Industries" is about a visit to the Kamienica 
Theatre established by Emilian Kamioski, who openly talks about the availability of EU funds reserved 
for Polish culture. 

By contrast, in "Career in Culture", we talk about the theatre from a visual perspective with Grzegorz 
Laszuk, who stages theatrical performances, organizes exhibitions, carries out social and artistic 
activities, as well as is a graphic designer. 

The Readers will also find an element of history i.e. puppet theatres, which we use here as a pretext 
to pose a question about a different way of looking at the functioning of the theatre. Our two 
interviewees talk about their institutions. Robert Skolmowski is the Managing and Art Director of 
Wrocław Puppet Theatre, and Prof Waldemar Wilhelm is the Managing and Art Director of the 
"Pinokio" Puppet and Actor Theatre in Łódź. 

The "Workshop" section is devoted to the ENTREE project, which is carried out by the Rozrywki 
Theatre in Gorzów for the second time, and is aimed at young and inexperienced theatre artists, as 
we learn from Adam Kowalski, the project coordinator. This year "Purpose Magazine" is the media 
patron of the project. 

We also invite our Readers to have coffee in Kawiarnia Literacka (the Literary Café) in the Nowy 
Theatre in Łódź. Zbigniew Jaskuła, the café's coordinator, talks about the place in the section entitled 
"On the Margin". 

Last but not least, there is the "Feature", indirectly related with the topic, as it gives tips on how to 
"play yourself", in other words, how to present oneself in a job interview. 
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02. Interview 

Elizabethan Theatre in Gdaosk - interview with Jerzy 
Limon  
Maja Ruszkowska-Mazerant  
 

DŘŀƵǎƪ ƛǎ ŀƴ ŜȄŀƳǇƭŜ ƻŦ ŀ Ŏƛǘȅ ǿƘŜǊŜ ǇŜƻǇƭŜ ƛƴǾƻƭǾŜŘ ƛƴ ŎǳƭǘǳǊŜ ŜǎǘŀōƭƛǎƘ ƴŜǿ ƛƴǎǘƛǘǳǘƛƻƴǎΣ ōŜŀǊƛƴƎ ƛƴ 
ƳƛƴŘ ǘƘŜ ŎǳƭǘǳǊŀƭ ƘƛǎǘƻǊȅ ƻŦ ǘƘŜ ŎƛǘȅΦ ¢Ƙƛǎ ƛǎ Ƙƻǿ DŘŀƵǎƪ {ƘŀƪŜǎǇŜŀǊŜŀƴ ¢Ƙeatre was created. Its 
originator, Jerzy Limon, talks about the difficulties he has been encountering since 1991, but also, and 
first of all, about his achievements and plans for the future.  

In February this year, Gdaosk Shakespearean Theatre was established. How did the idea for that 
kind of theatre originate? 

The Institution established is called Gdaosk Shakespearean Theatre, but the idea for building such a 
theatre originated much earlier, and was suggested by the Theatrum Gedanense Foundation. It 
alludes to one of the most remarkable periods in the cultural history of Gdaosk, when in the years 
1600 - 1660 professional English actors performed in this city. It so happened that Gdaosk was the 
centre of their activities, and still during Shakespeare's lifetime the playwright's works were staged 
here. Also, it was in Gdaosk that the first public theatre in Poland was built in 1610. That first theatre 
was modelled after one of London theatres (the Fortune Theatre), and survived almost 200 years. 
Many times it was converted and modernized. It was demolished at the beginning of the 19th 
century, when The Miejski Theatre was erected (today the Wybrzeże Theatre is situated in that 
location). So, the idea to build an "Elizabethan" theatre in Gdaosk originated from that tradition. Yet, 
the theatre is not supposed to be a true reconstruction, but it's going to be adjusted to the theatre 
technology and stage production needs of the 21st century. That's why we're going to build three 
stages: an Elizabethan stage, an Italian box stage and the so-called 'theatre in the round', where the 
audience surrounds the stage area. Thanks to that, the theatre will meet the requirements of 
contemporary theatre makers. 

The idea originated in 1991, so you had to wait for a long time. What happened in the meantime? 
What difficulties did you encounter? 

There were lots of difficulties, and it's impossible to list them all here. Recently an association has 
protested because its members don't like the project of the theatre. It appears that our mistake was 
to start the venture without any funds: we lost a few years before we collected the funds for staff 
salaries, office equipment, the production of information materials, etc. It also took us a lot of time 
to find sponsors. Anyway, as regards the organizational issues, after 2 or 3 years we gained 
momentum and undertook concrete actions. Thanks to the supportive attitude of the city 
authorities, we were given land. We applied for a permit for a construction project on that land, and 
started contacting architects. At the same time, not waiting for the construction to begin, we started 
organizing Gdaosk Shakespeare Days, which, after a couple of years, turned into a festival. We've just 
had its 13th edition. Sorting out the formal and legal issues regarding the land took longer than we 
expected. So it was only in 2004 that we were at a stage where we could announce an international 
competition for an architectural project. The winner was Renato Rizzi, an Italian architect. We spent 
the following 3 years planning and designing. It also took 3 years to get a permit for construction. 
And then we faced the problem of finding money for the whole investment. The Foundation didn't 
have the means to pay millions of zlotys just to cover the preparation of the construction site. The 
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regional authorities, on the other hand, were reluctant to finance investment which was to remain in 
private hands. And that's how the idea for establishing a cultural institution came about. 

Have you ever thought about establishing a private theatre? What is the difference between a 
state cultural institution and the one in private hands?  

The Foundation could have run a "private" theatre, but, regrettably, it had no funds for the 
investment. In Poland there are no privately-owned cultural institutions! - at least within the 
meaning of the current regulations. A cultural institution must be set up either by the state 
administration or by the regional authorities. There's no other option. And the actual cultural 
institutions set up and managed by individuals, associations or foundations are considered to be 
merely centres carrying out cultural activities, but not "cultural institutions". Why? Simply because 
otherwise, i.e. if all "private" cultural endeavours were recognized as institutions, then - according to 
the law - the regional authorities would have to subsidize them all. So, it's plain to see that this 
unequal treatment isn't related to the quality of cultural activities, but follows from the law, which 
still approaches "privately-owned" as potentially evil. For many years a new act on cultural 
institutions has been under preparation, but somehow it has never been finished. And the act on the 
cooperation of the regional authorities or state administration with the private sector is written so 
badly that, as far as I know, nobody refers to it. A cultural institution operating under the existing law 
has to be assigned to an "organizer", which entails some limitation to its freedom. On the one hand, 
it is a legal entity but, on the other, in some public administration offices it is treated as if it was a 
"department" within that office. This may lead to various conflicts, and also this imposes certain fixed 
interpretations of the labour code or accounting methods; the interpretations which are non-existent 
in privately -owned institutions.  

Since February you have also been the Director of Gdaosk Shakespearean Theatre, how has the 
theatre operated during that period? Are you still waiting for the construction work to begin? 

We're not waiting for "the construction" to come to us, but we initiate and carry out a number of 
activities that will enable the construction to begin. As we have received very substantial financial 
support from both regional governments, we have the means for the so-called "own contribution" 
when applying for EU funds. And these funds are allocated by the Ministry of Culture and National 
Heritage. This year it has announced a competition for subsidizing investment in the realm of culture. 
So we've filed an application and are waiting for the decision to be made. Design work is being 
carried out (the executory project), archeologists are about to finish their work, we're fencing the 
construction site, we're moving pipes and cables from one place to another, etc. The decision about 
the funding will be made in the spring, and so if we're granted the funds, we're going to start next 
year. Regardless of the investment, we've been expanding our wide range of educational and artistic 
projects. 

And please say a little bit more about the Shakespeare Festival, will it be linked with the theatre 
now? This year's festival has already taken place. Now that Gdaosk Shakespearean Theatre 
actually exists - did this affect the festival in any way? Was it different from previous festivals? 

The Shakespeare Festival is organized by both Gdaosk Shakespearean Theatre and the Foundation. 
The foundation still provides substantial funds for artistic and educational activities. It also seeks new 
sources of finance and new sponsors. In some cases, EU funds are inaccessible to institutions other 
than NGOs, so that's why cooperation is crucial. Thanks to the cooperation, the Festival gathers 
momentum, and we're planning that from next year the Festival will spread outside the Tri-City 
(Gdaosk, Gdynia and Sopot). We've made an offer to the larger cities of the region to stage some of 
the Festival performances there. All this will be done in connection with educational activities, which 
will also be organized in the whole region. We don't change the format of the Festival, which is not 
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supposed to be a review of novelties or fashion. We show various ways of talking about the world 
and art (using Shakespeare's works). I believe that what makes the Festival attractive is the variety. 
We don't want to limit ourselves to one artistic style which is currently fashionable among critics. 
Besides, our festival is an important educational event which draws hundreds of young people every 
year. This is the future audience of our theatre. 
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03. Presentation 

Shakespearean Theatre in Gdaosk  

Ϧ¢ƘŜ Lƴǎǘƛǘǳǘƛƻƴ ŜǎǘŀōƭƛǎƘŜŘ ƛǎ ŎŀƭƭŜŘ DŘŀƵǎƪ {ƘŀƪŜǎǇŜŀǊŜŀƴ ¢ƘŜŀǘǊŜ όΦύ Lǘ ŀƭƭǳŘŜǎ ǘƻ ƻƴŜ ƻŦ ǘƘŜ Ƴƻǎǘ 
ǊŜƳŀǊƪŀōƭŜ ǇŜǊƛƻŘǎ ƛƴ ǘƘŜ ŎǳƭǘǳǊŀƭ ƘƛǎǘƻǊȅ ƻŦ DŘŀƵǎƪΣ ǿƘŜƴ ƛƴ ǘƘŜ ȅŜŀǊǎ мслл - 1660 professional 
English ŀŎǘƻǊǎ ǇŜǊŦƻǊƳŜŘ ƛƴ ǘƘƛǎ ŎƛǘȅΦ Lǘ ǎƻ ƘŀǇǇŜƴŜŘ ǘƘŀǘ DŘŀƵǎƪ ǿŀǎ ǘƘŜ ŎŜƴǘǊŜ ƻŦ ǘƘŜƛǊ ŀŎǘƛǾƛǘƛŜǎΣ 
ŀƴŘ ǎǘƛƭƭ ŘǳǊƛƴƎ {ƘŀƪŜǎǇŜŀǊŜϥǎ ƭƛŦŜǘƛƳŜ ǘƘŜ ǇƭŀȅǿǊƛƎƘǘϥǎ ǿƻǊƪǎ ǿŜǊŜ ǎǘŀƎŜŘ ƘŜǊŜΦ !ƭǎƻΣ ƛǘ ǿŀǎ ƛƴ DŘŀƵǎƪ 
that the first public theatre in Poland was built in 1610. That first theatre was modelled after one of 
London theatres (the Fortune Theatre). (...)" says Jerzy Limon. 
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04. Analysis 

Tough Balance  

Artur Zaguła 

First, a statement: I believe one can learn from past generations. And so, in the context of 
contemporary discussions, I would like to refer to the theatre's past and try to look for analogies or 
guidelines. One can point out to a few discourses within today's Polish theatrical world. One of them 
is a substantive debate between "traditionalists" and "those with a modern approach". Another one 
important from the perspective of our magazine, concerns the theatre as a cultural institution. How 
much of the theatre should be mission, and how much commercial production? Should the theatre 
have a fixed team of actors or should a new team be cast for each project? And consequently, how 
should the theatre be funded - from subsidies provided by the state or by local authorities, or should 
it be rather a private enterprise? Indeed, recently there have been more and more initiatives like 
that, e.g. by Krystyna Janda, Emilian Kamioski or Michał Żebrowski.  

In this context, I would like to consider the status of actors and their place in society. What is striking 
here is the attitudes of Krzysztof Majchrzak and Marek Kondrat, as well as the status of soap opera 
'stars'. Majchrzak holds a radical view, for some people, that actors starring in soap operas and 
commercials lose their prestige. Because their main task is to star in important plays, and that, in a 
way, acting is a vocation. As to the issue of money, in one of the latest interviews, to a comment that 
he could play more roles and earn more money, Majchrzak replied: "But what for? I don't live in 
poverty, isn't that wonderfully sufficient?" Marek Kondrat represents a different attitude. As he says 
in a TV commercial, he is a real man and he sees nothing wrong with earning money the way he 
does. For him acting is not a moral obligation, but merely a job that needs to be done as best as one 
can. 

And there are also soap opera stars, who seem to earn the most, without really mastering the art of 
acting. In an interview, Jan Nowicki criticizes them: "The Mroczek brothers have become almost a 
symbol. The dark era of the Mroczek brothers (Pol. mrok = dusk), the association is obvious [.] One of 
them even called me once and told me to leave them alone. I said to him: I'm awfully sorry, but you 
just happen to be so conspicuous, and besides you're a student of the Polytechnic University, so my 
comments shouldn't bother you. Because if this happened to a professional actor, he could feel 
offended, but somebody like Mroczek has no right to feel indignant". Somewhere else Nowicki 
states: 'I watched a TV version of the theatrical performance "The Holy Father's Skies", which was 
earlier staged in the National Theatre, directed by Piotr Cieplak. I looked at Janusz Gajos and thought 
to myself: F.k, does anyone notice his acting? Do Mroczek, Cichopek and the rest of that soap opera 
bunch notice how this guy plays his role? What he is able to show within 1 minute, the others won't 
manage to do throughout their lives."  

And what about the situation of the theatre and actors in ancient Greece? To begin with, an actor 
(earlier called 'hupokrites'in Greek) was somebody exceptional. This word did not refer to the 
members of the chorus and the extras performing on the stage, but was only used for those who 
played an important role in a dialogue. Actors used to wear masks, so they were not immediately 
recognizable. Also, they could play several characters in one performance. For that reason, there 
were few of them and they were supported by the state, whereas the members of the chorus were 
chosen and supported by a choregos. The special status of actors was also emphasized in the spacial 
arrangement on stage. The actor stood on the raised stage, whereas the chorus stood in the 
orchestra. However, it should be stated that in the early years of the Greek theatre, the most 
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important were the choregoi and playwrights. It was them who received awards in the theatrical 
contests, called 'agons', and they were given most credit if a play was a success. Therefore, initially it 
was the poets who chose their actors and cooperated with them for a long time.  

With time, the actors became equally import and were paid by the state. They were selected for 
particular plays by drawing lots. Some of them were gaining in popularity and were allowed to 
choose themselves which performance they wanted to play in. But since they were employed by the 
state if they refused to take part in a play they were selected for, they had to pay a compensation 
fee. A story is known according to which a great actor, Athenodorus, preferred to play in the 
performances organized by Alexander the Great in Phoenicia rather than take part in the city 
Dionysia. As a result he was punished with a huge fine, which was obviously paid by his wealthy 
patron.  

Apart from the growing importance of actors, the Greek theatre itself was changing. Initially it had 
only a religious character. It wasn't entertainment, but it was meant to cleanse (catharsis) society of 
evil passions. Only the chorus played in the performances, an actor was added later. With time the 
theatre was moving more and more towards entertainment, partly because the audience played an 
important role in evaluating and praising the plays. The number of actors increased, first to two 
actors, then to three. More and more attention was paid to stage design and special effects.  

The history shows that clearly that the theatre evolved from the most spiritual towards more 
similarity to the real world - from the cathartic experience to folk entertainment. Yet, it seems that in 
ancient Greece the balance between these extremes was never lost, and, most importantly, the 
religious origins of art weren't lost either. Learning a lesson from the past, let us also try to find an 
Aristotelian balance between a vocation and mission on the one hand, and the need for 
entertainment and commerciality, on the other. 
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05. Career in Culture 

I Like Clean Solutions - interview with Grzegorz Laszuk 

Romuald Demidenko  

An interview with Grzegorz Laszuk, a member of the Association of Applied Graphic Designers (STGU) 
and an activist of Otwock Commune, which has been involved in staging theatrical performances, 
organizing exhibitions, carrying out social and artistic activities since 1989. A cyclist and lawyer.  

For the last few years you've been doing graphic-design projects for important cultural centres of 
the Polish capital city. Since 1995 you've been cooperating on a regular basis with the Centre for 
Contemporary Art - Ujazdowski Castle, since 1999 - with the Rozmaitości Theatre in Warsaw, you 
also work for the Zachęta National Gallery of Art, the Grand Theatre and the National Museum. 
You're also the originator of Otwock Commune, which is very active, with a clear focus on the 
theatre. So, how did it happen that a graduate of Law and Administration at Warsaw University got 
involved in enhancing the potential of commercial graphic design in such interesting places? 

There's no simple answer to a question about history and... the meaning of life, so I'd rather say I'm a 
lucky devil. On a few lucky occasions I met some wise people, which helped me decide which path I 
wanted to take, came across a few important films, books and music bands, and then the events took 
their own course. In the Commune I do team projects, whereas the job of a graphic designer allows 
me to support the Commune and enjoy interesting work. It's simply great - a perfect coincidence. But 
I try to keep those two spheres apart as much as possible - most of my clients don't know that I'm 
sometimes an activist and actor, and audience members don't associate me with posters in the 
street. And that's the way it should be. The only problem is that I reaaally like doing both things and 
sometimes face a conflict of interests - should I work a little longer on the poster, or dash to the 
rehearsal? 

And what is actually the purpose of the theatre? What messages should be conveyed by means of 
visual identification? 

Wow! This is a question to theoreticians, and I'm a practitioner. I use certain tools to convey certain 
ideas. A hammer, nail, poster or street happening - to me this is almost the same. Moreover, using 
those tools is unbelievable fun for me. It is not too complicated [a smile].  

When I entered the Rozmaitości Theatre for the first time and started watching this graphic 
minimalism, I became certain that this is a place where important things happen. I guess this is the 
impression the author wanted to evoke, isn't it? 

Well, yes, the Rozmaitości Theatre is the greatest fluke in my life. I had an opportunity to prepare 
designs for Jarzyna and Warlikowski at the time when they were revolutionizing the Polish theatre. 
They and I wanted to do new things. There were no restraints to my creativity, and, in fact, I was 
constantly encouraged to do better, differently and more forcefully.  

Those who are observant clearly notice the influence of the Swiss and German schools of poster 
design. But where exactly should one look for the sources of inspiration? 

Well, yes, I am a Germanophile - I like clean solutions, more technically than "artistically". 
Timetables, metro maps, statistical yearbooks, manuals or notices on wagons are my favourite 
graphic reads. 
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In one of interviews with you, I came across some mention of the well-known Polish graphic 
designer Henryk Tomaszewski, who was an outstanding Polish poster designer.  

Tomaszewski? Not really, though he's the only one that redeems himself out of the whole awful 
Polish school of poster design.  

Do you read plays for which you later need to prepare graphic designs? What does the work on a 
concrete, let's say, theatrical poster look like?  

Much depends on a client's requirements - the Rozmaitości Theatre in Warsaw is demanding and 
"gets" from me many sleepless nights. I always read the texts, but a conversation with the director is 
more important, because a play is performed on stage, not on paper. A few posters on Warlikowski's 
plays are partly his creations. I only sometimes translate his visions to my forms. But it's also fun to 
surprise a director with your interpretation of the subject matter - this was the case with the plays 
"Macbeth 2007" by Grzegorz Jarzyna and "Angels in America" by Jerzy Warlikowski. But there were 
also cases of so so works, done for literary directors of mediocre theatres, who wanted to have the 
work done quickly and without any problems. This lack of adrenaline buzz was so demotivating that 
the posters were awful and I prefer not to recall them.  

You're very demanding. During interviews when you're asked to comment on those somewhat 
"better" phenomena in Polish graphic-design culture, you tear some of them to pieces. Your 
comments make people aware how important it is to promote the best ideas of true experts in this 
field. What is the actual significance of that? 

I don't think I'm demanding. It simply annoys me how embarrassing many Polish graphic-design 
"achievements" are, and their technical shortcomings, which happen to me too. Lack of dedication; 
lack of awareness of what is going on 200 km away. I'm simply tired of the fact that in Warsaw and 
Łódź things are not the way they are in Berlin or Groningen. Orderly space, good commercial design, 
tasty food and social security that's a unity for me. I can see how annoying and inconvenient is being 
deprived of all that. Instead of enjoying my daily bike ride to work, I train bike survival. This is not 
promoting something great, this is rather a struggle for survival.  

What does it look like? 

There are no biking trails, so one needs to ride on the roads - in that respect, Warsaw is absolutely 
impractical. Sometimes I'm very close to being run over by a car, and sometimes I had to curse a 
driver. I'd prefer to commute without such stresses.  

And do you go to the theatre? 

Regrettably, seldom. Partly because I have no time, and partly because there's nothing interesting in 
the repertoire. I have a peculiar taste, and there are few things I like. I think I prefer the cinema...  

Could you give any examples? 

The old school - Bergman, Pasolini, Fellini, Antonioni, Skolimowski, Leigh, Truffaut.  

Theatres, like other institutions which are culture incubators, need to evolve, open themselves to 
audiences, and have a diverse offer. What helps them change or improve their images is visual 
communication. 



12 

 

At last some managers in the field of culture are becoming aware that culture - also high culture - is a 
product and needs to be sold to a potential audience. Sometimes this is almost satirical how the form 
overshadows the message of an event or the artistic potential of an institution. Good content 
requires good form. I myself will pay attention to a leaflet which is looks interesting rather than plain.  

Would you call yourself an entrepreneur? 

I've been on the market for more than ten years and I don't complain. "Enterprise" is not my life goal. 
I prefer to be active in Otwock Commune and the Association of Applied Graphic Designers, or to go 
to Berlin to feel like a human being. 

Thank you very much. 
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06. Culture Industries 

3xP equals Public-Private Partnership in Culture - 
interview with Emilian Kamioski   

Maciej Mazerant   
 

For the last few years, Emilian KamiŒski, a well-known Polish actor, has been working persistently to 
fulfil his greatest dream - having his own theatre. Thanks to that, in 2009 a new place will be opened in 
Warsaw - the Kamienica Theatre (a theatre in a tenement house). Its originator talks about his passion 
and the long road he had to take. 

The Foundation to Support Creative Initiatives - 'Atut' is the owner of the Kamienica Theatre. 
Was the foundation established as a step towards establishing a theatre? And why a 
foundation, and not, for example, a sole trader or a different type of company? 

Yes, indeed, the foundation was set up only to create the Kamienica Theatre, but the owner of the 
building is the the city of Warsaw. Why a foundation? Because in our view, establishing a theatre 
through a foundation is easier, for legal reasons. Such is the law that this is easier for a foundation. 
Additionally, apart from the theatrical activities, the foundation carries out social projects for those who 
have been less fortunate in life. This is not a typical business, because if I wanted to make money I'd 
set up a discotheque. 

One could say that the Kamienica Theatre is a family theatre. How did you manage to persuade 
your family to get involved?  

Well, it has a family spirit because I work here together with my wife, who helps me a lot. But this 
theatre has a family spirit also because of our 11-year-old son who spends time here together with us, 
runs around the theatre, finds everything interesting and is captivated by the atmosphere. I'd really like 
my children to work with me here.  

The name of our theatre - "Kamienica" (Pol. a tenement house) - is not accidental. I called it so, not 
only because it is situated in a tenement house, but also because there are tenants here who identify 
themselves with the theatre and are very supportive to me. I'd like to employ them some day to give 
them a chance to earn some money. It seems to me that the family spirit will mean that the theatre will 
become a bit like a clan. I take on employees that will make a good team together. Those who don't fit 
here are turned down. This has been the case with a few people so far. This family spirit is a bit of a 
different concept. I hope that people who will visit us will feel it and it will enchant them. In the 
Kamienica Theatre there will be not "only performances", but "also performances". This will be a 
sociable theatre. I was involved in a home theatre at the time of the martial law in Poland, and there 
was a really great family atmosphere. Social life was flourishing and I'd like it to be the same in my 
theatre. It's really important to me to shorten the distance between people. 

You raised the money for the renovation of the tenement house and thanks to that you won the 
support of the other tenants. Your case shows that culture may win people's hearts in a totally 
different way - by beautifying the place where they live. 

The point was that their tenement house, our tenement house, was very run-down, during the war it 
suffered damage. So far we have renovated the courtyard and got a beautiful wrought gate. We didn't 
have a gate earlier and hooligans kept coming, so that has changed. It's becoming a decent pre-war 
place.  

In Ğ·dŦ, the authorities are planning to open tenement houses and courtyards to culture; there 
are plans to use culture as magnet that will draw customers to Piotrowska Street, which has 
beautiful architecture from the beginning of the 20th century. Maybe this would be a good idea 
for a branch of the Kamienica Theatre in Ğ·dŦ. 
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8 years ago I came up with the idea that a tenement house could serve cultural purposes, and I did it 
without the Ğ·dŦ authorities. So, for me, this is nothing new, especially that our tenement house was 
used that way before the Second World War. People sang and played music in courtyards. In our 
courtyard we'll have a roof that will facilitate such projects. We've already had a concert of Warsaw 
songs. About 200 people turned up. We had lyrics on the screen, and the people joined in and sang 
with us. We want these Sunday singing events become part of our fixed repertoire.  

To carry out this project, you were awarded a grant of PLN 5 million from the EU, but 
unfortunately you had problems with actually getting it. Why? 

I got 5 million from other sources. The problem with EU money is that the procedures are very 
complex and this is a thorny path. Fortunately, there are very kind people who help me to skip some 
procedures.  

What difficulties did you encounter when planning and carrying out your project? 

As to legal and tax issues, we live in a confusing maze of regulations. But this is my home country and 
so I need to work together with other people to sort this out somehow. I believe in change for the 
better, that in the end everything will get straightened up.  

And what about the current situation of your theatre? What are its sources of finance? 

At the moment the theatre is financed from loans. I've taken out a loan of PLN 2.7 million. For the time 
being, no performances are staged in the theatre, because I can't conduct business activity until the 
end of the EU project. I've had a small stage for a long time, but I can't sell even 1 ticket, because any 
income will be deducted from the grant. I'm only allowed to take out a loan from a bank, but not to 
generate profits - another weird regulation somebody made up. Someone also came up with the idea 
that EU money should have collateral in the form of a bill of exchange. I was required to have 
collateral of PLN 8 million. This wasn't in the EU law, it was a provision somebody came up with here, 
in the Ministry of Finance. For the 5 million from the EU I struggled to get, I was supposed to give 
collateral of 8 million, which the EU didn't require. I went to the bank which had money for collateral for 
EU funds, and I was told that, yes, I'd get it but I needed to pay PLN 800 thousand in the first place. 
Eventually Ms Hanna Gronkiewicz-Waltz (the mayor) and the Council of Warsaw saved the situation. I 
told them that I'd need to give the 5 million back to the EU and this would be a great scandal in Poland 
since my foundation was the only to be granted such amount. The whole procedure took 3 years. The 
mayor said that this couldn't be allowed to happen, that I had a great project and they'd help me carry 
it out. That's how I got collateral of PLN 8 million from the city authorities. The authorities pledged 
another tenement house as collateral. So this was additional pressure because those great people 
made a promise to me, trusted me and helped me in financing my dream. Many officials were just 
great, but the regulations are terrible. 

And when will the theatre be ready to be opened? 

From the beginning of the next year. 

Have you also come up with ideas for situating other institutions in the tenement house? Did 
this work out? 

First I need to finish working on the theatre. But I have a few ideas for projects that could be continued 
with the theatre and could support its activity. 

Will this be a kind of culture incubator?  

Yes, one could put it this way. That's something I'd like to do. A place for creating culture and getting 
together. So that this culture could develop organically. 

Your theatre is a good example of enterprise in culture. 

Once Kazimierz Krupa, Editor-in-Chief of Forbes magazine, said publicly that my project was one of 
the few examples of carrying out PPP, i.e. public-private partnership. My project qualifies as such 
under the Act, though I didn't refer to the Act. 
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You pursue your passions and inspire your family, friends and other people to join you. You 
involve the local community, create new jobs and create a culture product. How do you 
envisage the future for artists, activists or managers in the field of culture? 

It seems to me that the time has also come for culture to undergo privatization. State institutions are 
being privatized, and with good results. It's time this followed naturally. There're still a lot of remnants 
of socialism here. However, a thing like a private theatre is a good example. Of course, patronage has 
always been good, but there has to be a person or a group of people dedicated to an idea and it is 
them who come up with a proposal. And then a project, an idea develops naturally. The US built up 
great power on that. On people's initiative. Families' initiatives. And so I invite everyone to the family 
tenement house.  
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07. Workshop 

ENTREE - Way to Success - interview with Adam 
Kowalski  

Maja Ruszkowska-Mazerant 

For the second time the Rozrywki Theatre invites artists to participate in the ENTREE project. Its 
coordinator, Adam Kowalski, tells us about how he understands the concept of 'incubator' in the 
context of art, what enterprise in culture means to him, and what a young artist should remember 
about when embarking on a career in art. 

The Rozrywki Theatre in Chorzów is about to carry out a project called "Entree" - what kind of 
project is it?  

The project is aimed at young artists involved in the so-called performative arts i.e. the theatre, 
dance, happening or performance art, who create their own art outside cultural institutions. The goal 
of the project is to present their works, promote the artistic activities they are involved in, but also, 
and maybe above all, the aim is to search for and observe the development taking place in the realm 
of young culture in Śląsk and elsewhere. Things created outside the mainstream often have an 
ephemeral character - it's difficult to capture them in their constant motion; and that's why we hope 
that the project will also help archive and record the phenomenon of young experimental art.  

The material on DVDs sent because of the project may serve as source material for art historians, 
culture historians and others in the future. Another aspect of this is the presentation of the 
performances. Maybe thanks to the use of PR and marketing stategies available to an institution such 
as a theatre, the endeavours which, under normal circumstances, would be ephemeral, or would not 
take place at all, will stand a chance of surviving. But, here we begin to talk about the issue of 
supporting young and artistically active people.  

Enterprise Incubators are not associated with art. Why do you think this is the case? 

Simply, nobody has linked them semantically before. We use the concept "incubator" as something 
that is understood more as a certain rule or concept rather than the term 'residency'. In fact, an 
Enterprise Incubator, as a model, is the well-known Western-European artist-in-residence 
programme. What brings our programme of residency closer to an incubator is the added 
educational value. During the artist-in-residence programme an artist uses the facilities and 
resources of the institution that offers them, and there s/he works and creates. Also, in the 
Incubator, for a year or six months, one uses the facilities and rooms, but at the same time has access 
to the know-how of a number of people who support those in the Incubator and assist them in 
solving problems, preparing documents and business plans, etc.  

Ultimately, Entree is an artist-in-residence programme during which a performance is produced and 
promoted. Apart from that, it's an incubator, where, for half a year, one can rely on the support of 
directors, technicians, etc. People working on their own frequently have no access to professional 
technical resources and equipment, sometimes they have no opportunities to learn from others' 
know-how and skills. Entree offers all this to the most promising artists. I believe that this project has 
the capability of changing lives. Creating in decent conditions, and in a friendly environment with the 
support of people who know the theatre professionally may save young artists from apathy and 
discouragement.  
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And what should a young artist remember about when embarking on career in art? 

As a specialist in culture studies, and a manager in the realm of culture, I'll answer in a biased way - 
they should remember about cultural expertise, so to speak. As I said before, the so-called "outside 
the mainstream", understood as a rebellion against what is institutionalised, often takes on a sloppy 
form and in this sloppiness it tries to find value. The lack of skills is striking, and in the case of 
conceptual arts - which in its intellectual character try to make art more democratic, in accordance 
with the idea that anybody could be an artist, not only the artist trained in acting, stage production, 
etc. - what strikes is the banality and the lack of the knowledge of culture. 

Also, we have conservative productions which are based on the most pompous clichés taken from 
TV. 

In both cases I recommend "studying" culture and doing that conscientiously. I recommend crossing 
aesthetic barriers and gaining as much as possible from films, paintings, or even pottery. As long as 
this is done in a conscious way. I much prefer to see rejected techniques than no skill, conscious 
simplicity than lack of thought.  

Entree is a competition. Who can participate in it and what are the rules? 

The project is mainly aimed at young artists. I encourage everyone interested to visit the project 
website: http://www.entree.trafri.net, where they can find the rules, the application form, FAQ, etc. 
The project website can also be accessed by clicking on the Entree bookmark on the website: 
http://www.teatr-rozrywki.pl. 

Generally, we focus on the youth, not necessarily on professionalism, though we don't say "no" to 
young professionals, as long as the works they present are original and different aesthetically and 
ideologically from what they create in the institutions they are associated with. But mainly we're 
looking for talented amateurs with an artistic sense. The requirement for participation in Entree is to 
submit the application form and a sample of a performance, project, or of whatever else it is that one 
wants to present.  

And what is the prize? 

The prize is the artist-in-residence programme/incubation, which I mentioned before, on the Small 
Stage of the Rozrywki Theatre combined with the professional production, promotion and staging of 
a new performance. During that programme the winners can use the technical facilities, ask for the 
assistance of the stage staff, gain know-how, etc. 

Why is the project worth taking part in? 

For the winners, the artist-in-residence programme is a unique opportunity to appear on a 
professional stage in front of a demanding and experienced audience, stage a performance, which - 
under normal circumstances - is very expensive and logistically difficult, especially for freelancers. 

For those who won't win, the project is an opportunity to present their current projects on a 
professional stage, work with a group of professional stage technicians, use stage equipment they 
haven't had access to before. Additionally, there's an opportunity to have a constructive discussion 
on the performances with the audience and the jury, whose members are: Katarzyna Aleksander-
Kmied, Maciej Pieprzyca, Wojciech Kuczok, Wojciech Kucharczyk, Sebastian Cichocki i Dariusz 
Miłkowski - outstanding figures in the world of culture, not only the theatre (here, once again, I'd like 
to stress the interdisciplinary character of Entree).  
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Getting closer to the end of our interview, I'd like to ask you about your understanding of the 
concept 'enterprise in culture'. 

I understand 'enterprise in culture' as management that increases social participation in culture, but 
not at the expense of sacrificing the artistic value. It is creating a need or demand for art - at the level 
of both active and passive participation. This is how cultural capital emerges, which constitutes a 
basis for the effectiveness of processes governing culture as an artistic, social and "fiscal" product.  

At the moment you are carrying out the second edition of the Entree project. What did the first 
one look like? 

For the first edition we received over 20 applications, selected 7 and have been presenting the 
projects on the Small Stage since September 2008. The last presentation is scheduled for January 
2009. Then we'll know the winner of the first edition. Among the submitted works, many were 
conservative or really amateur. The projects we selected suggest in which direction we'd like to go 
with Entree, and what we'd like to watch. 

Entree is not a long-term project. Individual results have been visible since September and they will 
reach a certain climax in the form of the art-in-residence programme. Ultimately, the project is 
supposed to bring social advantages in a broader sense - create a certain model of participation in 
culture, create an environment for the circle of young artists and critics, who in the future may 
decide about the image of culture in the region, a conscious audience that is not afraid of asking 
questions and having expectations. Finally, we'd like to see the emergence of a new model of 
cooperation between established institutions and individuals outside the mainstream, where labels 
don't matter, and only art counts. In that sense Entree is a project that, in our minds, will take years. 
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08. Young Culture 

Puppet Theatre - Only for Children? - interview with 
Robert Skolmowski (Wrocław Puppet Theatre) and 
Prof Waldemar Wilhelm (The "Pinokio" Puppet and 
Actor Theatre in Łódź)  
Maja Ruszkowska-Mazerant 

 
What is a puppet theatre and is it aimed only at children? Are children a more demanding audience 
than adults? Our two interviewees talk about their institutions. Robert Skolmowski is the Managing 
ŀƴŘ !Ǌǘ 5ƛǊŜŎǘƻǊ ƻŦ ²ǊƻŎƱŀǿ tǳǇǇŜǘ ¢ƘŜŀǘǊŜ ŀƴŘ tǊƻŦ ²ŀƭŘŜƳŀǊ ²ƛƭƘŜƭƳ ƛǎ ǘƘŜ aŀƴŀƎƛƴƎ ŀƴŘ !Ǌǘ 
5ƛǊŜŎǘƻǊ ƻŦ ǘƘŜ ϦtƛƴƻƪƛƻϦ tǳǇǇŜǘ ŀƴŘ !ŎǘƻǊ ¢ƘŜŀǘǊŜ ƛƴ _ƽŘȋΦ 

Is a puppet theatre only for children? 

Robert Skolmowski, Wrocław Puppet Theatre: Of course not! This is a harmful stereotype which has 
its origins in the colloquial understanding of the word "puppet" as "a toy", i.e. something for 
children... Puppets used in the theatre aren't toys! Puppets are the same means of expression for 
actors as their own bodies. A dramatic actor has certain means of expression, a mime has other 
means of expression, and a puppeteer - still some others. But, obviously, animating puppets is 
incomparably more difficult for actors than just using their bodies on stage... Still, an actor is an 
actor. And the theatre - which I always repeat - is not divided into a puppet theatre and non-puppet 
theatre, but into a good one or bad one.  

But there is another reason why our theatre - Wrocław Puppet Theatre - is not a theatre only for 
children! Paradoxically, it's us who take better care of adult audience members than any other 
theatre in Wrocław! And the point is not that, like others, we have performances for adults - because 
it's nothing unusual to stage a performance for adults who will come alone, and their children will 
have to stay at home. In our theatre, parents can come with children, go to see a performance for 
adults or - in the future - a film in the Film Club, and without any remorse leave their children to be 
looked after by our actors and psychologists at a performance or workshop for children. This isn't 
possible in any other theatre. But it is in ours! This is not a children's theatre, but a theatre for whole 
families. 

Waldemar Wilhelm, The "Pinokio" Puppet and Actor Theatre in Łódź: Our theatre is aimed at 
children. Although the repertoire includes performances for teenagers and adults, for example 
"Minatures" by Tomasz Brzezioski, where the author resorts to metaphorical language, creating the 
stage world with the simplest objects. But also "A Doctor in Spite of Himself" by Molier or "Christmas 
Carol". The theatre for children should be characterized by an ethically simple plot, clarity of the 
message and "nobleness". It is necessary to offer role models and world values, "goods" which are 
neatly organized and comprehensible. 

When working on a performance for children, and then staging it in front of an audience, one should 
take into account the age of audience members, the stage of their development, and that an 
audience from a large city is different from an audience from outside of the city. Each audience 
reacts differently and at different moments of the performance. Here adults' predictions may not 
prove correct. The problem is who evaluates the performance in the puppet theatre. Because it's not 
the child who decides what to watch, but adults: parents or teachers. This conflicts with the idea of 
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the theatre as a free choice. It's no wonder that a 50-year-old person doesn't get excited about the 
proverbial wolf chasing the hare. So there is always a chance for certain excessive interference.  

What preferences do different audience members have: children, teenagers, adults? 

Robert Skolmowski, Wrocław Puppet Theatre: You probably think - as many people do - that 
children as an audience are less demanding than adults? Nothing like that. Fundamentally, both 
children and adults want the same thing: good theatre, remarkable and moving performances, from 
which one gains something to take home. Preferences as to the content are an individual matter. 
During our performances about Wrocław dwarves or the characters from Wrocław legends, both 
children and adults have a great time. To give another example: during major celebrations 
commemorating Aleksander Fredro, we were visited by children, teenagers and adults. And what did 
come out of it? Children were delighted with a happening related to Fredro's monument, teenagers 
saw the manuscript of "Zemsta", exhibited for the first time, adults read the scandalous "Piczomira", 
and afterwards everyone went to see a performance by Jerzy Radziwiłowicz. Different preferences? 
Maybe, but everyone participated in the same event and had fun. 

Waldemar Wilhelm, The "Pinokio" Puppet and Actor Theatre in Łódź: At various stages of 
development, children perceive different spheres of a performance. Besides there's no person who 
would perceive all that is encoded in a performance. Today we are vying with the media. At the same 
time the perception of young audience has changed when it comes to the sensitivity to words: today 
words are boring to a young audience. And that shouldn't be overlooked in plays, themes and acting. 
For example, it's difficult to come across a 3-act play in the theatre, and some 15 years ago this was 
almost a norm. A lot needs to be going on. A performance has to consist of at least 10 scenes. We 
opt for quality - good literature, aesthetically interesting visual effects, good music as well as 
professional and believable acting.  

How do you choose your repertoire? What do you pay most attention to? 

Robert Skolmowski, Wrocław Puppet Theatre: We try to remember that our duty is to combine 
artistic activity with educational one. Indeed, it is the task of our theatre to teach children the love of 
and respect for not only the theatre, but also culture and art. It's us who bring up the next 
generations of recipients of high culture, who will later go to other theatres. 

Our intense educational activity has already been appreciated and rewarded by being placed under 
the patronage of the Ministry of Culture and Art. What's especially important is that last year we 
managed to change our audience radically. At present a significant part of our audience comprises 
not only of children but also of pupils from junior and secondary schools. And next season we expect 
that junior and secondary school audience will increase and constitute up to 25% of the total 
audience. 

Waldemar Wilhelm, The "Pinokio" Puppet and Actor Theatre in Łódź: We frequently forget that the 
theatre, also the puppet theatre, has its origins in rituals. Thanks to those origins, there is a chance 
for "its metaphysics" - a "secret" contained in a performance - to reveal itself. These are its authentic 
origins. And the question that keeps bothering us: how to intrigue, fascinate, captivate... In the case 
of the "Pinokio" Theatre, it's the variety and the richness of repertoire, and hence the variety of ways 
of doing theatre. The multitude of theatrical conventions. 

By means of this "diversity" we make our audience aware that the surrounding world is also diverse... 
and it needs to be accepted as such. We believe that this approach is the didactic aspect of our 
activities. We teach acceptance and tolerance. It is our dream that in the future Our Audience 
Members will be able to oppose the world of "evil", which they will confront.  
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We are against pushy didacticism; the message has to be discreetly inscribed in the poetics of a 
performance, it has to be attractive, and as such it ceases to be crude and naive didacticism. Our 
obligation is also to familiarize young audience members (and not to bore them) with the literary 
canon. And to prepare them to be conscious recipients of art in the future. We try to do that putting 
the emphasis on words. Not only as regards the thoughts underlying them, but also the quality of 
their sounding. We want the theatre to be a role model when it comes to the perception of the "art 
of the theatre". 

What singles out your theatre from other similar institutions? Apart from the work related to 
staging performances, does the theatre carry out any other activities? Such your educational 
activities...  

Robert Skolmowski, Wrocław Puppet Theatre: As I've just mentioned, the educational aspect is a 
very important part of our activity, and we remember about this mission not only while choosing the 
repertoire, but also when planning our other activities. That's why we have the Children Artistic 
Academy, and that's why we came up with the idea for the series "The Art of Reading", which is 
devoted to outstanding figures in Polish literature, such as Mickiewicz, Fredro, and in April to - 
Słowacki. Finally - what's very important - we actively cooperate with the Health and Education 
Departments of the Municipal Council in Wrocław. This cooperation has led to many projects thanks 
to which children and teenagers from the poorest families, orphanages or hospitals have had 
opportunities to watch our performances or participate in our art workshops or summer activities. In 
fact, what is most vital for Wrocław Puppet Theatre, generally speaking, is to reach, with its 
performances, all the places where children are waiting for them. That's why we came up with the 
Fairy-tale Bus which is used for staging outdoor performances in urban surroundings in Wrocław. 

Waldemar Wilhelm, The "Pinokio" Puppet and Actor Theatre in Łódź: We try to find our own path 
because today there are performances for children in dramatic theatres, musical theatres, opera 
houses and the like... I'm interested in playing with conventions. That's why I invite different 
directors. We also do a lot to attract and to accustom audience members to the theatre. Since the 
beginning of my career in the Pinokio Theatre I've worked together with very good stage designers. 
Also I've always worked on spreading out the emphasis on words, acting, music and plot in a 
balanced way, because not everyone is fascinated with visual effects, but everyone should find 
something exciting in a performance. The Pionokio Theatre conducts educational activities on a large 
scale. We cooperate with about 140 non-governmental organizations from Łódź and the region of 
Łódź. We organize literary and arts competitions, workshops for educators and theatre classes. We 
co-organize The Nationwide Festival of Little Children's Art. For several years we've been taking part 
in the campaign entitled "Whole of Poland Read to Children". Since 1993 we've been organizing 
summer puppet exhibitions, which have been widely popular and whose curator, from the very 
beginning, has been Elżbieta Iwona Dietrych, Stage Designer from our theatre.  

Is there a place in Poland for the development of a private puppet theatre? 

Robert Skolmowski, Wrocław Puppet Theatre: Of course - everywhere there's a place for 
everything! 

Waldemar Wilhelm, The "Pinokio" Puppet and Actor Theatre in Łódź: Suffice to take a look at 
Białystok, where at the beginning of the 1990s the first private puppet theatre, the 3/4 Zusno 
Theatre, was established by Krzysztof Rau. Now there are outstanding private theatres there: the 
Doomsday Company or Wierszalin Society, which stage performances not only for children. Likewise 
in Łódź, it's just here, for the time being, the private theatres are only for children; we have the 
Piccolo Theatre, the MER Theatre and the Little Fairy-Tale Cafe. All this just proves that a puppet 
theatre is needed and doing well. 
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09. Feature 

Playing Yourself   

Paweł Jaoca 

You open your wardrobe. In 20 minutes you've got another job interview. Should you put on a suit or 
just leave in your favourite T-shirt? Isn't this dress too flamboyant? Where's that classic black tie? 
When trying on various clothes from your wardrobe, you put on masks, by means of which you want 
to present yourself in a new institution.   

A mask is a magical tool which roots in your skin; an interface, thanks to which you communicate 
with others. A mask hides your true face, but at the same time allows for a game with an interlocutor 
- a co-worker, subordinate or superior. It is not people who meet in this game, but their roles - 
gestures, clothes, stereotypes and signs. 

Presenting self in the theatre of professional life (to paraphrase the title of the most famous book by 
Irving Goffman), i.e. in the space which is highly encoded by power relations, our clothes or 
seemingly insignificant tone of voice, is under strict control. What counts is the spectacle. 'Self' as an 
image, behind which basic manipulation techniques are hidden. Are you afraid of your colleague who 
wears expensive suits?  

Are you staying late at work, because your boss, whom you like very much, has asked you to finish a 
project by Monday? Once again you listen to the empty words: "This isn't good enough!", "You 
should've tried harder", "How many more times will I have to make corrections to your 
presentation?!" You argue, pretend to feel offended, butter your colleague up, invite your boss for 
coffee, get promoted and the next day you come dressed in a completely different style. Your social 
role is subject to the whirlpool of interaction - evaluation, comments and gossip. This interaction 
always entails interpretation, which leads to, only partially controlled, multiplication of your person. 

The role made of masks to be put on every day creates space for performing. In his book entitled 
Games People Play, Eric Berne, psychologist, defines the so-called transactional analysis (TA), in 
which people look for an answer to the fundamental question: why do I get on well with my co-
workers, but when I talk to my boss there is always this nonsensical answering back? 

According to Berne, there are three characters in our heads - a parent (power, norms, principles), an 
adult (facts, questions, analysis) and a child (emotions). Three faces, three roles and three workers. 

Let us imagine a model situation. On Wednesday the team's manager knocks on the door of the 
team's room. He interrupts at the climatic point in the team's discussion. You make a good team - 
there's friendly atmosphere, you trust each other, and you also spend your free time together. By 
Friday you are supposed to work out an important marketing strategy for your company. The boss 
just asks to make sure whether you will manage by the end of the week, what stage you are at now 
and whether he should help you. What strategy? By Friday? So soon?! The team becomes panicky. 
You complain, protest against the "stupid" ideas of the management board, you want to rebel 
against the excessive workload. 

According to the TA by the American psychologist, the manager played an adult (in the case of a 
"parent" the conversation would have a more demanding character) looking for a partner 
conversation, whereas the employees reacted like unruly children - spontaneously (emotions), at the 
same time negating the power relation. 
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You change your clothes again. Will you look more serious in these clothes? Maybe too serious? 
Should you rebel? It's just a system! Should you put on your favourite red shoes? It's inappropriate? 
Who cares... Otherwise they might think you're dull - "white collar".  

The role (especially the one in professional life) is shaped by first impressions. Your precious few 
seconds, which you will use as a basis for creating yourself. A façade? To play a role at work means to 
survive. 
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10. On the Margin 

Natural Context of the Theatre - interview with 
Zdzisław Jaskuła 

Maja Ruszkowska-Mazerant 

Is the theatre simply an actor, a stage and an audience? Do we go to the theatre primarily to watch a 
performance, or can we expect something else there? We talk about Kawiarnia Literacka (the Literary 
/ŀŦŞύΣ ǎƛǘǳŀǘŜŘ ƛƴ ǘƘŜ bƻǿȅ ¢ƘŜŀǘǊŜ ƛƴ _ƽŘȋΣ ǿƛǘƘ ǘƘŜ ŎŀŦŞϥǎ ŎƻƻǊŘƛƴŀǘƻǊΣ ½ŘȊƛǎƱŀǿ WŀǎƪǳƱŀΦ  

The Nowy Theatre in Łódź set up a new place called Kawiarnia Literacka (the Literary Cafe). You're 
its art coordinator. How did the idea to create this kind of café in the theatre originate? And is this 
really a good place for such a project? 

I believe that today such institutions as theatres, galleries or museums shouldn't limit themselves to 
their basic activity. If they want to bind their audiences or visitors to themselves as Places, they need 
to expand their offer. Literature constitutes the natural context for the theatre - the art which is 
complex , yet still very much based on the word, so a literary café seems very appropriate.  

At the opening meeting, the poems presented were by two poets: Rafał Wojaczek and Witold 
Wirpsza. What are the reasons for this choice? 

To be precise, the café opening ceremony was devoted to Mikołów, a town in Silesia, and the 
Mikołowski Institute from there - an important nationwide centre of literary propaganda exuding 
good energy. The idea to present Wojaczek and Wirpsza followed from the interests of the Institute. 
Wojaczek - because the Institute is situated in the poet's family flat and the spirit of the rebellious 
poet is present there. Wirpsza - because this almost forgotten linguistic poet has been rediscovered 
by the residents of Mikołów and remains in the collective memory. Besides, it's already visible that 
Wirpsza's poetry has an impact on the new poetry generations. Now it is its true revival. So I also 
wanted to attract the attention of Łódź residents to that phenomenon.  

You carry out the project in cooperation with "the Small Letter" - a bookshop and a café in Łódź. 
What does the cooperation look like? 

"The Small Letter" has great experience when it comes to promoting readership and literature. We 
want to learn from this. And besides, "the Small Letter" is a bookshop, and it's difficult to imagine a 
literary cafe without books. In the future we want to have a permanent stall with books from "the 
Small Letter".  

What meeting do you plan next and when? Will there be a series of meetings? 

Meetings will take place regularly, though, for the time being, it'll be a changing regularity. For 
example, around now, at the end of October and at the beginning of November there'll be unusual 
density of various events. All sound very interesting, for instance, the meeting entitled "There's no 
Russia!" (3 Nov.), during which Daniel Kalder, a Scottish writer, and Andrzej Stasiuk, our outstanding 
writer, will defend the title thesis. Besides, on 27 October we're going to open a series of meetings 
where plays will be read. This is a way of getting to know contemporary plays and it is becoming 
more and more popular around the world, as well as in Poland. For a good start, we're going to have 
"Insalata mista" by Wolfgang Bauer an Austrian writer, whose artistic origins are in the absurd 
theatre. The reading is being directed by Piotr Bikont, a director who graduated from the National 
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Film School in Łódź, though he is better known to a wider public as a cuisine expert. "Insalata mista" 
means "Mixed salad" so Bikont is definitely the right man for the job. 

Will the cafe become a place for promoting young artists? And will cooperation with you help a 
young poet, artist or actor to make steps in his/her career? 

Of course. The example could be "Dykcja łódzka" ("Łódź elocution") which presents young literary 
circle from Lódź. It so happens that we will start with poets and the autumn will be the time of many 
poetic book debuts. On 24 October we're going to present two very talented debutants - Monika 
Mosiewicz and Michal Murowaniecki.  

The cafe is to be converted so that it could be entered not through the theatre. Will it become a 
commercial project of the Nowy Theatre? And will it be possible to go there not only because of a 
meeting, but simply to have coffee and read a book? 

Indeed, for the time being the cafe is open only during events. We hope it'll be possible to convert it 
into a permanent place which will be open to everyone, and where one could have coffee or a glass 
of wine. Where one could read not only books but also low-circulation and very interesting Polish 
literary press, which is not easily available. A place where sometimes one can listen to a concert, see 
an exhibition, film projection, installation, interdisciplinary or multimedia artistic endeavours...  

Thanks to the idea for the cafe, The Nowy Theatre may be perceived as an entrepreneurial 
institution in culture. And what does enterprise in culture mean to you? 

Generally, I associate it with managing culture, marketing, the market of culture services, etc. But I'd 
also like to pinpoint other meanings of the word 'enterprise', which are related to resourcefulness, 
ingenuity, intelligence and a creative approach. That's the enterprise that our culture institutions and 
centres really need, as they all too often fall prey to routine. And conventionality is by nature an 
enemy of any creativity. I hope we'll avoid this ailment in the Nowy Theatre. 

 

 


