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I was born on January 17, 1952, in Kaunas, into the family of a medical student. I was raised by my 

grandparents and spoke only the dialect of Dzukija. But before I started primary school, they brought 

me back to the city of Kaunas so I would learn to speak Lithuanian for kindergarten. In my childhood I 

spent a lot of time visiting my grandparents in their small far away village, and because I into the loft, 

and hidden in that loft was the military officer’s “Bražinskas” uniform of the grandmother’s brother 

who died from working in a uranium mine, and his huge library. And another uncle was an American, 

returned from the United States, and he bought a subscription to a set of encyclopedias, though the 

fifth volume was taken by the Germans and thrown into the outhouse in the nearby forest. But before 

I went into military service I read the many journals about art and culture of those two uncles left 

behind. I was practically raised reading that material, and if people asked how I knew so much, I’d say, 

from those books! I read that encyclopedia like a novel, all the volumes in order. I was a very busy 

child with many interests and learned all kinds of unusual things.  

[Interviewer: And where did you complete your studies?] 

I studied in Moscow at “Gytis”, [State Theatre and Art Institute, now the Lunacharsky Institute of the 

Theatre Arts] and that’s my name of course, so when I was there and was asked my name, they would 

think I was crazy when I said “Gytis” [laughs].  

But when I studied there we had the chance to work with dissidents, and our diploma production was 

“Romulas the Great.” And in that play there is this phrase: “When the state begins to murder people, 

it calls itself the fatherland.” But I didn’t let anyone censor the play, believing censorship wasn’t 

allowed because it was student theater. And I remember after one performance a man came up to 

me—we were riding in the Moscow metro—and he thanked me profusely for the production. I later 

learned that the man was Andrei Sakharov.  He had seen the play.  

And while I was studying, our work became allied with the dissident movement. You see at the time 

‘détente’ was in the air, a thaw of sorts, and Nixon’s visit, and all sorts of interesting shows that 

registered that some freedom was in the air.  

I was also greatly influenced by the desire not to become “Russified.” In every little village the old 

grandmothers always told me “don’t came back a Russian, just don’t become Russified.” And so I 

could throw off that Russian influence I went every summer to “Ethnologic Expeditions” through the 

countryside of Norbertas Vėlius, our very famous ethnographer.  My whole family went on these, my 

father, my mother, to collect material. I gathered material about the folk theater then, about the 

harvest-time plays, where they were staged, who produced and performed them, etc. And this also 

was a movement that was closely watched by the KGB, which later banned it because it was a very 
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“national” movement.  I remember once when we drove with my parents’ Volga to a meeting with 

some locals in Belarus, in the Lithuanian anklavas or enclave in Belarus, and there were 12 of us all 

together and sitting on my lap was the sister of Čiurlionis, the elderly professor Jadvyga Čiurlionytė. 

There was a brotherhood, among students and young people participating in the movement. And 

because of this, when the liberation movement came along, I was not a member of the Communist 

Party, and I had never been indoctrinated into any kind of Communism in Moscow, I learned a 

profession but not that ideology but actually its opposite; I saw only its evils. And so when 1988 came 

along, I had no doubts whatsoever about whose side I was on and what I had to do. During the 

previous time, because I had never been a Party member, and I had never been a Komjaunoulis, I 

could never the head a theater.  But then, in connection with the fact that I was for the first time 

assigned to be a Head Director, at the Šiauliai Theater, just at the time when it was Šiauliai’s turn to 

host a festival. And I decided that this festival would be different. Because at that at that time there 

was a battle going on—between the supporters of perestroika or “persitvarkimas” and the 

conservative communists—and I decided that our theater would do everything it could to bring in 

that “fresh air,” to the extent that we were able. And from this there followed that idea to create the 

festival “Atgaiva.”  

I’d like to say that up until Atgaiva and maybe a bit later, I directed in Vilnius, in the Palace of the 

Trade Unions there where the Youth Theater is now, on the hill some of what I would call 

“documentary theater,” after the Cernobil disaster. That was, Ruta Galiauskaite, who died not long 

ago, but was an ultra-conservative, environmentalists, philosophers, actors,. . . .We staged before full 

auditoriums these documentary performances about nuclear dangers after Cernobil, and about 

ecology, about climate change. This was about 1987 and earlier. These were very popular in the 

Soviet period.  Vytautas Kazlauskas the philosophy lecturer, now deceased, also participated, and it 

began there.  It was just and accident of chance that I wasn’t a member of the Sajudis group then, 

though I was invited to join, because at the time their initial meeting was being held at the Academy 

building, I was just across the street at the National Theater rehearsing O’Neill’s Long Day’s Journey 

into Night. And I had to be there for that. They came to me and invited me repeatedly, but I was so 

tired, completely exhausted, I was commuting from Kaunas every day. I reproached myself for not 

taking part in the meetings but decided that I would try very hard to bring Sajudis idea to Siauliai and 

to Northern Lithuania.  

[Interviewer: How did the government react?]  

The government reacted with confusion, disarray. You see, along with Atgaiva there were a series of 

political actions. We demanded, for example, the dismissal of Volkov, First Secretary of the 

Communist Party. We directly made this demand. And the entire Sajudis group would gather usually 

in the theater. The Šiauliai Sajudis conference happened in the theater. And we, Jolita Tautartaite-

Piaulokas and I, we didn’t exactly play second fiddle. Along with Atgaiva we attended the Sajudis 
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conference, I famously proclaimed through a loudspeaker the nuclear-free zone over the Siauliai 

theater. And there were other very interesting things for, the writer Petkevicius mocked us in Pravda 

and afterward he invited me to his home and apologized. And when we were in Canada, in Hamilton, 

we were received by the mayor, he suddenly turned to me and said, wait a minute, aren’t you the 

director who proclaimed the theater a nuclear-free zone? And I said yes, and he said, when we heard 

about this in Canada, we understood, that great signs of coming liberation had begun, that the Soviet 

Union was beginning to crack.  

So I want to stress that Atgaiva was not [accidental]; it happened in a certain context, it was in the 

context of a movement for self-government that was already taking place. And I decided that cultural 

people, theater people, who at that time were substantially influential, more influential than now, 

whose voices were listened to, that they need to speak their minds, for Sajudis and for Lithuania.  

And that was the basic concept of Atgaiva.  And because of that, all theaters were asked in advance to 

present Lithuanian productions or efforts, and if possible, productions that were not previously 

possible—that were “in the drawer” so to speak. And we were also asking for new historical material 

from all the theaters, about things like previously banned works….like Jurasas’s forced exile from 

Lithuania, about the censoring of “Barbora Radvilaite,” about censorship in general and as much as 

we could we added these to the picture.  We also gathered quite a political block—we invited very 

many of those who at that time virtually stood for Lithuanian political independence. Landsbergis, 

Radzvilas, who is now in the opposition party, Ozolas, everyone really. And we held discussions, 

“Morning Reflections” about how Lithuania should look and exist as a future society. But these talks 

were closely and clearly connected to the staged performances.  They had similar ideas and problems, 

for example in that play about Širvys and that post-war atmosphere, and our Zilvinas by Jusukaityte.  

And it happened that that this text examined and predicted the spectacle of neighbor against 

neighbor, so Jaukaityte, for example, saw into our future. The honeymoon of brotherhood passed 

very quickly and internal divisions emerged, and these are still apparent today in things like 

Landsbergis not being awarded the Medal of Freedom. Really, this entire process we put on display in 

our production of Zilvinas.  How can we still not realize that the voice of wisdom is again being 

marginalized and people will again wage meaningless battles.  

And what more can I say? I’ll say openly that I do still very much feel that I’ve been treated unjustly. 

And though there’s a lot in my life I’d change if could if I wouldn’t change what I did to reach this 

point. Because that time was really my hour of fame. And when it comes to the Šiauliai Theater, there 

were really no theater troupes who did not join in our idea.  And Sajudis was the source of this 

feeling. It wasn’t a formal thing that happened in conferences or because of them, but because the 

spirit of the time permeated the theater.    And even those who had been communists, or who were 

afraid to act, they all participated in Atgaiva very enthusiastically. We had to meet and welcome 

guests, we had to associate with participants, discuss things with them. Even the priest, Father 
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Milasius spoke to us—he’s now deceased—he participated in the discussions, and this was really 

unusual and unexpected for him to enter into discussions with communist critics. Such things 

happened, and he offered a sharply opposed perspective.  

And I felt things deeply, and yes there was some tension, for example, between Didzgalvis and me. 

You’ve probably talked with him or will. And there were certain subterfuges and provocations, we 

weren’t always sure what was happening. For example, it was very unclear what role was being 

played by Egmontas Jansonas, who had previously worked for Moscow to censor the theater and had 

shut down productions before. And here he was associating with [Gediminas] Jankus very openly. 

Later he was our theater director for a time and he invited me to stage plays, and I put on a 

Lithuanian play about Jesus Christ and Mary. . . .there were many such strange and varied 

metamorphoses that happened then.  

[Interviewer: How early was the idea itself for Atgaiva? A year before it happened?] 

No, for me the idea took shape during the summer.   I learned in the spring of 1988 that I would take 

over as Director of the Šiauliai Theater beginning July 1. This wasn’t from the ministry but I was asked 

by the theater people and actors. I remember when I visited they met me at the bus station, gave me 

the grand tour, showed a lot of love for me.  

Of course I wasn’t a rookie, I had already staged Zemaite which was very well received and famous, in 

1986. That one also was very “Lithuanian” and staged to commemorate Zemaite, and this Lithuanian 

play also met with some censorship. It was a very strange thing, there is a current member of the 

Lithuanian Seimas, was at that time an official in the Theater and Music department of the Ministry of 

Culture. Well he met with me and told me that there was a scene in the play that had to be removed. 

It was when Zemaite and peasants stopped an execution by the Russians in the 1863 uprising. He said 

the play was wonderful, but the execution uprising scene must be removed because it was operatic. 

Well it wasn’t operatic at all. I categorically refused to remove the scene, and then he threatened me, 

yelling, “I’ll send you to Siberia!” But then, a person who was in my opinion then the best and most 

respected official in the Ministry of Culture, Dainius Trinkunas, came into the room and he, who was a 

resident of Šiauliai, by the way, and he said, “Leave this man alone.” And for my Šiauliai Theater that 

was quite a good beginning to our work. The first play I staged there was in ’86.   

[. . . .] 

And when I was made head director at the Šiauliai Theater, I understood it was now or never. I had 

found my niche. We put things on over by the Hill of the Insurgents, and in other strategic places. We 

had a cultural day and a celebration of the underground press, where someone dressed as Zemaite, 

we put up a monument to Visinskas, we held cultural events by the little lake in Siauliai where we also 
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had readings of Lithuanian texts, and religious ceremonies by the Hill of Insurgents. These constituted 

a very broad context for Atgaiva.  

But I put together the idea of Atgaiva in the summer, at my farmstead out in the country, in Dzukija, 

for there needed to be a festival directly targeted toward supporting processes of the 

democratization of society and toward national rebirth.   

Also I would like to say something again. Mikolojus Vilutis, a well-known graphic artist, once told me a 

very interesting story that I’ll relate to our topic. He said he had a workshop in Vilnius Old Town. And 

he liked very much to walk over the swimming pool building there. And the pool was located directly 

on the other side of the river but there was not bridge. He had to walk way up to the Green Bridge, 

where they took down the old [Soviet] sculptures. He said my whole life I dreamed that they would 

build a bridge directly from my workshop to the pool, across Old Town, over the Cathedral, to the 

pool. And he said, “My dream came true! They built a bridge! But at the same moment they closed 

the pool.”  

That’s what happened with the idea of Lithuanian national rebirth, the idea of a national state. We 

won back the nation, but at that very moment, the idea of globalism took over, and the idea of an 

ethnic national state in Europe no longer had validity. There was the European Union, with its 

authority, etc.   

But I’d like to say many in Sajudis, after Atgaiva, may nevertheless may have stuck to the conservative 

idea of Lithuanian ethnicity and national identity. But I was already saying then that I am a Lithuanian 

and a European. Because I was the first Lithuanian director who staged plays in the West, in Salzburg. 

And some accused me of doing something wrong. But it’s strange that as a director I stage the most 

Lithuanian plays, but also was the only director who staged western playwrights like Yeats, Pinter, 

etc., and quite a lot of Western theater.  

Because I am convinced that Lithuania never really left Europe. I think it is possible to find that 

balance, that synthesis of cultures: Lithuanian, Western, Eastern, like they used to say before the war. 

Šalkauskis, a Šiauliai resident by the way, that we are between the East and West, and Vydunas talked 

about that. I am not stuck in any kind of conservative nationalism, probably because I’ve traveled so 

much, then and now, and I’ve worked abroad, and I speak Russian and English, and I have many 

friends in the East and the West. So while remaining a Lithuanian I’m nevertheless, at the same time, 

a citizen of the world. I’ll never emigrate, but I’ll never take xenophobic positions either, not anti-

semitism, not anti-immigration and the like. But nevertheless I have always believed and will always 

believe that, essentially, our society’s deepest problems of identity can be explored and addressed by 

means of our national dramaturgy.  Because when you interpret Shakespeare, and interpret Pinter, 

and Chekhov you reveal much about the present day, but there are always gaps that can be filled only 

by those like Jozaitis, Ivaškevičius, Parulskis, Saja, those who live in the here and now, today, who eat 
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the same bread we do, and experience the same problems—alcoholism for example, Lithuania again 

ranks first in this problem and in suicide—the same problems we need to talk about and to speak 

about in the voices of those living today, including actors and directors as well.  

And therefore, that idea of Atgaiva—a dramaturgy of Lithuanian identity—remains a constant for me, 

only transformed for a different time. Not in the same expressions of that original time, it includes a 

new and wider world and new teachings from all over.  

[Interviewer: I’d like to ask about the “protest appeal.” Why was this written?]  

Obviously we wrote it because there was a conflict.  We clashed with . . .You know, I can’t identify 

people by name, but I remember that there began something like the censorship. . .For example with 

my Strindberg play in ’86 . . .. .there were those who attempted to push aside the festival, to 

marginalize it.  

[Interviewer: And who was doing that? It’s not yet clear to us.] 

And it’s not clear to me now either. I don’t know anymore. Probably various officials of the Theater 

Union from the Ministry of Culture and the Theater Union. It’s lucky that my colleague Giedrius 

Kuprevicius vice-minister, was there at the time, though actually I began working with him later. But, 

it was said that there wasn’t enough time to get the festival ready, that there wouldn’t be time, that 

we need to wait, etc. But I this is what I knew: it was now or never. Soon it will be too late. There 

would be different ideas different problems, we might not rise to the moment, might lose our 

enthusiasm. And I was completely correct about this, because soon after things started happening in 

the streets and the theater was no longer of interest to people.  

They wanted to postpone it until the spring. Until the spring. But I knew that the concept was ripe 

now, everything was boiling at that moment. Heck, who knows what could happen by spring, perhaps 

Jazov would be sent in, Gorbachev could call in troops and we could all be in jail by the spring.  

[ . . . .] 

No one knew what could happen. There were lists already made up, lists of people who were to be 

arrested first, or perhaps shot, or taken away, or something similar.  Now it seems to everyone that 

everything was easy, but it was dangerous and difficult. And overall I don’t know one Sajudis 

participant—even someone like a country schoolteacher out near Ignalina, or any one of the active 

participants—who has not paid a price. In a Lithuania that is supposedly liberated. .  

[Interviewer: So postponing the festival was attempted in order to lessen its meaning?] 

Yes. And once that was done perhaps it would never happen at all. Maybe we’ll forget it, maybe we 

won’t want it after all. Maybe something else will come along.  
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[Interviewer: And you also thought of the name Atgaiva, right?]  

Yes, I don’t remember exactly how or when, but we were looking for a word. Something to express 

renewal, and this was not a commonly used word.  

[Interviewer: And exactly when was the name decided on? In the Fall?] 

No, I believe earlier, perhaps earlier. But I also remember this, about how it was not a purely 

nationalistic event. At that time there was an earthquake in Armenia. And we took up a collection for 

the victims of the earthquake. You see in that photograph, we are standing together holding candles, 

to honor the victims of the Armenian earthquake. In this context we tried not to focus only narrowly 

on ourselves.   

And I really liked the way you identified the connections to Jack London, and others. We wanted more 

and many of these connections. It turned that a great many students attended the festival….They 

traveled all the way here, and sat on the ground. Here’s something; ten years after Atgaiva, I received 

an unexpected gift, a vase, and engraved on the vase was this: “On the 10th Anniversary of Atgaiva, in 

gratitude from those who were there, simply as spectators.” Not the government, not someone else, 

just spectators. After ten years, on their own initiative. I’ve also realized something else. You know, 

many who were there have died, more than 25 years have gone by, or left the country. Now there’s 

kind of a mythology about it, a legend, like your Civil War in the United States.  

[Interviewer: And how would you describe your role? What were you responsible for?] 

For everything. You know how it is, someone has to close all of the loopholes. And I did have help. But 

I was the main generator of ideas. And when my Dzukija-temperament intervened—Dzukija folks are 

the Italians of Lithuania—I was always trying to receive guests cordially and to keep things under 

control, to do all I could and maybe too much. It seems to me, by the way, that our Landsbergis may 

have tried to do too much by himself, so he didn’t create enough teamwork, didn’t put enough faith 

in other people. The best thing is to be able to go to sleep and everything still goes on. And maybe I 

was to hot-headed, perhaps I took criticisms with too much emotion.  

But there were some unnecessary provocations, some opponents, and I’ll never quite understand 

these. For example, Professor Binskis here in Klaipeda, was kind of an outlier. He tried, some say, to 

attack me violently. And though I wouldn’t put it that harshly, there was something going on. He did 

try to belittle my productions, and to belittle Škema, implying that Škema was just a bad writer. . . 

.And he’s a fantastic writer. About our Zvakide he wrote, “oh someone unknown wrote this, some 

kind of former artist. . .” And if you ask me he’s among our greatest writers, and he’s a great poet to 

boot, a wonderful poet.  

[Interviewer: And who put together the Atgaiva program of events? Whose job was that?] 
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Atgaiva, in my opinion was organized by me, but Didzgalvis also helped very much, he was the head 

of the communications department of the theater then. And, I believe, Mikuliene who later became 

chair of the language commission in Vilnius. And somehow that program took shape.  

[Interviewer: And large numbers wanted to come from other cities?] 

Yes very much so. . . .Maybe I could put it this way: there was a great euphoria felt at that time. In 

Šiauliai from early in the morning people were standing in long lines at the newspaper kiosks. In the 

newspaper they wanted to find out what was happening in Vilnius, in Moscow, in Šiauliai. People had 

been arrested, the streets were crowded, I remember I was chosen to chair the project to erect the 

monument to Visinskis. For a number of years that Visinkis monument idea went nowhere. I put out a 

call, and people from grandmothers to the mafia brought in 10,000 rubles and we collected the 

money in one day. We got the money for the monument in one day. There was such a strong 

response.  And yes, of course, I bloodied my fists a little bit, took too much on myself, put myself out 

there too much, spread myself too thin, but I viewed that festival with very high regard. And as 

Daukantas said, maybe some just didn’t like it; I may have personally offended some. I wasn’t impolite 

but now I understand that if I’m not spoken to, it might be best not to speak.  But people do speak to 

me, they ask me questions as you’re now doing. But then, whether I was asked or not I was trying, 

getting up in from of people and speaking. It was such a time when everything you had inside just 

poured out.  

[Interviewer: And I was wondering, how did you manage to direct two plays and at the same time 

take care of all of the organizational details of the festival?] 

Well, this play I’m putting on now is number 110. The 110th play I’ve directed. I’ve done that despite 

taking the time to travel far and wide in the world, and I’m putting it on tonight despite that fact that I 

spent the whole day yesterday with friends in Klaipeda. In a word, I really don’t have a domestic life. I 

don’t have a family or a domestic side. I don’t do the laundry, though I take care of myself. So 24 

hours a day I’m busy with my work. . . . .I’m going from morning till night. And during Atgaiva 

sometimes I’m sure my eyes were red and I went without sleep and when I did I woke up wondering if 

I missed something.  No one could sleep, we had so much to do.  

And you know I did a lot of the organizing and writing up the festival program from out in the country 

that summer before. Writing letters, making phone calls though there were no cell phones or 

internet.  I talked with many people, called Vilnius and Kaunas, met with heads of theaters.  

Essentially, I became a pivotal person in a pivotal time. The time was ripe for this idea, which had 

reached the tipping point. If I hadn’t done it, perhaps someone else would have, just maybe a little 

differently.  Because everyone wanted this, everyone was glad it was happening. No one said, “oh 

why is this necessary, maybe we don’t need it”—except for the Ministry and Party officials. All of the 
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theaters wanted it. All of them wanted it. I remember in this theater [Klaipeda] everyone was very 

enthusiastic.   

Again I want to say that it wasn’t just a theater festival. Now when we have festivals, the groups 

come, perform, and leave, sometimes not even seeing the other plays. But there in Siauliai, for the 

first time we strived to make it so that everyone would live there, stay there for the ten days. Artists, 

students together, so that there’d be a lot of personal contact. People would see each other and ask 

each other was happening, they’d socialize. It became a meeting of personalities among all the 

theater people together in one place. For example, Kestutis Genys, an actor from Kaunas, no longer 

alive, there’s a small monument to him the Kaunas theater, a dissident; he read poetry aloud for the 

first time there. For the first time. And now he’s a legend, and there are CDs, his poetry had been 

made into songs. And he debuted with his poetry at Atgaiva.  There were many examples of this.  

And I’ve often thought about everything that was expressed at those “Morning Reflections” sessions.  

The things said at the time by our politicians—Landsbergis, Ozolas, Radzvilis, philosophers and others. 

If those things had been realized and put into being, things would be very different now in Lithuania, 

very different.  

[Interviewer: Yes, I wanted to ask, but what was brought into being by Atgaiva? Something was 

brought into being by it, is that true?]  

Yes, Yes but overall, and essentially, well, like Arvydas Jozaitis, who published the—not sure if it was 

the first newspaper—but he published News of Sajudis, he edited this. At the time of Atgaiva Arvydas 

Jozaitis read a paper at the Arts Institute, about the Molotov-Ribbentrop pact, something about that, 

and we worked together after that. Not long ago he brought to me a relic of Atgaiva for me to 

autograph. We were sitting in a café here near the front window, and it must have been of interest to 

the people passing. I said “Arvydas, during that time of Atgaiva, I believed, that after we won our 

independence, everything would change. There would be no more lies, no more petty crime, all 

would work together conscientiously.” And many people believed that. They believed that 

conscience, ethics, moral values, would lead the way, for all as one, as at home, in a family.  And it 

didn’t turn out this way. As it turned out, that Soviet surface or basis was covered over with a new 

capitalist one. Like [Pope] John Paul said eloquently. “Socialism and capitalism in equal part debase 

the dignity of humanity, only from opposite sides.”  

[Interviewer: You would also agree with this opinion? I’ve noticed that in my opinion, you 

specifically warned about this, in an article which was published in the newspaper before Atgaiva. 

Do you remember what I’m talking about?] 

Yes.  

[Interviewer: You warned about the influence of the West.] 
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Yes, yes, that we can’t accept everything uncritically.  I have always thought that we need to seek a 

path of our own. And many are offered.  

[. . . . ] 

[Interviewer:  About the performances, which productions did you like the best? I’m sure you saw 

them all or knew them all.  Were there plays that expressed the thoughts you had in mind for the 

festival?] 

Yes, without a doubt, there were such plays. Tuminas’s production, There’ll Be No Death Here, really 

impressed me with its style. . . .and Katedra by Saulius Varnas which was entirely different, now 

Oskaras Korsunovas is producing Katedra in Vilnius . . . .  I have unusually vivid memories of the 

rehearsals of Zvakide also, because we performed in that little chapel. And . . . . the rehearsals for 

Zilvinas before we took that on tour, I remember rehearsals in Kaunas and Jonava and Alytus. We 

spread the story of Zemaite everywhere . . And we shouldn’t forget that during Atgaiva there were 

many shows, special art shows, for example in the Ausros Museum, and there were various shows in 

the Šiauliai Theater. So it was a very well-coordinated event. We were strongly reminded that we had 

our own very interesting culture, not only because of Russification but because we ourselves had 

forgotten much, and needed to recall our culture for ourselves.  

And, aside from the plays, what I’ll never forget what was the totality of Atgaiva. It was like a great, 

tirelessly-working, moving ant colony. For in the theater we moved as in dreams, we lived in some 

ways separately, in a place where young beautiful people greeted guests, and we decided who was 

going to walk this older person to his hotel, who is going to get coffee, sometimes like service work. 

And it was very, in a word, interesting. And no one refused to help, everyone did everything that was 

asked.  Everyone come together.  

But there was a major conflict between me and Didzgalvis.  

[Interviewer: Yes we wanted to ask about that. How did you get along with Didzgalvis during the 

festival?] 

Well, you should read a very interesting piece, Grazina Mareckaite’s article. Do you have that? She’s a 

theater specialist who worked in the Šiauliai Theater and preceded Didzgalvis in his position. And she 

has written some very controversial things about Didzgalvis’s role.  

As for me, I still can’t quite understand Didzgalvis, I don’t know his role. I just know he is not the type 

of person I can work with.  Because, well, about Didzgalvis I don’t want to say anything bad, our 

opinions simply differ, but there are those who say what Mareckaite writes clearly.  Ever since 

Atgaiva, he has spoken of Atgaiva, and not just Atgaiva but me also, very negatively.  Very negatively. 
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That’s been written about. Some have even wondered if maybe he is purposely being troublesome.  I 

don’t know. I really don’t know.   

But we had a certain agreed-upon vision. He is somewhat of a representative of Western culture, and 

less of an advocate of “national” culture than me. His idea of theater comes from Milasius, for 

example, and Vydunas, and it means that we’ll create a national theater with poets who are not just 

Lithuanian but cosmopolitan, for example Vydunas was heavily influenced by German culture and 

Milasius was shaped by French culture, so we’d have a more “general” sense of cultural origins.  And I 

think that, to him, the more radical idea of Lithuanian national theater, different from that of Jankus, 

let’s say, is just alien to him.  

And I don’t know what to say about that. Perhaps at that time I was too passionate, but I wanted 

nevertheless for him to be loyal, not so much to me but to the idea, the vision of Atgaiva.  And as it 

turned out, he’s on the other side of the barricade. The other side of the barricade. You’d think that 

he did everything not because he wanted to but because it was a required duty. There was a limit to 

his cooperation. And later it began to be clear that he had something else in mind and was doing 

something else altogether.  He was doing something altogether different. But Mareckaite has written 

about that. And by the way in Lithuanian Theater History, you should read that if you haven’t, it’s an 

academic publication, there’s a very interesting article about that period by Mareckaite also, about 

me and Atgaiva and Didzgalvis’s role. And there was even a publication about the history of the 

Šiauliai Theater on its anniversary, in which he scoffed at Atgaiva, he spoke about it very mockingly, 

and in poor taste I might add. It’s published and you can find it. A publication was on the occasion of 

the theater’s anniversary.  

Overall it seems that conflict between us wasn’t—sure it was a personality conflict, but it was more 

essentially an ideological conflict, a conflict of outlook or attitude. That’s how I view it.  But this 

question—it hasn’t gone away.  

[Interviewer: And what was the mood like when the festival ended? It seems everything ran along 

intensely and suddenly ended. How did that feel?] 

Well as you know, when something big and good happens then suddenly ends it’s always very sad. 

Maybe like after giving birth, there’s an emptiness and a lack that makes you sad. But we kept trying 

and working as much as we could. And I don’t know, maybe I left Šiauliai Theater too soon. I was 

invited to work in the Kaunas Theater.  

[Interviewer: When did you leave Šiauliai?] 

I worked in Šiauliai exactly five years, from July 1, 1988 to July 1, 1993.  
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[Interviewer: I wanted to ask, how did you choose which plays to stage (at Atgaiva), like Zilvinas 

and Škema’s play? What was the thinking behind that?    

I had already staged two of Jasukaityte’s plays at the Academy Theater in Vilnius—Zemaite and The 

Wolf-Hunter. I had wanted to do two of her plays to keep the entire troupe working. And Zemaite was 

very well-connected with our national rebirth movement so was very appropriate. And along with 

that, I remember from grade school, I was a class reader and used to read aloud. One year I was 

preparing for a competition and I memorized a Bernardas Brazdzionis poem, and the teacher said to 

me, “Padegimas, that’s a wonderful poem, but do you understand what will happen—to you and to 

me—if you read that poem?” So I thought from that point on that we need to find and discuss as 

much as we could Lithuanian-American writers, like Brazdzionis, Škema, Nyka-Nyliunas. For example I 

felt really lucky to get autographs from many of them, Brazdzionis, Nyka-Nyliunas, Bradunas, Nagis, 

and others, all of our great poets and I think they are very important.  

So I really wanted to introduce people right away to Škema, and to this day I have his books copied, 

that were from the “Spec fondas,” from when they used to take his books off the regular shelf, the 

books from American writers, and store them in the “spec fondas,” in the library, where you can 

come and get them, and from there I have an entire two volumes of Škema photocopied. And I tried, 

as in that school program, to bring in completely new things as much as I could. And for that reason I 

chose one Lithuanian living here at the time, and one from the United States. So I could speak at once 

in the two plays about the “Nation” and the fate of humanity, those complex twentieth-century 

conflicts.  

[Interviewer: And your actors? How did they feel about this?] 

The actors were glad to be part of it, they responded beautifully.  

[. . . .] 

[Interviewer: It’s been said that your staging of Zvakide left a powerful impression because it was 

held in the “Little Theater,” the former church, and that it was chosen for this reason.] 

The play actually takes place in a church.  

[Interviewer: And was it chosen for that reason?] 

Yes, that was part of why it was chosen because there’s a confrontation between two brothers, one 

of which is for Lithuania, one signifying light and one darkness or also Satanic. And the struggle 

between light and darkness, God and Lucifer, takes place in the church.  

[Interviewer: So this was chosen purposely.] 
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Yes, purposely. [. . . .] And later I was very pleased when we returned that building back the church, 

and there was a consecrating ceremony in which I participated, and it was very nice. And it was quite 

beautiful because before that the chapel had been just a gymnasium.  And we really wanted whatever 

production that would take place there to be something meaningful, not some kind of comedy, but 

something connected with sanctity or holiness, some deeper subject matter corresponding to the 

space and setting.   

For this reason it is very strange that the awards committee didn’t even notice it; to them it was as if 

the play never happened. In the first place it involved Škėma, and the religious themes, and the 

murder of a priest—a priest was shot in the play. Maybe it was a work too painful for the communists 

to see? [laughs]  

[Interviewer: Perhaps you could comment further on that? That they ignored Škema?] 

Yes. Škėma. This was the first production of Škėma, and right away it was a work of very sharp, potent 

themes.  At the same time one in which a priest is gunned down, about themes of treason and 

collaboration. And there many communists then who were called collaborators. And the play’s 

character Kostas, one of the brothers, betrays his brother, the one who plays the organ so very well. 

Well, it’s plain to see. It shows quite directly the genesis, the origins, of, in a sense a member of the 

Lithuanian Communist Party, and it’s apparent; I think for them this was very harsh material. I think it 

was very harsh material for them.  And that’s why they attempted to speak little of it, to speak very 

little of it, to not notice it, to pretend that it hadn’t taken place. And in general they tried as much as 

they could to belittle my role in everything. They tried to do that whenever possible, though 

everything I did was very clear.  

I had to live through a very bitter time after that. In the end everyone said that as the [festival] 

organizer I was very good, but not as an artist.  

[Interviewer: Yes, you received a prize for nurturing (the Lithuanian theater.)] 

Yes. Yes, but you understand, they in effect claimed that in Zilvinas and in Zvakide, where there were 

so many excellent actors and wonderful composers and stage designers, there was no work worthy of 

notice. Well, this matter is on the conscience of the committee, and whether it expresses a certain 

ideological prejudiced view.  

[Interviewer:  Who invited or selected the committee?] 

I believe it was put together by the Ministry and Union of Theater Professionals.  

About that Bilskis wrote interesting things. He said, “We decided that the festival is primarily 

concerned not with a narrow outlook but pointed in the direction of culture studies. And therefore we 
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invited this group.” And the list includes people like Daunys, artist, poet, essayist, died a while ago. 

Samulionis, Ph.D. in philology, Stoskus. . . . 

[Inerviewer: After almost thirty years, how would you now described or evaluate the significance of 

the Atgaiva festival?] 

I believe that Atgaiva truly provided a strong stimulus, to our concept of ourselves, and to our theater 

culture, and to our broader cultures and society. As I’ve said, in the revitalization of our theater, and 

all forms of Lithuanian independence, and all national culture, we had to work very hard to quickly 

rebuild what had been destroyed in the Soviet period. And while we were rebuilding, it suddenly 

became clear that our model itself suddenly had to undergo its own revision and rebuilding—in 

response to globalization, membership in the European Union. So much so there was not time to 

propagate and bring to fruition our model. Nevertheless I think that Atgaiva, as a manifestation of, we 

could say, the will to freedom, not brought about from above but from below, among the creators 

and spectators themselves, it was very important as a reminder that the people themselves have 

despite everything belief in themselves, their historical and cultural memory, and that they have a 

desire to realize this, and they can. And so it stands as an example of what a festival can be.  

Later we had festivals like LIFE, Sirenas and others, but these were brought to us from outside, the 

larger world—and that’s something else. But such an event that we took into our own hands and did 

with full self-understanding, evaluation of ourselves and who we are—somehow no one has tried that 

since and it hasn’t been done.  

[Interviewer: So there hasn’t been what could be called a sequel to it?] 

No. No. No. I think a sequel to something like that just isn’t possible because they are so dependent 

on certain emotions.  Of course, looking at it from a perspective of today, since I’m much older and 

grayer, it’s possible to do many things more rationally, more calmly. But that’s how it seems now. In 

the atmosphere of that time, it couldn’t be like today and it just couldn’t have been any way other 

than how it was.   I was then just 36, you know? And everyone was possessed with that desire to go! 

To do! Make ideas happen! And because of that we couldn’t wait even one more day to have festival! 

It was like wine that was ready to drink and if we waited it would sour. You need to drink it when it’s 

time!     

[Interviewer: So it’s appropriate to use the word “euphoria” about Atgaiva?] 

Certainly, euphoria. But euphoria includes the sense that it can be like a river—suddenly the rapids 

carry one! And it carries many things with it and devours much too. And later it becomes smooth and 

slow, but when it settle down it’s less interesting.  
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[Interviewer: About the title “Ten Days that Shook Lithuania,” is that accurate? Would you agree 

with that?] 

I would agree fully. Great numbers of people attended from other towns and cities and wrote very 

much about it.  

[Interviewer: Not only in Šiauliai.] 

No, not just in Šiauliai. It was Lithuania’s festival, the country’s, for Lithuania, truly it was. Maybe it’s 

immodest, but I think it’s true.  

[Interviewer: It has a big impact on Lithuanian culture?] 

Without a doubt. And the cultural community at that time played a very big role. All of the Sajudis 

people were cultural workers and it’s sad that their influence eventually became much smaller. 

[Interviewer: Would you agree that after independence, Atgaiva was unjustifiably forgotten? And 

exactly why?] 

Yes, it was forgotten in part for reasons that are objective: the Lithuanian theater could not continue 

to develop primarily in the direction of “national” dramaturgy because we were moving toward 

unification with the European Union and the larger world. And from the other side, the people of our 

society could not change so quickly; they were the same people, and it became clear that great 

numbers of them remained loyal to the communist order, even to this day. And they are against other 

ideas, and they persecute, directly and indirectly. I think you’ve probably met with several people like 

this, or you will. People who look they’re smiling, but on the other side. . . . you understand. 

But on the other hand, how should I say this, life so markedly speeded up, with so many various 

events, that everything piled up and piled up and. Well, for me to go out and act on this issue—I 

wouldn’t be comfortable doing so. How could I just brag or praise myself? They’d say I was completely 

crazy. And suddenly when you looked on from the outside and found that value (in Atgaiva), that is 

very important. Because most of our people now, and the young people living now and earlier 

scholars, are beginning to look into it much more and return to the topic, and it’s becoming clear that 

it truly had a great influence, an influence that hasn’t yet been fully researched.  And that happens a 

lot, often things happen that seem forgotten at the time, and suddenly we realize “wow, that was the 

beginning. . .”  

In the final analysis, even the process of democratization of society, we’re talking about participation 

of citizens in society. I remember Valdas Adamkus said that we don’t yet have this. . . .that was a huge 

thing. 

[. . . .] 
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But I’m telling the truth in saying this: Most of the people in Šiauliai didn’t just attend the plays and 

discuss them publicly. They also invited the actors, and the intellectuals, into their homes, to have 

dinner, to speak off the record, perhaps even to spend the night. They were participating in citizens’ 

movement! They couldn’t yet freely vote, they weren’t yet free to do business for themselves, but 

here they all, everyone, got the chance to participate in society! Not only passively but intellectually.  

Everyone shared in it! 

[Interviewer: They learned the meaning of society.]   

Yes they learned that there was such a thing, politically, culturally.  

[Interviewer: We’ve heard that it was very difficult to get tickets to some of the performances.] 

Yes but they could get into the art shows and other things too. And just read the newspaper. In a 

word, everyone shared in it and knew what was happening. It was like sports betting or something 

there was so much commentary about what plays would win. And many remarked that the Siauliai 

productions weren’t in any way recognized. Many noticed and took offense and in the streets people 

were talking about the plays. And the priest, Milasius, in his big speech, spoke to me congratulated 

me and talked about “casting stones.” He, the priest Aleksandras Milasius, said to me “for the director 

I would hope he remembers that there is a time to cast stones and a time to gather stones.” 

Something like that, that there would be a time, that there will come a time. . . .and that time has 

come.    

[Interviewer: Just a couple of specific questions. Retruning to the “protest-appeal,” if that’s ok, for 

just a minute?] 

Yes, ok.  

[Interviewer: Who wrote this? Whose words are these?] 

Did you ask Didzgalvis this question? 

[Interviewer: Yes, he said he helped edit it.]  

He edited it. Well, if he edited it, that means I wrote it. [laughs]  

[Interviewer: That’s great, I really wanted to identify who wrote this. Also, I assume you read my 

article?]  

Yes.  

[Interviewer: My opinion is that this (the protest-appeal) is a very, very important document.]  
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You know, I want to say that since this was at the beginning, before everything, and only after it came 

the festival, and all the newspaper articles, and the reviews, and the debates and discussions, I had 

forgotten about it. After it there was so much of everything.  I truly had forgotten about it. But 

Giedrius Kuprevicius, he remembered it right away. This document was discussed in the Ministry. It 

was discussed and he categorically took the stance that the festival had to happen as it happened.  

[Interviewer: So is that opinion, that this document is very important, exaggerated?] 

No. If it weren’t important, we wouldn’t have written it.  

 


