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The thesis focuses on the research of the repertoire of Hradec Kralové theatres, their offer to
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whether a performance helps to develop pupils'/ students' learning/ understanding of certain
pieces of work, whether a repertoire could take into consideration school needs and how

theatres themselves experience different kinds of performances.
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INTRODUCTION

Theatre has always been an obsession of mine, as one of the actors from the Klicpera
theatre called it. As a future teacher | am aware of the fact that teachers sometimes need to
behave like actors in their classes. Theatre and education have more in common than it may
seem. This is the main reason why I chose the topic about the offers of the theatres in Hradec
Kréalové to lower-secondary and upper-secondary schools.

The principal aims of the thesis are to find out whether the theatres take into account
of the educational needs of the schools, the general and school educational framework while
choosing repertoire, whether the performances contribute to the level of education, what
experience the theatre has with different types of performances.

I chose to interview the representatives from the Klicpera theatre and the Drak theatre
- their employees in charge of the dramaturgy and cooperation with schools, and Czech and
English teachers from the grammar schools in Hradec Kralové - Gymnazium J.K.Tyla,
Biskupské gymnazium Bohuslava Balbina, and Gymndazium Bozeny Némcové. In the text |
used only the shortcuts of the school names in order to avoid repeating all the long titles. |
chose the grammar schools firstly because of my personal experience because | studied at one
of the grammar schools. Secondly, the grammar schools are aimed at humanistic orientation
and also due to a higher number of Czech lessons which enable the schools to explain more
literary movements and authors. Concerning the English teachers, | asked all of them at these
grammar schools via e-mail but unfortunately there were only two of them who replied. The
names of the teachers are written in the interviews in the attachments but in the text itself |
marked the teacher and a number.

I chose the form of interviews which seems for me to be the most practical way
because we can always demand some other questions which come to our minds while
discussing the topics. All the interviews are written in the attachments; some of them are in
points because certain teachers did not want me to record the interview because they would
have to focus more on the correctness of their Czech language than on the ideas themselves.

Concerning names of some plays | decided not to translate them in order to keep the
original translation into Czech; an official Czech name for a play.

| also used the official websites of the theatres as a source for the description of the
websites and their content (such as information about the tickets, the repertoire, the
workshops etc.). | decided not to translate the names of the workshops in the Drak theatre

because of the same reasons mentioned above. Most of the other sources | used where written
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in Czech which | translated. All the sources used are presented in the bibliography. All the
titles of plays, workshops, Czech titles, theatres, schools and other institutions are written in
italics.



THEORETICAL PART

1. Theatres

1.1.  Purpose and function

When you say ‘theatre’, a lot of people imagine a place for relaxation, amusement;
some of them maybe even education. It represents a place of social meetings which requires
certain type of behaviour. It represents a source of thoughts and feelings; it is here to amuse
us, to shock us, to motivate us, to make us think about social, environmental and other issues
based on certain social experience. Theatre is mainly a part of our culture.

‘Zantovska introduces the main functions of the theatres as ‘the function amusing,
informational, cultural, social and political; in the artistic communication we also refer to the
functions aesthetical, expressive and imaging and so on.” (Zantovska, p. 29, 2012)

Zantovské continues with a detailed description of the communicative function:
‘Communication by art is very specific and it is not possible to supply it by any other type of
communication. The means of this communication is a performance which we understand as
an aesthetic communicative artefact; it is a set of all the possible and specific realizations of
an artistic project and its perceptions.” (Zantovska, p. 28, 2012)

Dvorték says ‘Generally, in terms of the current situation, the theatre is experiencing
gradual lowering and underestimating of the function of the theatre in society and even in
certain places. This is at odds not only with the tradition, but also in some important
countries, especially in Germany where theatre, as a very important traditional issue, is very
popular, high-prestige and supported. Similarly in some other cultures; on the contrary to
ours; theatre represents a more important function in the structure of general education.
Drama education and theatre are a part of elementary education of all the people.’ (Dvorak, p.
62, 2004)

Dvortéak continues with his description of the function of the theatre: ‘The theatre at its
best represents the most fundamental and the most personal ability of gathering people, of
meeting and basically the whole principle of meeting and public dialogue such as values due
to which the theatre is being appreciated. The theatre is respected due to its lively, authentic,

direct and also non-mediated events.” (Dvorak, p. 63, 2004)



According to Pammenter ‘culture is the product of a distillation of social experience as
people cope with existential realities; it requires effective social communication.
Communication itself is crucial to society’s development because, essentially, it shapes social
relationships.’ (Jackson, p. 85, 2013)

Pammenter also comments on the function of the theatre: ‘theatre at its best is a
collective action and an exploration of human experience. It is a forum for examining our
values: social, political, moral and ethical. It is concerned with the interaction of these values
at the emotional and intellectual levels. It is a medium for collective and individual
reflection.” (Jackson, p. 84, 2013)

On the other hand, making theatre is not an easy process and requires experience and
intellect. There are many factors that the artists, as well as the audience, need to think about
when creating or watching a performance. Pammenter claims that ‘making meaningful theatre
should always be contextually specific, audience-centred, dialectical process that strives to
deepen our understanding of the world and ourselves so that we can change those things that
diminish our society. (Jackson, p. 83, 2013)

1.2.  Educational function of theatres

Theatre and culture are inseparable. As it was mentioned in the previous chapter, it
does not serve only as a means for entertainment. A Jackson’s quotation perfectly describes
the connection between the theatre and the education: ‘It must work through fullest
collaboration with schools and other organisations, but ultimately it is an aesthetic enterprise
and those who wish to see it contribute energetically and effectively to young people’s
education in the broadest sense must acknowledge that fact.” (Jackson, p. 35, 2013)

Jackson also quoted Cooper that ‘we live at a time when education needs to serve
more than the requirements of the world market and be part of creating a vision of society
worth living in with shared convictions about the kind of people we want to be. Education, as
with all social and civic institutions, needs human values.” (Jackson, p.42, 2013)

This quotation, as well as those that follow, affirms that people often confuse
education and think that theatre does not belong with it. It is important to be aware of the
irreplaceable function of the theatre which serves us to deepen our thoughts and feelings, to
arise inspiration and prosaically approaches. Jackson again quotes Cooper who says that

‘imagination represents a specifically human form of conscious activity that can lead the child
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towards the development of the higher psychological and mental functions.’ (Jackson,p.55,
2013).

According to Cooper ‘through the imagination we are able to know the world in a
different way. We can reach beyond the present moment and our actual daily lives to envisage
possible world. To be imaginative is not something distinct from being rational, but rather it is
what gives reason flexibility, energy, creativity and human value.’ (Jackson, p. 55, 2013) This
statement confirms what has been mentioned in some of the previous quotations - theatre
itself represents very various forms of presentations of the past world and also of today’s
world. It helps us to comprehend and to learn from it.

‘Art 1s not ‘cure’. It provides pattern of reason and tension which organise our
experience and give meaning to life - and thus purpose ... All important drama has shown that
there are no ‘cures’ for the problem of being human. Just as there are no ‘facts’ which
constitute ‘knowledge’. Art must always pass responsibility back to the spectator. The artist is
creative in order to make the audience self-creative. That is, neither ‘cure’ nor mere
propaganda.’ (Jackson, p. 44-45, 2013)

Teachers have a very important role in leading their students towards theatre and
helping them to understand it. According to O’Conner ‘the teacher is not in the school to
impose certain ideas or to form certain habits in the child, but is there as a member of the
community to select the influences which shall affect the child and to assist him in properly
responding to these influences.’ (Jackson, p. 306, 2013)

It is often difficult for students to enjoy a performance. Lement says that ‘the drama
needs to hook students quickly and provide essential facts in a dramatic way that does not feel
like a history lesson.” (Jackson, p. 281, 2013)

‘There are several ways of helping students to comprehend and dissolve the topics of a
certain play. Lement claims that ‘post-show discussions offer us opportunities to assess

students’ comprehension of core issues.’ (Jackson, p. 280, 2013)

1.3.  The visit rate of the theatres
Zantovska specifies how to increase the visit rate in the theatres: “There are two ways -

one of them directs to a raise of the visits and the second one is based on the ability to

provoke in those who do not need theatre that much the feeling that a visit in the theatre is
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important and interesting by something else, that it represents something higher than just the
theatre itself.’ (Zantovské, p. 203, 2012)

‘The existence of the theatre depends upon the audience; whether a performance is
able to accost and assume the audience. It is important to mention that the price of a ticket
represents a certain service for the audience which expects an extraordinary experience.’
(Gregorini et al., p. 45, 2007)

Zantovska says that ‘a theatre performance is primarily aimed at a wide range of
recipients who represent particular audiences; even though we understand them as anonymous
individuals at first. The results of this activity are publicly available and the distribution is not
structured, nor formal.” (Zantovska, p.52-53, 2012)

A decisive factor in evaluating a performance and its success is & feedback from the
audience. Zantovska claims that ‘the direct feedback and immediate evaluation of feedback
are parts of how the performance is developing. A real social context partakes in creating a
quality and a means of communication and the quality of communication can differ from a
performance to performance.’ (Zantovska, p. 53, 2012)

Every audience is different and there are several factors influencing the reactionof an
audience at a performance. Zantovska says that ‘audiences differentiating according to the
social group or needs for satisfaction, we can observe certain specific features, for example
local, regional, interests or ideological.” (Zantovska, p. 60, 2012) It explains why reactions at
a performance may differ every time depending also on their educational and social
background, as well as their experience with the theatre. In Zantovska’s opinion it is
necessary that ‘a theatre reacts to needs and demands of its audience and that a theatre is able
to adapt to these needs and interests.” (Zantovska, p. 70, 2012)

The ability of the theatre to adapt to the needs and requests of its audience is also one
of the decisive factors while choosing a dramaturgical project and working on marketing
strategies. ‘It is desirable to take care of any type of the audience because a regular spectator
of one of the possible groups may become a potential spectator of many others. But a
spectator who was disappointed by a theatre is not going to return very easily. The critics
should not direct only at the non-professional audience but it should facilitate transitions
among the single and also professional audiences. Theatres should think of subjects such as
‘education towards theatre literacy’ in order to increase the audience competencies already

from the school age’ (Zantovska, p. 208, 2012)
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1.4.  Dramaturgical project

The dramaturgical project carries a lot of importance when it comes to choosing plays.
It also represents the theatre. Gregorini describes very carefully the process of creating the
dramaturgical project: ‘The creation and following approval of the dramaturgical project is
not an one-shot act, but it is a process which continues permanently and its approval is just the
beginning of this changeful and demanding work. The dramaturgical plan is approved by the
head of the theatre. Before approving the plan, it is desirable to meet leading employees in
charge of operating the theatre, economy, production, business and propagation of the
theatre.” (Gregorini et al., p. 27, 2007)

‘It 1s necessary that the dramaturgical plan explains why a certain play or project
should be performed, but it should also indicate what and how it wants to express something.
A dramaturgical plan is the basis of all the theatre activities.’(Gregorini et al., p. 26, 2007)

‘The most important duty of dramaturgy is choosing a script, template or a project
which brings certain risk of choice - at the same moment only one solution was chosen and
many others were refused. That’s why it is necessary to see the dramaturgy as a part of a
higher choice, and not separately.’ (Gregorini et al., p. 25, 2007)

‘The head of dramaturgy has to choose the repertoire pragmatically and also according
to the current situation. The creation of a dramaturgical plan does not have to represent a list
of written works, but it can bring even separate projects of the theatre - a creation of script
ordered for the theatre including a performance of other plays, an order of translation of
foreign scripts which have not been translated yet and so on. After approving the plan by the
management of the theatre, the plan becomes the basic working plan for the theatre.’
(Gregorini et al., p. 24, 2007)
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2. Management and marketing of theatres

Dvoték describes a general approach towards marketing in the theatre: ‘Generally a
marketing tool is regarded as a product which origins based on research and analysis of the
market and its requests. In the artistic domain, such product can be an artistic work which was
created regardless the market situation and it is necessary to use it this market. Marketing is
mainly a means of communication between the work and the audience. Another form of the
product can be an artistic work which was created according to the market requests - its
analysis.” (Dvoftak, p. 116, 2004)

“The artistic conception of the theatre is an obligatory document generally formulating
artistic plan of the theatre for a certain season following the current situation of the theatre
including its audience, basics and financial resources. The formulation of the artistic
conception of the theatre differs according to the type of the theatre and the genres performing
there. The artistic conception is linked to the theatre directivity emergent either from the
audience composition, or theatre tradition; as well as the objective possibilities of the theatre.’
(Gregorini et al., p. 24, 2007)

The sales department also represents an inseparable role from other theatre services.
‘Concerning the needs of a sales department it is necessary to design and approve a
programme for every month in advance in rigidly fixed dates. The sales department needs to
have enough time for organization. It ensures tickets sales and also mass booking of tickets. It
informs its permanent subscriber about news and it edits the number of tickets for open-
selling if needed. It is also valid for propagation.” (Gregorini et al., p. 46, 2007)

Concerning the theatre is Hradec Kralové, Nekolny offers a short study about the
financial resources in the Hradec Kralové region: ‘Even though the region is a co-founder of
the generally beneficial companies the Drak theatre and the Klicpera theatre, the Drak
theatre received only 1, 35mil CZK in 2012 and the Klicpera theatre received 2, 075mil
CZK. Whereas the total expenses of the Klicpera theatre reached 55mil CZK the same year. It
means the region covers only 5% of the total expenses of its main culture source. Every year
the region gives only 9mil CZK for cultural projects. The budget for culture tops the total
budget of the region by 4% only. ‘(Nekolny, p.75, 2013)

Financial resources have always been a struggle for all the theatres in the Czech
Republic. This is discouraging as theatres are a part of culture and tradition in every country.

Financial struggles often determine ticket policy in the theatres. Nekolny points out that
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‘investing in these areas is considered as irrecoverable grants across the political spectrum,
and not as an effective and productive investment.” (Nekolny, p. 34, 2013)

Dvortak talks about other factors influencing the current situation in theatre: ‘Theatre,
naturally, focuses mainly on the quality of a performance while a situation is getting worse
(internal economy, competition in the market, other unfavourable circumstances) and it
focuses on other factor as well - marketing tools (price, distribution, propagation). The
importance of marketing, its methods and its accessibility is increasing if the situation for a
theatre is not favourable.” (Dvorak, p. 117, 2004)

This statement affirms that some theatres are forced to sell the tickets even on sales

website, such as Slevomat.cz and so on in order to sell out the performance.

Dvotéak reminds about Némecek who passed a questionnaire about marketing in
theatres in 1996. He published the results in his bachelor thesis:
» Long-term goals: the Drak theatre - performances for children and adolescents
the Klicpera theatre - play theatre, to have audience, to engage
» Marketing goals: the Drak theatre - to increase side incomes from projects
the Klicpera theatre - to create continuously with the best results possible and to work
on marketing strategies
» Marketing tools to gain these goals: the Drak theatre - to serve a product for the
highest price
the Klicpera theatre - not specified
(Dvorék, p. 133, 2004)

Dvortak specifies a portfolio of products and services a theatre should offer: *The basic
product of a theatre is a performance. Other theatre products are also services which a theatre
can offer: borrowing service (the fundus and its components - the inventory, costumes, props
and other equipment), informational, communicative and distributional services etc. The
theatre can also rent buildings, halls, places for social and cultural events). Other products
contain objects, following or supporting sales activities with all the products offering in
merchandise. A product can be also an event, a complex of activities and so on.” (Dvotak, p.
133, 2004)

Both the Drak theatre and the Klicpera theatre work on these marketing tools and

organize different workshops, concerts, expositions and discussions.
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‘Media multiplication of a product; using printed, electronic, digital and other media
and multimedia, is a relating and supplemental product’ (Dvotak, p. 133, 2004) It explains
why theatre use social networks, personal meetings and e-mails to present their performances
and other activities.

‘Sales - subscriptions, mass discount, loader discount, morning / evening
performances, for certain groups (students, retired, handicapped).’ (Dvotak, p. 145, 2004)

Both theatres in Hradec Kralové offer special prices for certain performances and for
different groups.

A very important marketing tool is propagation and PR. Dvoték describes propagation
as ‘an informative and influencing activity; it is a persuading communication with customers;
it is an offer of a product and its qualities; it is a set of methods and means to provide
information; it is a sales method.” (Dvotak, p. 153, 2004)

There are many different forms of communication between the customer and the
theatre. First of all, there are electronic media, such as TV (reports about new performances),
internet - official websites, channel on social websites (Facebook, YouTube, Instagram,
Twitter etc.), e-shops. The theatres also provide paper forms of communication - theatre
magazines, posters, leaflets, programmes, tickets, calendars, vouchers, postcards and other
merchandise products, such as badges and so on. Zantovska affirms this by saying that ‘a
specific feature of theatre is that it represents an entire media. It means that we perceive
information through all channels. We could say that a theatre language is a specific complex
communicator which makes us to accept a set of all senses based on acoustic and visual
channels, although a mutual ratio of all the components is never balanced.” (Zantovska, p. 58,
2012)

An important role for a theatre is a PR employee. Dvotak describes the function of PR
as ‘work with the public, relations with the public, the audience. It is a term of modern
management; it is a function, a tool. It is a communication within a society, a dialogue with
feedback; it represents purposely developed relations of a certain company or institution
towards the public. It aims at reducing tension and conflicts, at defending and influencing and
creating a good fame, reputation, awareness about the society and confidence in it. It aims at
good relations between the organization and the audience; at lasting relations. It is an
evolutionary process, a mutual continuous source of information and the attention of a
working environment.’ (Dvofték, p. 203, 2004)

Dvoték continues with his description about PR and claims its importance: ‘A theatre

develops this activity on its own. It has its specialist or gives tasks to a professional agency.
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These days the theatres can create and strengthen the image, good sound and good reputation
of a theatre by new methods and techniques of PR. It enables them to cooperate with people

and organizations with a special effort on mutual cooperation and appreciation.” (Dvotak, p.
204, 2004)

2.1.  Theatres’ advertising tools

One of the basic tools of the theatres is their official website. The Klicpera theatre’s
website (www.klicperovodivadlo.cz), has been recently refurbished. The introductory part is
clearly organized - there are news, the closest performances and a contact form. At the top of
the website there are several sections - introduction, news, programme, repertoire, tickets,
about the theatre, for the audience.

The news section includes information about events connected with the Klicpera
theatre and what is happening in the theatre. In the ‘programme’ one can find a list of planned

performances and meetings, as well as expositions and theatre excursions.

NOVINKY PROGRAM REPERTOAR VSTUPENKY O DIVADLE

ae2ie: SKUTR.
pReiEaA 12. BREZNA 20716 na HLAVNISCENE xLcPERovA DVADL

NOVINKY

Appendix no.1

The repertoire offers a list of premieres for the season, current list of plays and a file of
plays which are not performed anymore. The section about tickets presents the dates for pre-
sale, not only for the Klicpera theatre but also for the theatre festivals organized by the
theatre in cooperation with the Drak theatre, the possibilities of booking and ordering the

tickets, vouchers and subscriptions.
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VSTUPENKY O DIVADLE PRO DIVAKY

Terminy prodeje vstupenek

Piedprodej vstupenek
NOVINKY

Dirkové poukazy

Nabidky pro $koly/firmy

Klicperovo divadlo
Hradec Kralové

RECENZE: NEZNY VEREJNA ZAKAZKA PAVLINA STORKOVA PENA DNi - SUKCES
ZMAR SOTVA NA DODAVKU A ZISKALA HRADECKOU MESICE DIVADELNICH
VYKVETLYCH LILII | INSTALACI Muzu! NOVIN
VASNIVE VYBOJE OSVETLOVACIHO
MALYCH PUDLIKU PULTU
Péna dni (L'Ecume des jours) Klicperovo divadlo 0.p.s. Heretka Paviina Storkova se Vian(v romén Péna dni ma
Borise Viana je literami dil 5 vyhlasujerr ouladu ala laureatkou vyro¢ni ceny povést neinscenovatelné latky.
kterému se t us D § 6 zakona Hradec Kralové, ktera Jeji lehkost a hudebnost
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Appendix no. 2

The subscription section compared to the other ones is described in details. There is
information about kinds of the subscription (premieres, gala premieres, for adults, for seniors,
for university students, for students, for pupils of upper-secondary schools, Christmas) and its
benefits. Each type of subscription differs in price and the offer of plays. For students and
pupils there are two coupons for the festivals which they can exchange for the tickets.

A very important section for our purpose is the offer for schools and companies. In
this section there is information how to apply for mass booking and its contact person, how to
book morning performances and its contact person, information about extra programme
(backstage visits), how to book private performances, which is rather for companies, and

again its contact person.

uvon NOVINKY PROGRAM REPERTOAR VSTUPENKY O DIVADLE PRO DIVAKY

NABIDKY PRO SKOLY/FIRMY
HROMADNE OBJEDNAVKY

vzeli v predprode)i divadia nebo je

Kontakt:

2 Markéta Bendlova

DOPOLEDNi PREDSTAVENI

V repertodru Kiicperova divadia najdete pfedstaveni uvadéna v dopolednim ¢ase od 10 00 hodin. Mista si miszete nejprve rezervovat (telefonicky nebo e-mailem) a

Appendix no. 3
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The website includes basic information about the theatre - the company, the group of
actors - musicians called Mastix, the awards obtained, scenes, technical information, contacts,
partners and sponsors, board of directors and supervisors, public commissions, and press
room. The section for audience contains information about the e-shop, the Club of spectators
and the magazine ‘Pot&lesk’.

On the contrary to the Klicpera theatre’s website, the website of the Drak theatre is
very different. Although the Klicpera theatre is considered as the ‘monopoly’ of culture in the
Hradec Kréloveé region, the Drak theatre offers an extraordinary spectrum of activities for
schools in order to introduce their artistic work, culture in general and mainly to make pupils
themselves to try jobs in the theatre.

There are five main categories at the website (www.draktheatre.cz) - the Drak theatre,
Labyrinth, the Institute and the family centre Amatka. The Drak theatre section describes
news, a current programme, and repertoire, basic information about the theatre, other offers
and contacts. In the introductory section one can find a news feed, the nearest performances
and a newsletter. In the programme one can find a list of current plays but a very good tool is
a filter which helps you to choose the best performances according to the settings: place, play,
company, and age category. The repertoire contains a complete list of performances and again
a filter: old / new plays, company, age. The ‘about theatre’ section describes people working
in the theatre, its history, technical details, annual reports, ‘Drakoviny’ (a magazine), and a
‘Where we played’ part. Another section introduces basic information for schools - who to
contact in case of booking a visit in the Labyrinth and creative workshops. Another piece of

information is about booking accommodation in the family centre Amatka.

« C #i [ draktheatre.cz Q

|

R\ Y INSTITUT FESTIVAL AMATKA

Aktuality Togra epertoar 0 divadle v Nabizime v Kontakt

NEJBLIZSI PROGRAM

REZERVOVAT
REZERVOVAT
REZERVOVAT

REZERVOVAT

CELY PROGRAM >
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The most important section for this thesis is about the Labyrinth which contains most
of the information about the offers for schools. At first there is a list of performances. The
following part introduces the Labyrinth: opening hours, admission fees, the museum of
marionettes, a creative laboratory, a studio scene, a workshop room. This part is the most
diverse because it describes the cooperation between the theatre and schools. At first there is
the project ‘Labyrinth - the Paradise of Theatre and Education’.

The goal of this project is to organize various types of interactive educational
programmes and workshops designed for school groups. Direct experiences, as well as
experience, enable children to explore theatre from different points of view. It aims at leading
them to a positive approach towards theatre, being active as a spectator, and also towards their
own creative activities which are supposed to contribute to their personal and social

development.

« CcC # labyrint.draktheatre.cz ‘li{‘]

INSTITUT FESTIVAL AMATKA

DRAK

Program
Labyrintu

LAB - divadelni
laboratof v

Muzeum loutek Pro $koly v

Komentované
prohlidky muzea Programy na miru Den v Draku Programy pro uéitele
loutek

E A L&k A \* i . 1
| N / &/ ' . '“ &/
Divadlo na vlastni kizi l f - ‘ &) Piijdte si prohlédnout
KOUZELNA STINOHRA ‘ \ \ \
A =\ p \

Interaktivni
vzdélavaci programy

LABYRINT DIVADLA DRAK

-

®
AKTUALITY

OIVADLO DRAK THEATRE w, ' OIVADLO DRAK THEATRE

Ny

Appendix no. 5

One part of the project is a yearlong theatre activity of children and young company
called LAB, or an accredited workshop for teachers. The Labyrinth also serves for regular
performances, concerts, workshops or international meeting of professional and non-
professional artists.

Another section, the Museum, presents information about the exposition of
marionettes, ‘the Dragon Laboratory’ which is a multimedia playroom with simulators of
different theatre professions, and the Exposition hall. In this section there is a lot of important
information about workshops and other associated activities for schools, as well as for the

parents and their children. This section describes interactive educational programmes,
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commented tours of the museum of marionettes, ‘first-hand experience’ programmes, ‘a Day
in Drak’, programmes for teachers ‘How to Watch Theatre .

The following part is about the institute. The International Institute of Figural Theatre
(IIFT) was established by Josef Krofta to acknowledge the necessity of studying, research,
and looking for new artistic images of the theatre for children in order to fulfil its today’s
missions. The institute was opened for public in 1993.

Its main educational and exploratory interest is the development of such puppet theatre
which tries to be absolutely open to all kinds of modern theatre impulses in cooperation with
schools, theatres, individuals and institutions, but it also accentuates working with materials,
objects and marionettes regarding them as unreplaceable resources.

The IIFT should work as an educational and research theatre centre, investor,
producer, puppet centre with qualified background, meeting point of those who are connected
by a phenomenon of puppets.

The IIFT represents currently an educational and research centre which offers a
qualified background for practical studies of the area using international projects, educational
activities, meeting of students of theatre schools, study programmes and residential
programmes. The IIFT, mainly connected to the Labyrinth of the Drak theatre, is a centre
which does not focus only on a collection of marionettes, but especially on creators -
experienced artists, less experienced ones or even beginners. The research and creation in the
IIFT is perceived as an important investment to the future of theatre for children and
adolescents.

The IIFT organizes Gaudeamus Theatrum which is an international project that creates
a unique creative and open space for mutual encounters of students, teachers and theatre
professionals. Gaudeamus Theatrum brings participants and audiences mutual inspiration, an
important exchange of experience in an international context and the opportunity to get to
know the youngest generation of the theatre.

The HFT regularly organized workshops and courses for professionals and students of
technical schools. In 2011 there was an innovative membership series of lectures, discussions,
video projections, interventions and trips called Performing identity in the Labyrinth. In 2012
a light workshop took place in cooperation with the Institute of Light Design, and in 2014 a
symposium discussing interaction and intra-action took place, and so on.

The final sections are dedicated to the International festival of Theatre European

regions and the family centre Amatka.
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Ball symbolizes one of the marketing strategies which would be useful also for the
theatres in Hradec Kralové: ‘Many theatres recognise that few children and young people are
independent theatregoers, so they offer ‘Family Day’ activities for children and their parents
in an attempt to engage the whole family. These participatory activities are usually drama -
and theatre-related, but often involve other art forms including storytelling and the visual
arts.” (Jackson, p. 156, 2013) This year the Klicpera theatre organised the first theatre ball in
March.

Actors themselves may also act as an advertisement for the theatre. They not only
represent the theatre, but also take part in other projects and discussions. Zantovska describes
their role as ‘a great and irreplaceable role as direct representatives of the whole team of
artists. From the communicative point of view an actor is a part of a communicative process
as a whole and also a mediator of the communication which directs towards the audience.’
(Zantovska, p. 206-207, 2012)

Zantovské develops her idea: ‘Present times carry crucial elements mainly in the area
of redefining the cooperation techniques with a spectator, and also with a potential spectator
who is planning a visit of the theatre so far. Today’s form of communication does not
represent only interpersonal communication, but via interactive media its influence diversifies
and changes. The creators themselves can shape its accession to the spectators mainly within
the online communication - to let the audience take a look at the process of creating a

performance.’ (Zantovska, p. 204, 2012)
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3. Theatres and schools

3.1.

General educational framework,School educational framework, Drama education

An important factor which influences the general educational framework for both

lower-secondary and upper-secondary school levels is a financial question.

The Theatre Institute launched a study about the current conditions of art support

which says: ‘At the lower-secondary level the structure of intakes and expenses is more

diversified compared to the kindergarten level. The highest rank of expenses related to theatre

is marked by the expenses of buying the tickets. The pupils from lower-secondary schools

discover theatre within the framework of activities which schools organize out of their main

function; it means some supporting activities.” (A collective of authors, the Theatre Institute,

p.183, 2009)

The general educational framework is usually divided into nine educational areas. The

following ones are connected to art and theatre in a way and some theatres often include these

domains in the workshops (e.g.: the Drak theatre and its workshops). The Theatre Institute (p.
183, 2009) mentions this division:

v

NN NN

Language and language competences (the Czech language and literature, a foreign
language)

Informational and communicative technologies (Informational and communicative
technologies)

Man and his world (Man and his world)

Man and society (History, Civics)

Art and culture (Music, Arts)

Man and health (PE, Health education)

Man and work (Man and work)

The Theatre Institute describes the educational domain ‘Art and Culture’ as a means

which ‘enables the students to discover other ways of exploring the world than only in a

rational way. It reflects an irreplaceable part of a human existence - art and culture. Culture,

and its processes and results of spiritual activities, enables to understand the continuity of

historical experience which helps to socialize a person and its reflections into a social
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existence. It represents an inseparable part of everyday-life (culture of behaviour, clothing,
travelling, working) as well. Art isthe process of discovery and communication which
information originate about the outer and inner world and their mutuality. This information is
not possible to formulate and share in different ways but the artistic ones. In this case the
education brings artistic acquisition of the world in this area; it means the acquisition with an
aesthetic effect.” (A collective of authors, the Theatre Institute, p. 183, 2009)

Another important piece of information the Institute brings is that ‘in the process of
the artistic acquisition of the world a person reaches the development of specific feeling,
creativity, perception towards a piece of art, as well as towards oneself and the outer world. A
part of this development is a process of searching and finding relations among kinds of art
based on social topics, being able to empathise cultural needs of other people and their values.
It is necessary to approach them while being aware of our own participation. The creative
activities develop skills of non-verbal communication through tones and sounds, lines, points
etc.” (A collective of authors, the Theatre Institute, p. 183, 2009)

On the other hand the Theatre Institute realizes the importance of the drama education:
‘Unfortunately within the general educational framework, or more precisely in the area of Art
and Culture, there is no particular emphasis on the drama education. The Drama education is
mentioned in the general educational framework for lower-secondary schools only as a
supportive educational area.” (A collective of authors, the Theatre Institute, p. 185, 2009)

The general educational framework for upper-secondary schools is divided into eight
domains. The Theatre Institute (p. 189, 2009) offers the following division where are
mentioned only those domains which might be included in the purpose of some plays in the

theatres.

v Language and language competences (the Czech language and literature, a foreign
language, another foreign language)

Man and nature (Physics, Chemistry, Biology, Geography, Geology)

Man and society (History, Civics)

Man and work (Man and work)

Art and culture (Music, Arts)

Man and health (PE, Health education)

Informatics, informational and communicative technologies (Informational and

NN N N SR

communicative technologies)
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A specific description related to Art and culture contains the following information
again by the Theatre Institute: “The theatre and drama domain is partly supplied in the
educational area of the Czech language and literature (rhetoric, literary communication). The
pilot text of the general educational framework says that Art and culture are supplied in the
domain of Music and Arts, and in a general educational subject Artistic creation and
communication, which is an obligatory educational content and it has to be integrated in the
school educational framework in a way to give every student a possibility to study it.). The
educational content of the subject Artistic creation and communication should enable a
student to understand basic principles of artistic creation and the process of communication,
to deepen his or her ability to reflect on arts and culture as a whole.” (A collective of authors,
the Theatre Institute, p. 189, 2009)

The Theatre Institute admits that ‘the artistic fields are more or less included in the
domains of language education and communication, civics, and mainly in the domain of
aesthetic education with the general educational framework. The aesthetic education is
superior to other subjects and while creating the school educational frameworks it is desirable
to mind the interconnection with the highest number of lessons.” (A collective of authors, the
Theatre Institute, p. 180, 2009)

Drama and theatre definitely have their inseparable role in education itself. Sometimes
it can difficult for some teachers to start using drama in their lessons. Machkovéa advises how
to start non-violently and how to get the children used to acting and working on a
performance: ‘The work on a performance with a child ensemble starts by reading children
literature, narrating valuable stories, discussing topics, by calm, unhurried, speculative and
deeply pervading improvisation on chosen or considered topics and templates. At the
beginning it is necessary to consider other kinds of literature; novels, popular literature; and to
explore life motifs which are included in the topic.” (Machkova, p. 174, 2007)

The aim of the drama education is not only to approach students some important
authors and literary movements but as Jackson quoted Wendy Lement ‘Students’ active
participation in the drama is the key to intellectual engagement, not only with history but also
with concepts of social justice, human right and the evolutionary nature of the law.” (Jackson,

p.275, 2013)

Furthermore Jackson claims: ‘It is possible to learn through theatre. Part of the
problem no doubt stems from the fact that we often confuse ‘education’ with school, with

institutionalised state education, and they are not necessarily the same thing. Education can
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take place in an enormous variety of ways - not least through the medium of the arts. Any
good theatre will of itself be educational. Its institutions and conventions and at our own place
in that world, when it expands our notion of who we are, of the feelings and thoughts of
which we are capable, and of our connection with the lives of others.” (Jackson, p.34, 2013)

This quotation approves that theatre does not represent only a means of entertainment
but also a means of education both socially and culturally. People often forget about this fact
and take theatre only as a certain type of game.

Teachers play a very important role in the intermediation between the students and the
theatre. ‘It is important to note that many teachers recognise that form and content are
interdependent and make meaningful drama with their students despite the curriculum, but the
constraints it places on teachers are profound.” (Jackson, p.43, 2013)

This concerns certain obstacles which exclude attending more, or different,
performances in the theatres than the school allows in general. (see Chapter 1.2.2 Schools

research questions)

3.2.  Collaboration between theatres and schools

Based on an interview with Antoninova, in charge of school performances and
accompanying activities, and Chmatilova, a former head of the sales department, from the
ticket office of the Klicpera theatre, | found out following information: The basis of the
cooperation between the theatre and school is the subscription. The ticket office addresses to
teachers and pupils and students and offer a subscription which is divided into three basic
groups - lower-secondary and upper-secondary schools from the region. The performances
differ in time reserved for each group.

The process is very simple - either the theatre offers it, or there is a teacher in charge
of booking a performance. It means it is a mutual cooperation. Usually a school chooses a
play which complies with their school educational framework. The theatre tries to have some
programme for schools but it is very difficult because the theatre is very operationally busy
(morning performances, rehearsals, technics, evening performances). In general the theatre
communicates with teachers, offers some extra activities on its website, for example
discussions with actors and directors about a planned performance, backstage visits. An

obstacle for the theatre is the beginning of a new season which focuses on booking the tickets
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for public and selling subscriptions. The ticket office does not necessarily organize extra
activities for schools because it is very time-consuming to serve yet the public audience.

With regard tothe fact that the Drak theatre focuses more on its children audience, it is
expected its offer for schools is going to be much wider than in the Klicpera theatre. The
Drak theatre disposes a very diverse selection of different programmes and workshops both
for children and adults. All these activities are included in so called interactive educational
programmes. It is a set of educational programmes offering children and adolescents a
possibility to explore theatre via direct participation. Based on their own practical experience
the participants get to know theatre creation, they learn how to feel and understand theatre.
They are led to a positive relation to theatre, to being an active spectator and their own
creative skills.

The programmes do not require any special preceding experience or specific abilities.
They are appropriate for pupils and students from kindergartens to upper-secondary schools,
and they are made to correspond with the general educational framework: apart from
relationship to various educational areas and cross-sectional topics, the programmes represent
an important contribution to development of the key competences.

Workshops for performances correspond to a particular play in the Drak theatre. They
enable the participants to explore a wider context of a play or its main topic. It arouses
curiosity, deepens the ability of apprehension, interpretation and reflection of art. Thematic
creative programmes focus on a specific topic from the theatre domain. They lead their
participants to interest of a topic, initiate their need to discover and try. They introduce
principles of a puppet theatre, the major works of drama, and history of Czech theatre in an
entertaining and comprehensible way.

‘Experience Theatre Personally’ enables children to try different theatre professions in
a number of workshops which participate on creating a performance. Supervised by
professional actors and lecturers from the Drak theatre participants become directors, actors,
musicians or designers for a while.

There are two thematic creative programmes. The first one is called ‘About a
Forgotten Marionette’ for kindergartens and the first and second-graders in lower-secondary
schools. The goal is to introduce principles and components of a puppet theatre and to lead
children to careful relationship to old objects. Via these experiences and direct experience the
children are to build a positive approach to theatre and also a self-confident feeling about
being able to help, to solve problems and to create. The programme follows the general

educational framework for pre-school education. Its content aims at the development of key
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competences, specifically the learning competency, the communicative competency, and the
social and personal competencies.

Another programme is called ‘How to Build a Drama’ aimed at the second-graders of
lower-secondary schools and the first and second-graders at upper-secondary schools. The
programme supplies students’ knowledge about theatre and drama for which there is not
enough time to go through. It introduces the basic terminology of the theatre theory and
drama. A close attention is paid mainly to five stages of a classical drama and the term
catharsis.

Due to a specific methodology of drama education, the programme contributes to the
development of most of the key competences, especially to the learning competency, the
competency to solve problems and the communicative competency. It is possible to combine
the programme with a commented visit of the museum of marionettes, a visit of a
performance (especially the play Ikaros) or with participation in one of the workshops.

There are two workshops to performances in the Drak theatre. The first one refers to
the play ‘George Méliés’ tricks’. The workshop is aimed at all classes of lower-secondary
schools. The workshop either prepares students before seeing the play itself, or it helps to
reflect on it after the performance. Its purpose is to deepen students’ abilities to perceive and
interpret drama. It puts emphasis on their own activity and interaction among the participants;
it stimulates their creative skills and contributes to the development of their communicative
and cooperative abilities. The students do not only receive information leading to better
understanding of a play but their experience will be even intensified. The workshop uses
mainly methods of drama education and principles of learning from experiences.

Its content directs to the development of the key competences - the learning
competence, the competence to solve problems, the communicative competence, and the
social and personal competencies.

The second workshop lkarosis aimed at the first-graders of lower-secondary school
students. The goal is to prepare children to see the play Ikaros by using drama education
methods and to offer a basic theoretical view on ancient Greece. The pupils get to know
typical features of Antiquity and meet the main protagonists of the play. The purpose of the
workshop is to arouse curiosity and deepen perception, interpretation and reflection of drama.

It contributes to the development of cooperation and communicative skills.
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Children become more receptive and sensitive audience and enjoy the performance
more. Its content directs to the development of the learning competency, the competency to
solve problems, the communicative competency and social and personal competency.

‘To Experience Theatre Personally’ offers four workshops. The first one is ‘To Have
First-hand Experience of Acting’ which is aimed at students of the second grade at lower-
secondary schools and upper-secondary school students. During the workshop the students try
what it is like to be an actor. Through original plays and exercises they get to know the basic
skills of scene art. They discover what it is a scene speech and movements to eventually act in
a dramatic dialogue. The workshop is very freely framed by the story of Romeo and Juliette.

The workshop is included in the project mentioned above which enables children to
try in different workshops different artistic professions which partake in creating a
performance. Based on their personal experience children get to know the secrets of creating
theatre, they learn to feel it and understand it. All the workshops contribute to development of
their personalities and transcendent to their lives. The workshops focalize on developing
creativity, capturing the imagination, developing sensitivity and improving their
communicative skills.

The third workshop is called ‘To Have First-hand Experience of Designing’. This
workshop is for 5 year old children. Each participant receives a set of utilities necessary for
creating a paper puppet. Via simple steps, supervised by an experienced lecturer, they create
their own original specimen. They learn how to play theatre with it and take it home at the
end.

The third workshop is ‘A Magical Shadow Play’ for lower-secondary and upper-
secondary schools. The participants learn how to work with a symbol, a shortcut and other
artistic means; they apply their fantasy and creativity, develop communicative skills and
empathy.

The last workshop is called ‘How to Move on the Stage’ and is aimed for both lower-
secondary and upper-secondary schools. It introduces the basics of movements on stage. Via
original plays and exercises the participants can try body expressions and learn how to
understand its meaning. After discovering one’s sensibility and unusual possibilities of
movements they also get to know the basics of pantomime and try simple stage tricks and
gags. They realize that a movement represents a very important role in theatre and also in
everyday life. The workshop is for everyone regardless their physical presupposition or

preceding motional grounding.
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‘Made to measure programmes’ a special offer for those schools which have specific
requests, either because of unusual composition of a group, or by a special school or extra-
curricular project and none of the programmes is appropriate. In this case the school needs to
contact Anna Hrneckova, the theatre instructor, and discuss possible changes in the
programmes or even think up a completely new programme for the school.

‘A Day in Drak’ is a day-long programme for kindergartens, lower-secondary schools,
upper-secondary schools offering a performance, a visit in the Museum of marionettes and a
participation on an educational programme or workshop. A part of the day is also a reflection
about the performance leading to better understanding of a play and strengthening of new
information. It is possible to order lunch in the theatre club for kindergarten visitors.

A special offer for teachers is a seminar ‘How to Watch Theatre’ which discusses
various parts of a performance and their possible interpretations, methodology of preparation
and following reflection for lower-secondary school pupils, a visit of a play and reflection of

the play.

Both of the theatres use various forms of communication with their audience - from
the official websites to the social media such as Facebook, Instagram, or even Twitter. On the
other hand we do not find out much about what the Klicpera theatre offers not only to the
schools but also to the public, except for the basic division of the subscription groups and
possible ways of cooperation.

The Drak theatre focuses mainly on its audience from schools; it means its offer is
very diverse. Each workshop is described and offers important information for the teachers

who might be interested in booking one of them.
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PRACTICAL PART

At the very beginning | wanted to use questionnaires for my research but at the end |
decided to interview the teachers and employees in charge of dramaturgy in the theatres
because during an interview you can ask other supportive questions and gain more

information.

1. Objective and method of the research

The research was based on interviews with the theatre representatives; dramaturges or
people in charge of the sales department or the cooperation with schools; and teachers from
grammar schools in Hradec Kralové. They were given a list of questions about the creation of
a dramaturgical project, the cooperation with schools, possible improvements and also
questions about British and American authors.

The teachers were given questions mainly about their cooperation with theatres - how
do they cooperate, whether there are any obstacles or possible changes how to improve the
cooperation. The teachers were also asked about the school educational frameworks and their

achievements in cooperation with the theatres.

1.1. The research

1.1.1. Theatre research questions

The Klicpera theatre represents the most important cultural element not only in
Hradec Kralové but also in the region. It has had a long cultural tradition also in the
cooperation with the Drak theatre. While creating a new dramaturgical plan, it is necessary to
think of many influences at the same time. Sloukova, the head of dramaturgy in the Klicpera
theatre, starts the process by addressing some directors and afterwards she discusses with
each of them what plays might be included in the plan. One of the possible influences could
be a play chosen for a particular actor or actress. Another possibility is a director’s idea. It
may be a book or a topic which he would like to perform on stage. It is also possible that the
dramaturgy finds a new interesting play which could be worth a performance in the theatre. |
interviewed Hrneckova from the Drak theatre who is in charge of schools performances and

the cooperation with schools in general.
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o Isthe cooperation among the theatre and the schools sufficient?

Sloukova sees the cooperation sufficient because the theatre tries to fulfil its cultural
and educational purpose by performing some plays for schools, for example even in the
morning performances for schools. Even though the theatre represents the culture in general
in the region and it is not possible to focus only on one group (schools), it tries to organize
several activities for schools or to offer special prizes for the tickets.

The Drak theatre focuses mainly on the pupils from lower-secondary schools who
represent the widest audience group for the theatre. It looks for an offer broad enough for
them. On the other hand, the theatre admits they somehow avoid contact with upper-
secondary schools. In the last repertoire there was one play for upper-secondary schools
which had to be taken off the programme because of leaving of one of the actors. The Drak
theatre realizes it is lacking a play for this grade. For the next season the dramaturgy is
thinking about a play also for upper-secondary schools due to a new theatre management
which wants to focus more on teenagers in the future as well. In the current programme there
is no appropriate play for upper-secondary schools. On the contrary, the Drak theatre
organized a performance based on the book by Jan Amos Komensky ‘Labyrint svéta a rdj
srdce’ which focused on any age group from 11 years. There are also plays whose target
groups are not only children but also students from upper-secondary schools and even adults -
for example the play ‘Posledni trik George Meliése’. The Drak theatre admits it does not have

much contact with upper-secondary schools.

o Isthe offer of appropriate plays for schools sufficient?

One of the most important features is the popularity of a play because it is necessary to
balance the commercial ratio of the plays. It means the theatre should perform at least one
play which is not an obvious best-seller, e.g. a play which is not easy to comprehend for a
common spectator or a play which hides a deep message. Another way of balancing is
performing a play which is not a comedy. On the other hand Sloukova feels it as her artistic
duty to include great dramas. When Sloukova agrees with the directors on which plays are
going to be performed, she often considers plays which might be performed for schools as
well. Schools’ participation has its own negligible importance for the theatre and its actors to

lengthen the shelf life of a play.
32



Considering artistic purposes Sloukova and the director often tend to original and
unusual versions of a play which represent a challenge for them. Although it is not the initial
purpose to play as many plays as possible for upper-secondary schools, they make for it
because these challenges are usually the most popular pieces of literature.

As it was indicated already in the previous question, the Drak theatre concentrates on
lower-secondary schools both in the offer of plays and workshops and other activities. From
time to time they perform a play which is not only for children but also for teenagers and even
adults but it is only one or two plays a season. The theatre is aware of the lack of appropriate
plays for teenagers and it already predicts steps to develop cooperation between the theatre
and upper-secondary schools.

o Do you take into account school needs while creating the dramaturgical project? If

yes, how?

The Klicpera theatre takes into account schools but it is very difficult because it
cannot be its priority. There is an unwritten rule of playing one play for upper-secondary
schools every two years which represents the minimal age for which the theatre is able to
perform a play. Another unwritten rule presents at least one play for upper-secondary schools
every theatre season. Presenting one play for upper-secondary schools is an intuitive process
because playing for them increases the shelf life of plays which means a higher number of
reprises. Even though the Klicpera theatre tries to think about the educational needs of
school, the students are not the target group. Since it is the only drama theatre in the region, it
has to cover all possible audience groups.

Concerning the Drak theatre, the situation is a little bit different. It does not take into
account school needs because the target group is not upper-secondary schools; it means the
theatre does not need to consider the learning outcomes much which makes actually creating a
dramaturgy plan more difficult. On the other hand, the cooperation with lower-secondary
schools is on a better level because there has been a long tradition of the cooperation and the
schools often book performances and are interested in the plays and the new programme. One
of the advantages is also the possibility of using plays to deepen cross-section topics, such as

Humans and the world.
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o Do you take into account educational outlines?

Sloukova says that the creation of a dramaturgical project for a season arises
intuitively because every performance is given a certain amount of reprises for each season
ticket. Afterwards the shelf life of a performance is extended either by a so-called free box
office which means the play is successful even out of the subscription groups, or such play is
offered to school and teachers order a school performance from 10 o’clock.

Sloukova does not consider the learning outcomes significantly. It is rather a reflection
of what belongs to the obligatory school reading but she does not discuss it with teachers.
Among the examples from the current repertoire we might consider plays as Evzen Onégin
(Pushkin), Kytice (Erben), Romeo and Juliette or Richard III (Shakespeare), Figaro's
Wedding (Beaumarchais), The School for Women (Moliére).

In the Drak theatre the management does not consider any educational outlines
concerning plays. In the workshops for schools it is possible to find the outcomes with regard

to general educational framework.

o Do you have any particular examples of cooperation between the theatre and schools?

One of the main forms of cooperation in the Klicpera theatre is a subscription group
for lower-secondary and and upper-secondary schools. The sales department offers certain
performances to schools, or even the teachers themselves address the theatre. VVery often the
schools are interested in performances which have not been put on intentionally for schools,
for example some of the plays by David Drabek.

In most of the cases it is based on communication with lower-secondary schools in
general. A special example is the Biskupské gymnazium Bohuslava Balbina which organizes
every year an event called ‘Projektovy den’. The Czech language teachers asked the theatre to
think up a workshop especially for the students for the project. Hrne¢kova came up with an
idea of creating students’ own performance. The students were divided into four little groups.
They were played some music and then they created the story, the characters on the basis of
their own feelings from the music. The students had at their disposal a technician who helped
them with the lights and music. This workshop enabled the students to try the process of
creating and acting a play. The event was very successful because the students enjoyed it very

much and they were excited and playful.
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Generally the Drak theatre is very open to lower-secondary schools - it regularly
sends programmes, schools call to the theatre to book performances. When a teacher does not
respond, a responsible person meets up the teacher and discusses an order. The teachers are
used to attending workshops with their classes which is a very good way for the students to
get to know the theatre. They even have the possibility to discuss with HrneCkova - not only
teachers, but also students can feel free to ask any questions concerning performances and
theatre. Within the framework of the festival Theatre European Regions Hrneckova reflects
on establishing a theatre council assembled from different children who would tell her their
feelings and ideas about the Drak theatre. This council would meet her for example four
times a year.

Another example of the cooperation between the Drak theatre and the schools was the
performance based on the book by Jan Amos Komensky ‘Labyrint svéta a raj srdce’.
Hrneckova chose 10 children from different lower-secondary schools in Hradec Kralové and
was working with them on the performance. Finally their classmates came to see them on the
stage and afterwards they discussed the whole work. The same work was performed in the
theatre by professional actors and the children could see the play again and analyse it from
different points of view. Hrneckova sees a very important role of the teachers in the whole
understanding and attitude towards the theatre in lower-secondary schools. After having seen
the play ‘Labyrint svéta a raj srdce’, Hrneckova asked the teachers to hand in reviews from
the students which represent a very valuable feedback for the theatre.

This is one of the reasons why the theatre offers a workshop for teachers where they
can learn methods how to prepare children before seeing a performance, how to reflect on it;
they learn about different creative activities, how to lead a discussion, questionnaire or drama
plays.

The teachers are also offered seeing an overhaul rehearsal which helps them to reflect
on whether the performance is appropriate for a certain class or not. It also helps to cooperate
between the theatre and the teacher because the teacher can discuss with the artists what he or
she sees desirable and in what parts it would be suitable to work on. Hrne¢kova plans to
prepare for these discussions and possibly to create some worksheets or materials the teacher
might use with their classes.

Hrneckova wants to create a workshop for the audience which may not have much
experience with the theatre in general and may not understand well certain symbols or artistic
elements which are not easy to comprehend. This workshop would help them to analyse

artistic intentions and give them certain guidance how to orient in such performances. Even
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though the performances in the Drak theatre are not difficult to understand and the audience
does not need much preparation, on the other hand such workshop would be certainly help the
Klicpera theatre which often has very artistic performances and not everyone can declassify
the message. Eventually it would keep the audience from discouraging a play because of not
understanding the artists’ plans.

Surprisingly the upper-secondary school students remain a challenging group for
Hrneckova because they often do not understand why the directors and artists change a
traditional play into a modern version which they regard as a dishonour of the play. That is
why Hrneckova wants to work with these students and help them to discover new and unusual

points of view and not to be afraid of modern and original remakes of traditional works.

o What is the visit rate of schools from your point of view?

Sloukova regards the visit rate as very good. Several times, or at least once a week,
there is a performance for schools at 10 o’clock in the morning and the audience’s acceptance
of the plays is overwhelming. Many guest directors approve that the audience in Hradec, even
the youngest one, is very welleducated. It means it does not ever happen that some children or
adolescents would talk or disturb during a play. The audience is also very concentrated which
makes the morning performances profitable. It is difficult to judge whether it is a good work
of teachers who lead their students to perceive the theatre well, or it is really due to good-
quality performances.

The plays in the Drak theatre are usually sold-out and it does not struggle with a low
visit rate so it is difficult for Hrneckova to guess the level of the visit rate. Altogether the
theatre does not organize any evening performances; it plays only in the mornings which are
the perfect for schools and they very often attend their plays. Otherwise also parents and their

children can go to the theatre. It is not a theatre only for schools.

o What marketing do theatres use to address the schools? How do you present your

programme and news?

Due to a new PR employee in the Klicpera theatre there have been many changes in
case of communication with the audience. He focuses more on younger audience. The former
system was outdated and its basis used to be founded only on paper correspondence, some e-

mails and the old website. Nowadays there is a new website and several accounts on social
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networks, such as Facebook, Twitter, YouTube, and Instagram. The theatre magazine also
changed its format into video-interviews which is more attractive and pleasant for young
people. The main outcome of all these changes is the increasing interest of upper-secondary
schools and universities.

The marketing at the Drak theatre is not inventive but very simple and sufficient. It is
not necessary to change it for the moment. The basic form is an e-mail correspondence with
the teachers who book performances themselves and they even share their experience with
other teachers. It means that the Drak theatre does not need to put much effort to gain
spectators. Concerning upper-secondary schools, the cooperation with the teachers is rather
poor and in this case the theatre needs to improve its marketing strategies. When an upper-
secondary school teacher is interested in booking a performance, it is often based on good
evaluation from someone else.

The Drak theatre represents its new programme and news on the official website and
also newly on a Facebook page because there is a new PR employee in the theatre which is
very unusual because the theatre did not use to have a person in charge of PR. All in all the
best form of presentation and communication with schools has been a personal contact with

the teachers.

o Do you organize any special events or activities for schools?

The Klicpera theatre’s sales department often organizes different coulisse visits,
debates with some executive artists, actors, directors or dramaturgy called ‘Povidani v
pokrovi’. There is also a theatre club which was originally established to offer these events
only for the club members. The latest news is e-shop offering theatre merchandise such as
posters, programmes, postcards, subscriptions, buttons, vouchers etc.

A very special form of communication and cooperation by the Klicpera theatre, not
only for the students but the public in general, is a music group called Mastix. Besides their
own concert in the theatre and different clubs in the city, they cooperate with universities and
upper-secondary schools. They have concerts at proms, free concerts for universities, for
example a concert at the Pedagogical days of the University of Hradec Kralové, sometimes
with a special raffle and prizes such as theatre products, subscriptions or even an iPhone - at a
concert called ‘Jind kolej’ especially for university students. Although it was established by
the actors themselves to enjoy music and their own songs, it serves very well as a kind of an

advertising of the theatre as well.
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The Drak theatre offers a very wide range of workshops for kindergartens and
especially for lower-secondary schools. (see Chapter 3 Theatres and schools). The
cooperation with upper-secondary schools is very poor even though the theatre also offers one
workshops for them which has been on the list for one and half year but it has never been
booked by any upper-secondary school; on the contrary to the workshops for lower-secondary
schools which are continuously being booked. This fact makes Hrneckova be aware of a
change in the cooperation - it is necessary to improve it and probably to get the upper-
secondary school teachers used to communicate with the Drak theatre. It is also a challenge
for the theatre to break the habit of ‘pigeon-holing’ the Drak theatre as a theatre only for
children and the Klicpera theatre only for adults. It means to teach the teacher to follow the

Drak theatre’s programmes and activities which they are able to prepare for them.

o Do you customize prices for schools or students in general?

Pupils and students visiting the Klicpera theatre are offered a reduced entrance fee. It
is usually 100 CZK at most. Otherwise the theatre offers three groups of season tickets. The
first group M is for lower-secondary pupils, the group S for upper-secondary students and the
last group is ST for students from lower-secondary and upper-secondary schools from the
region. Each group also differs in the time of a performance. A performance starts at 17.30 for
the group M, at 19 o’clock for the group S and finally at 14.30 for the group ST.

The Drak theatre also offers a special entrance fee which is lower for schools than for

a family with children coming to the theatre in their free time.

o Do you follow any foreign theatres?

Sloukova, after having worked in the Klicpera theatre for 6 years, admits that
choosing the plays for the next season is like magic when it is necessary to combine several
factors at the same time. The first step Sloukova does is to ask directors and afterwards she
discusses with them what plays they would perform the following season. They usually try to
accept the director’s intentions and she also tries to influence the director in the theatre’s
intentions.

One of the possibilities of the cooperation between Sloukova and a director is that she
wants to find a play for one certain actor or actress because the theatre disposes skilful actors.

Another option is that the director is thinking of a play or a topic which turns him or her on
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and wants to perform it. It is also possible that Sloukové find a new exciting play which
would be worth performing in the Klicpera theatre.

A decisive factor is the visit rate of the play because every season offers seven or eight
new plays and it is necessary to balance the commerciality of the plays. It means to balance
plays which are not easy to comprehend and require experienced audience; on the other hand
it is also desirable to perform a famous and classical play.

Sloukova feels as her artistic duty to include great dramas; basically plays which are
not very popular because they are not comedies; such as Long Day’s Journey Into Night by
Eugene O’Neil which represents a great drama by an American playwright. Fortunately the
visit rate of the play was good enough, although it is not a comedy a at all.

Basically these are the steps when creating a dramaturgical plan. Sloukova does not
choose the plays according to their origins. She rather discusses with the directors what genre
and approach they want to perform. After all these steps it is possible that some British or
American works appear in the plan. It is not primarily she would like to perform two plays by
a British author and one play by an American author. The main goal is to choose the genre
and it is possible that eventually some plays by British and American authors appear in the
plan. To choose the country is not the most important factor.

The Drak theatre follows foreign theatres only in case of discovering new techniques
and possibilities in acting with a marionette. The inspiration by foreign theatres also leads to
new sources of cooperation among the Drak theatre and other theatres abroad; this
cooperation was given a grant. Recently the theatre has entered into partnership with the Blind
Summit Theatre led by Mark Down who is going to lead a workshop in the Drak theatre -
future actors are going to work on a performance and the goal is to show that a puppet theatre

is not aimed only at children but it serves as a full-fledged wordage also for adults.

The Drak theatre is a very authorial theatre and does not perform any plays by British
or American playwrights. It means that there are directors and artists who write their own
original plays which are later performed in the theatre. Hrneckova claims it is a little
expectable from a theatre like this. Moreover there are not many original and good quality
plays and those plays even get older very quickly. That is why it is the best and the easiest

way for the Drak theatre to have an original play.
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o Do you think the teachers or the students prefer Czech to foreign authors?

There is no other choice than Czech authors in the Drak theatre because it is an
authorial theatre and it uses plays only by Czech authors who wrote their plays for this
theatre. HrneCkova says it is actually not about the differences between the Czech authors and
foreign authors but rather about what teachers consider as classical literature. She sees the
most important factor for teachers in choosing a performance according to the educational
framework. Even though the students might have a possibility to discover a new author for
them but also an author who is important for a certain period they learn about, the
disadvantage is if the author is not included in the curriculum, his or her performance is not
considered as a school performance. Basically for the teachers it is the most important if the
play is appropriate for the learning outcomes.

Sloukova from the Klicpera theatre shares the same opinion and broadens it in the

following question.

o How do you choose works by British and American authors?

Hrneckova answered already in the previous question. The Drak theatre does not
choose any British or American authors because it is a completely authorial theatre which
performs plays by Czech authors only.

Sloukova finds the most important factor in suitability with the school educational
framework. Concerning the American drama, in her opinion the classical American drama
exists with the authors like Tennessee Williams, Eugene O’Neil who are not being taught at
schools. A different case is the British drama where the process is much easier because the
theatre can perform plays by Shakespeare. The theatre does not perform many plays from the
Czech drama.

The theatre has the advantage of David Drabek’s remakes of classical plays who
transforms in a very special way classical drama into modern versions. For example
Shakespeare’s remakes are very successful and the teachers often book these performances.
The audience is very satisfied, they literally love it and the performances are always sold-out.
However, it is not a classical play by Shakespeare anymore and Drabek changes the play a lot

but the basic plot was not changed.
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Sloukova admits that even though Drébek’s versions do not really match with the
original versions, the theatre has never received any negative feedback or discontent from the

teachers. Even the young audience’s reactions are very pleasant and they enjoy these plays.

Conclusion

Both of the theatres in Hradec Kralové have irreplaceable position towards education
and culture. We found out from the experience of both theatres that the most important factor
is the school educational framework and when the plays do not correspond to it, the schools
are not very interested in booking them. There are some exceptions, for example when
schools book a play which was not intentionally prepared for them.

There is still a certain stereotype - the lower-secondary schools visit mainly the Drak
theatre and the upper-secondary schools visit only the Klicpera theatre. Even though the
Drak theatre admits its cooperation with the upper-secondary schools is very poor, it intends
to change it and work on more plays and projects for this level.

On the contrary,the Klicpera theatre does not offer many plays for the lower-
secondary schools and actually cannot change it because its position basically does not allow
it. The theatre is very busy and it is not possible to focus only on schools but their goal is to
please all age groups with different interests.

Concerning the cooperation, the Drak theatre approves its very important position in
the case of theatre education. It offers a lot of workshops and supporting activities for children
from kindergartens to upper-secondary school levels. It is also very open when it comes to
teachers’ requirements. The Klicpera theatre organizes from time to time backstage visits or
discussions about a premiere with a director, actors or a dramaturg. However, these activities
are available also for the public, not only for schools. Otherwise the theatre does not offer any
special workshops for schools. Again it is because of its target group and the aim is to please
all the age groups.

There are some differences in the case of British and American playwrights. The Drak
theatre basically does not perform any plays by foreign authors. It is a theatre based only on
Czech authors. On the contrary, the Klicpera theatre performs a new play by Shakespeare
every two years which is absolutely perfect for schools because Shakespeare is included in the
learning outcomes. Otherwise it offers some other plays by British and American playwrights
but the choice is rather subconscious and it is often a choice of a director.

Concerning the form of cooperation, both of the theatres have very good experience

with the e-mail correspondence and personal relations. Recently both of them created
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accounts on social networks. The Klicpera theatre has a PR employee who is very active and
focuses on the young audience. The Drak theatre has newly a PR employee who also works

on better communication with a wider range of the audience.

1.1.2. Schools research questions

In the first part we found out the principles and possibilities of cooperation among the
theatres in Hradec Kralové and schools. It is necessary to interview the teachers’ opinions
about the cooperation. | interviewed Czech language teachers from three grammar schools in
Hradec Kréalové (Gymnazium Jana Kajetana Tyla (GJKT), Biskupské gymnazium Bohuslava
Balbina (BISGYMBB), Gymndzium Bozeny Némcové (GYBON). | have chosen the grammar
schools because they usually cooperate more with the teachers, or at least they attend some
performances more often than technical schools. Another point is that grammar schools keep
their humanist purposes and there is an evident process of educating students to feel and
appreciate culture in general. The choice of the interviewed teachers was rather random and |
decided to interview the teachers with the highest number of lessons. The first teacher to
interview was Teacher 1 from the Gymnazium Bohuslava Balbina who is responsible for the
cooperation between the school and the theatre but she does not teach Czech language which
is why she is included only in the question about the cooperation among the school and the
theatres. Another interviewed teacher was Teacher 2 from BISGYMBB, a Czech language
teacher. Teacher 3 is a Czech language teacher at GJKT and Teacher 4 from GYBON is also a

Czech language teacher.

o How often do you go to the theatre (on your own, with a class)?

Teacher 2 told me the following information. The classes are allowed to attend a
performance once a term. The teacher chooses between the Klicpera theatre and the Drak
theatre. It is also possible to visit the National theatre but this is very rarely. The volunteers
sometimes visit a performance with a teacher after school once or twice a school year, or even
go to Prague to the National theatre for an evening performance. The school organizes a
special day called ‘A Day of Projects’ when every subject prepares a specific programme. For
Czech language it is usually a day in a theatre - either in the Klicpera theatre, or the Drak

theatre. The Drak theatre offers its own programmes mentioned in the previous chapters and
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the Klicpera theatre offers usually backstage visits commented by actors themselves or
employees of the theatre.

Teacher 2 goes to the theatre at least twice a month and has a subscription to the
theatre of Pardubice. She tries to go to the theatre with her classes at least once a term, even
though she would like her students to see more plays and more often.

Teacher 3 goes to the theatre three or four times a year and is allowed to attend a
performance in a theatre only twice a school year not only for one class but for the whole
grade because of administrative reasons (one class is allowed to visit the theatre only in case
of a seminar or as an after-school activity).

Teacher 4 goes to the theatre twice a month, on her own, and at least once a school
year with each class which is very time-consuming and disorganising for other teachers and

their lessons.

o What type of a performance do you prefer?

Teacher 2 is not very choosy concerning her choice. She likes classical plays and also
original and artistic versions of some plays.

| also interview Teacher 3, a Czech language teacher from the GJKT, who personally
prefers classical plays without many modern changes.

Teacher 4personally prefers lyrical plays with a message, such as Evzen Onégin, or
even depressing dramas with for example a family struggle which makes you think about the
plot, for example August: Osage Country. She also very likes historical plays by David
Drabek. Concerning her students, they are truly interested by Drabek’s plays as well because
they appreciate his modern and original remakes of classical playwrights, such as
Shakespeare. Although it does not comply with the original message or plot, Teacher 4
appreciates that these remakes make the students raise their feelings and thoughts and

provoke their opinions.

o What are your expectations from a performance both from the point of view as a

teacher, and also as a spectator?

Teacher 2 sees the main aim at going to the theatre in its general usability not only for
Czech lessons but also for the educational outcomes and for the students being able to

compare the works with other famous plays.
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Teacher 3 expects succession to Czech lessons and classical literary movements.
Personally he prefers classical performances, not too original remakes. It means for example
Kytice or EvZen Onégin on the contrary to remakes of classical authors by Drabek.

Teacher 4 has similar expectations as the other teachers. She ideally wants a play
which matches up with the learning outcomes but it is not the most important factor. As she
personally enjoys going to the theatre very much, she appreciates her students seeing no
matter what kind of a play because going to the theatre represents a social act which arouses

feelings and emotions.

o What is your pedagogical and personal motivation to see a performance?

For Teacher 2 the basic motivation is to diffuse the general knowledge of humanist
basis. It means extraordinary or very original remakes of classical plays are not required.
Teacher 2 wants her students to be able to compare the performance with its original written
work. They need to learn how to criticize objectively, according to some structure, and how to
avoid telling ordinary phrases as ‘I liked it. / I didn’t like it.” without expressing the reasons of
such judgement. Teacher 2 also wants her student to look for a meaning or a message which
might be hidden, to explore and discover. An important factor is also that many students
already have their favourite actors or actresses, which arouses their excitement.

From the personal point of view Teacher 3 is motivated by his own interest in the
culture. As a teacher he wants to lead his students to education, culture. He admits even
cinema is becoming less popular because of YouTube and stream TV channels. On the
contrary these media offer the students too independent and primitive choices and he wants
them to learn a critical and objective selection and a cultural thinking.

Teacher 4 notices that today’s student do not react to extracts but it is easier for them
to comprehend a play when the script is connected to the visual. It leads them to better
understanding and memorising. It is also beneficial for those students who do not go to the
theatre very often, or even never, because the theatre is an essential part of our culture.
Another important element in motivation is to feel another space than school. It means she
does not want to present only herself as a teacher but she wants her students to see current
issues and topics and she wants her students to think about them and if it is possible to find a
linkage between the play and its topics and the lessons. Basically she wants to interconnect

theory and practice.
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o Do you analyse a play before seeing it on stage regarding language, historical and

cultural background?

Teacher 2 usually does not really need to analyse the historical and cultural
background of a play because she tries to choose a play which corresponds with the literary
period they learnt about. On the contrary she finds it necessary to teach about the author’s life
to better understand the topics or motifs in the play. She does not want to spoil the experience
and does not tell about the ending of it. Moreover the students need to know what they are
going to see. It is not possible to see a play without knowing anything about it.

Teacher 3 prefers seeing a play after learning about it because it is necessary to remind
his students about the cultural and historical context of the period and of the origin of the
play, the topics discussed and the plot.

Teacher 4 has similar intentions. It is necessary to remind the students about the
historical and cultural context but she does not want to discuss it very deeply because of her

intentions after seeing a play.

o Do you deal with the play after having seen it in your lessons?

Teacher 2 discusses the play with her students. They also compare a play, or possibly
a film, to a book. The goal is to gain the greatest training in this domain. They also have to
write a review. On the other hand there is a difference between a normal lesson for the whole
class and a seminar where the students learn about writing reviews in details. Generally they
also compare their own reviews with the professional ones. When there is a play by
Shakespeare, the teacher wants all the classes, if possible, to see it because it is necessary for
their school leaving exam and Shakespeare represents one of the most important and famous
playwrights of all time. It means it is desirable for everyone. On the other hand it also
depends on the form of the play, whether it is a classical conception or a very artistic one,
which can be different a lot from the original script.

Teacher 3 always asks his students to write a review, even though it is on an
elementary level because the theatre news and reviews are gone over in the second grade of
upper-secondary level while studying the journalistic style and the literary theory leading to
theatre critics but it is taught only rarely. A different case is a seminar which offers more time

to deal with media education and literature in details.
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Teacher 4 always discusses the performance. She asks her students to write a review

or another form of evaluation.

o Do you follow up theatre news and reviews?

Teacher 2 does not follow up any news or reviews regularly but she reads reviews at
least about the play in the Klicpera theatre or the Drak theatre and she discusses it with her
students, either when they write their own review or just to observe the features of a
professional review.

Teacher 3 answered this question in the previous one.

Teacher 4 does not follow up any theatre magazines or reviews regularly, mostly it is
only what she heard from someone but when she reads a review she focuses mainly on the

Klicpera theatre, possibly on the Theatre of Pardubice.

o Do you know about any performances by British and American authors in the current

repertoire in the Hradec Kralové theatres?

In general all the interviewed teachers knew about some plays by Shakespeare but
they did not remember any other playwrights. Teacher 2 noticed students’ attention for
modern remakes by classical playwrights, although he personally prefers classical version of
the plays.

Teacher 4 was especially interested in the play by Tracy Letts. Otherwise the teachers
do not focus on the British and American playwrights. They focus mainly on what is

important for their lessons and not on one country.
o Have you been interested in any of them?
In most of the cases the teachers are always interested in plays by Shakespeare or

other well-known British or American playwrights who are considered in the learning

outcomes but they do not pay any special attention to nationalities of the playwrights.

46



o Are there any obstacles precluding more frequent visits in a theatre?

For Teacher 2 it is sometimes the school which precludes more visits or different
activities than seeing a performance. One of the obstacles, or rather disadvantages for both the
school and the theatre, Teacher 2 sees is the necessity to sell out a performance. It means there
may be students who are not very guided to how to behave in a theatre which disturbs not
only the other spectators but also the actors but it is a danger which only the teachers can
change.

The most important obstacle is time itself. The classes are allowed to see a play only
once a term, although there may be more plays which could be useful for them. On the other
hand the school has subscription cards which enable its students to see other plays without
paying for it which is very unusual in comparison to other schools but also very convenient
for them. Another feature connected to time is fulfilling the school educational framework
which is always a little bit demanding for the teachers. Although a play itself can last only
two hours, getting to the theatre and preparation before seeing it takes time. Finally the theatre
may have a disruptive effect for the lessons in general. Otherwise there are not more serious
obstacles. The cooperation works very well from both sides.

Teacher 3 can think of similar obstacles. First of all it is to find a compromise between
the possibilities of the school and the theatre because even though the Klicpera theatre offers
morning performances, it is not always an appropriate number of seats because the teacher has
to go with the whole grade and not only with certain classes, and the theatre offers some
places to other school as well, then it is very difficult to decide who can go to the theatre and
who cannot.

Firstly, the school year is bound by entrance exams and school leaving exams and
again it is difficult to organize it concerning time, schedule and the school educational
framework. Another difficulty is to change the school’s management which disables attending
a performance more times than only once a school year and it forbids the teachers to see a
play only with their class, and not the whole grade. This disadvantage is rather the school’s
problem which a theatre cannot change. Teachers solve it by going to the theatre with some
volunteers after school in their free time and then they discuss a play in an informal
environment. Another solution is buying a subscription for a group of interested students.

Secondly, as well as for Teacher 4 who shares the same opinion as Teacher 2 and 3,
the biggest disadvantage is time which has the same reasons as in other grammar schools -

disturbing the schedule, fulfilling the school educational framework. It is connected with the
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lessons plans because it is not desirable that students see a play by an author who they have
not studied yet, or an author who is not included in the plans. This is why most of the teachers
choose a play by Shakespeare or Moliere because they know them very well. Sometimes the
teacher chooses a play by such author because it may fit to the cultural and historical
background of the period they are studying.

o Are you satisfied with the repertoire from the pedagogical point of view?

It is also very important, especially for lower-secondary school teachers, to choose
wisely a play because the play may not be appropriate for the age, which is a case for example
of Romeo and Juliette in the Klicpera theatre - the author is very well-known but the content
differs a lot from the original and there are even moments which are not convenient for young
pupils at all. Teacher 2, as well as Teacher 4, recommends all teachers to see a play before
going to the theatre with a class and think of the age group suitable for such play.

A very important factor for Teacher 3 is the repertoire of the theatres. Although the
Klicpera theatre offers two or three appropriate plays a season, Teacher 3 finds the offer of
the theatre in Pardubice much more appropriate and useful for educational purposes because it
focuses more on classical plays in literature. Furthermore, not all the plays in the Klicpera
theatre correspond with the original play, or they are changed in a very modern way, so the
teacher often only recommend their students an individual visit.

Teacher 4 shares very similar opinions. She also finds the offer of the theatre in
Pardubice more competent regarding the repertoire. On the other hand, the plays are very
conservative and basically no performance differs from the others, which is in contrast to the
Klicpera theatre. Although its plays are often very modern and unusual, Teacher 4

appreciates its diversity which arouses some feelings and opinions in students’ minds.

o What are your criteria in choosing a performance?

All the teachers share the same basic criteria - the play must correspond to the learning
outcomes and fulfil the school education framework. Sometimes the artistic version of a play
is not very appropriate for the students not only because of the discussed topics or the
language used but the teachers share the same opinion - if a play raises students’ attention,
thoughts and opinions, it fulfils its purpose and meaning. The teachers want their students to

suppress the influence of computers, television and modern technologies in general, although
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most of the theatres use social networks and new inventions as a part of their marketing

strategy.

o How do you cooperate with the theatres in Hradec Kralové?

Teacher 1 said the cooperation is mainly with the Klicpera theatre which has started in
2005. It is based on the subscription. The teacher chooses a subscription group which she
likes the most, or which is the most appropriate for upper-secondary schools, and with the
financial aid of ‘the Association of school friends’ she buys more or less 20 subscription
cards. Then students, who are interested in seeing a play, borrow the subscription card and
after going to the theatre they return it to the teacher. This is the most common process. From
time to time the theatre offers a reduced fee for some plays.

Teacher 2 is very satisfied with the cooperation and would not change anything. The
theatres often communicate with her and offer pre-premiere tickets. There is always a person
who is present for them in case of some questions, advertising and also asks for feedback
from both teachers and students.

Teacher 3 has only good experience with the theatres. He sees the main advantage in
the cooperation cheap tickets for schools and he is very satisfied especially with the
cooperation with the Drak theatre which does not offer only cheap tickets, but also the
helpfulness of the theatre to organize performances or workshops according to his demands.
Another advantage is organizing discussions with some actors or representatives from the
theatre in the school.

Teacher 4 is satisfied with the collaboration which is based on similar experience as
with Teacher 2. The Klicpera theatre regularly sends e-mail about news in the theatre. In this
case, the cooperation is advantaged owing to teaching a son of one of the employees working

in the ticket office.

o Isthere anything to improve on the cooperation?

A surprising factor which appeared very often in the responses was the restriction by
the school itself. The teachers are allowed to go to the theatre with classes in most of the cases
only once a term, rarely twice a term. Otherwise it is a voluntary agreement between the
teacher and the students to go to see performance in their free time. Teacher 2 sometimes

travels to Prague to the National theatre with her students, if they are interested.
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Teacher 3 practices a similar process - he asks his students and with a group of
volunteers he goes to the theatre in the evening to see something else than a play useful for
the learning outcomes. After the performance, they discuss it.

Otherwise the teachers are satisfied with the cooperation with the theatres. Only
Teacher 3 appreciates the cooperation with the Drak theatre more than with the Klicpera

theatre because it is able to organize an activity according to their needs and demands.

o Do theatres offer you any benefits or supportive teaching materials for your lessons?

The greatest advantage, in the point of view of Teacher 2, is that the theatre is able to
book a performance only for the school, if it is somehow possible, when it celebrates a day of
a saint, and regular classes are cancelled. The Czech language teachers also receive
information about plays, flyers and the magazine Pot&lesk. An important motivating factor
for students is that they can see some former students of the school being a part of the
company (e.g.: Pavlina Storkova in the Klicpera theatre, currently in the National theatre in

Prague).

Conclusion

All the teachers are rather satisfied with the offer of the theatres in Hradec Kralové, as
well as with the cooperation in general. There may be difficulties when seeing a performance
which does not match with the original play. On the other hand teachers are glad it arouses
thoughts and feelings and that the students do not take it as another *obligatory’ performance.

Concerning the cooperation with the theatres in most of the cases it is based on
personal or e-mail communication. Teachers always receive programmes in their e-mails and
ask the sales department to book a performance for them. There are two obstacles which
embarrass the cooperation. First of all, it is the time itself - the teachers would like to go to the
theatre with their students more often but it is not possible because of the school rules and
administrative purposes, secondly the theatres offer the tickets for the same performance also
to different schools which is not very comfortable for the teachers and their classes.

A surprising piece of information for me was that some of the teachers follow also the
theatre in Pardubice and find its offer more appropriate for both lower-secondary and upper-
secondary school levels. On the other hand, the teachers find the performances stereotypical
and not very inspiring and motivating; which is in the contrast to the performances in the

Klicpera theatre.
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The results made me think of some recommendations. It would be useful both for
schools and theatre to create a new subscription group for a teacher and his or her students
who go to the theatre in the evening, only in their free time, because it is not possible because
of time during the school time. It means to create a group for example for 10 students (and
more) and their teacher who would have a reduced entrance fee for a performance according
to their choice. All the teachers would like to visit more performances and even some of the
students are interested in going to the theatre more often. This kind of subscription would be
beneficial for both sides.

Another possibility is to enable the schools in having more freedom concerning
booking a performance.
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2. British and American authors

2.1.  Theatres’ offer

The Klicpera theatre currently offer the following plays for lower-secondary and
upper-secondary schools, regardless the special respect to British and American playwrights:
Péna dni by Boris Vian, Tri musketyii by Alexandre Dumas adapted by David Drabek, Srpen
v zemi Indidnii by Tracy Letts, Skola pro Zeny by Moliére, Evien Onégin by Alexander
Sergeyevich Pushkin, Absolvent by Terry Johnson, Kytice by Karel Jaromir Erben, Romeo a
Julie and Richard I11 by William Shakespeare both adapted by David Drabek, Figarova
svatba by Pierre Beaumarchais.

The Drak theatre offer plays mainly for lower-secondary schools. It used to offer a
play for upper-secondary schools but currently there is no play for this level. The theatre is
mainly authorial. The teachers can choose among the following plays: O bilée lani (Jarkovsky,
Vasigek, Vysohlid a kol.), O dvandcti mésickach (Tomas Jarkovsky, Jakub Vasi¢ek), Cert a
Bara (Jifi Jelinek), Princezna a Turandot (Tomas Jarkovsky, Jakub Vasicek), A4 do tretice
vseho ... (Tomas Jarkovsky, Jakub Vasicek), Amundsen kontra Scott (Tomas Jarkovsky -
R.Scott - J. Vasi¢ek), Podivuhodny circus dr. Tarzana (Marek Zakostelecky, Vaclav Poul),
Posledni trik Georgese Méliese (Jiti Havelka), Ikaros (Tomas Jarkovsky, Jakub Vasi¢ek), U
kandnu stal aneb Bitva u Hradce Kralové (Vit Pefina), Cervend karkulka (Jan Popela, Redy
Véavra, Marek Zakostelecky), Zlatovlaska - podle M.D. Rettigové (Josef Krofta), O pejskovi a
kocicce (Josef Capek), Jak si hraji tatinkové (Josef Krofta a kol.), Stédrej vecer nastal (Zora
Vondrackova, Filip Huml), Vsechno litd, co peri ma (Jakub Krofta), Cernosskd pohdadka (Jiti
Vysohlid a kol.).

2.1.1. The Klicpera theatre

As | introduced the process of creating the dramaturgical plan of the Klicpera theatre,
we found out a plan for a new season needs to be balanced concerning a variety of genres.
Every time there is a drama, a tragedy, it is necessary to neutralise it with a comedy. It means
the first step is to choose genres from which some British or American pieces of literature
simply crystallize. However it is not an intention to perform for example two plays by British

authors, even though it can happen, but it is not the primary intention.
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Teachers and students usually go to see mainly what is included in their learning
outcomes. In case of the American literature we can offer them plays by Tennessee Williams
or Eugene O’Neil which are not taught very often at upper-secondary schools. It is different
concerning the British literature - for example Shakespeare and so on.

Another case is Czech drama where the theatre cannot really offer anything from the
classical Czech literature. On the other hand the artistic director David Drabek is able to
transform the most famous classical literature into modern versions. It is very popular in case
of William Shakespeare because teachers like to show their student his performances as
examples of classical literature. However they see afterwards it is not a very traditional
concept of a play but the base has been kept more or less the same. Moreover the audience
literally love this approach and even the pupils and the students are delighted which makes
the performance successful.

Drabek’s remakes of classical literature are a specific case. He plays with a script and
sometimes even changes the story a bit. On the contrary it works very well with schools.
There has never been any complaint about the performances and the theatre receives only
positive feedback from the teachers. Even reactions from the audience during a performance
are amazing.

Sloukova, the head of dramaturgy in the Klicpera theatre, has worked in this position
for 6 years and was talking about performances by British and American authors during her
career at the Klicpera theatre.

In the season 2015/2016: August Osage Country by Tracy Letts which is one of the
best plays in the last decades which is about America, an American family, and an American
country. Another play is The Flew over the Cuckoo’s Nest by Ken Kasey.

In the season 2014/2015 there was The Graduate by Charles Webb. It was not based
on the original novel; it was an adaptation both of the novel and the film, connected with
America. The performance has been a great success, especially due to its film awareness.

In the season 2013/ 2014 was fruitful in British and American literature. One of the
first premieres was Orpheus Descending by Tennessee Williams. The theatre was not very
sure about the acceptance by upper-secondary schools because there are more popular pieces
of work, such as Cat on a Hot Tin Roof or The Streetcar Named Desire, but the director and
the dramaturgy decided to choose Orpheus Descending. Finally there were many
performances of this play for schools.

An example from the British literature was The Magistrate by Arthur Wing Pinero. It

was a Czech premiere and the theatre chose it because it was performed in the British
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National Theatre in London. Although this author is not in the learning outcomes, schools
often ordered this performance. The third play to perform in this season was Long Day’s
Journey into Night by Eugene O’Neill which was not very successful as a performance for
schools. On the contrary it was rather popular for the adult audience. The last very successful
play was Romeo and Juliette by William Shakespeare but quite adapted by David Drabek. It
has not been only popular but didactic in a way of discussing and reflecting on the current
situation with the Romanies and racism.

Since the times of the former artistic director Vladimir Moravek (1996-2005) there has
been an unwritten rule of performing Shakespeare called ‘Garseille de Shakespeare’ which
requires at least one play by Shakespeare every two years.

In the season 2012/ 2013 the theatre launched another play Shakespeare’sRichard I11,
again a very successful adaptation by Drabek. The schools were amazed, the teachers were
extremely satisfied, and everything was perfect.

In the season 2011/ 2012 the theatre performed The Star Rover by Jack London. This
performance was quite popular among schools. Finally the season 2010/ 2011 which offered
Love Labour’s Lost by Shakespeare again. It was also a popular school performance. There
was another performance by an Irish author this time. They performed The Cripple of
Inishmaan by Martin McDonagh. Schools sometimes ordered this performance even though
Mrs Sloukova is not really convinced McDonagh is a typical author to be taught at schools.

Recently the Klicpera theatre published the premieres for the season 2016/2017. The
schools might choose from the following plays which would be appropriate for the learning
outcomes: Vincenc by Torben Betts, Kati by Martin Mc Donagh, Uplné zatméni by
Christopher Hampton.

2.1.2 The Drak theatre
As it was already mentioned in the research with the heads of dramaturgy in the

theatres, the Drak theatre unfortunately does not offer any plays by British or American

playwrights because it focuses on Czech authors.
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2.2.  Connection of the performances and the education

Not only English language is the only goal in learning the language. The students
should know at least some basics about the English culture and literature. | asked several
English language teachers at the same schools where | did my research with the Czech
language teachers. The results were following.

Teacher 5 from BISGYMBB fulfilled my expectations about teaching culture and
literature in her English lessons. She says she uses only extract from film or books, but mainly
films. There is not much time to consider teaching English literature and moreover it is not
even included in the school educational framework. The main aim of English classes is to
learn how to communicate, how to speak English, it is mainly about the language.

Moreover the analysis of works and authors is included in the outcomes of the Czech
language so it is not necessary to do it again in her English lessons. She sometimes shows an
extract from a play by Shakespeare to compare the different with modern English, or she lets
her students to translate the extract and compare it with a professional translation. Before
seeing a film or a play in the theatre she reminds her students about the main characters and
the plot in order to avoid the students being confused while watching the play. She has a little
bit more time in the English seminar where she can speak about literature but again it is only
through extracts from films.

One would think the students need to know about British and American authors for the
school leaving exam which includes a question about British and American literature. In this
case she asks her students to read a book, even in Czech, and then to talk about the characters
and the plot, possibly about the author. It is forbidden to talk about a book the students did not
read, or if they read only about the plot. The students are allowed to choose the book
according to their interests but the only obligatory task is to choose a British or an American
author.

Teacher 6, from GYBON, asks his students to read a book in English or a simplified
form. Afterwards they have to make a presentation about the book and answer the following
questions: What was the worst situation the main hero got caught in? How does the book
connect to the author’s life?, and so on. The task is not to present the plot, but to look for
more specific issues. Once a term he organizes a lesson in an English bookshop where he uses
materials and books. Usually he ask to do an activity like: Find a book by the writer who
spent half of his lifetime in Alaska looking for gold but returned with enough thoughts to

become a writer instead. In this case he is inspired by what they learnt at school. Another
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activity may be about one certain book which they are going to analyse. He sometimes brings
into lessons the latest reviews of some English books and they discuss (in English) whether
the students would read it or not. The last possible activity how Teacher 6 uses English
literature is through films; adaptations of books; and students have to fill in worksheets
connected to the extract from the film.

During my teaching practice | tried to focus one lesson on Hamlet by William
Shakespeare myself because the classes | was working with were supposed to go to the
cinema to see the latest film version of Hamlet. My goal was to introduce the first act of the
play, translate it, and let the students to perform the extract. We managed to fulfil the plan in
one lesson but it was only about the first act. This experience symbolizes for me the lack of
time we would like to spend talking about literature and culture, in case if we do not want to
explain it only very theoretically by a list of authors and their works.
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CONCLUSION

One of the first tasks was to find out whether the theatres contribute to the level of
education. Definitely they influence the learning outcomes. The interviewed teachers are
rather satisfied with the offer of the theatres and their cooperation with them because the
theatres offer them not only leaflets, the possibilities to organize some discussion either with
actors or with the artists, but for example the Drak theatre offers a very wide range of
workshops for kindergarten and lower-secondary schools. On the other hand the teachers
appreciate that for example the Klicpera theatre, although its plays do not always keep the
traditional ways of performing, is able to arise inspiration, motivation and some feelings and
thoughts in the students’ minds and the students are mesmerized by the performances.

Another task was whether the theatres are able to take account of the school needs.
The Drak theatre tries to think of the school educational framework and even the general
educational framework and the theatre includes its topics in its workshops. The process in the
Klicpera theatre is rather random because its target group is much diverse and it is not really
possible to concentrate mainly on the schools. On the other hand the theatre realizes its
position and importance and tries to include some ‘school plays’ in the repertoire as well. It
keeps a rule of performing a play by Shakespeare every two years which is very important for
schools.

Concerning experience with different types of performances, the Drak theatre has had
a long tradition and the teachers are always satisfied. David Drabek represents a very decisive
factor in the Klicpera theatre because his performances, often adaptations of famous pieces of
literature, are very popular among students, although it often does not correspond with the
original.

The teachers are satisfied with the current situation of the cooperation. The
disadvantage of the Klicpera theatre is its workload and a different target group. It tries to
think of schools and adapt a repertoire a little bit. It also organizes various activities,
discussions and backstage visits. The Drak theatre’s target group are lower-secondary school
pupils. It means their repertoire and activities are much wider than in the Klicpera theatre. It
applies the topics from the general educational framework and is also more open towards the
demands or requests from the schools. Otherwise the main form of the cooperation among the
theatres and the schools is based on the communication - either electronic or personal, on the

distribution of programmes, leaflets and theatre magazines.
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Concerning the special respect to British and American playwrights, | unfortunately
did not find out much information. Luckily I received two different reactions. The first
teacher tries to talk about literature and show an extract from a play at least in her seminars.
On the other hand, the second teacher asks his students to work on a book during summer
holidays and to prepare a presentation about the book according to given questions. He also
organizes different sessions about a certain literary movement in an English bookshop.

After all, the current situation of the cooperation is satisfactory because the teachers
would not change many things and moreover they are aware of the lack of time on both sides.
The only issue the teachers would like to improve is the attitude of the management of the
schools in order to have more time and freedom to visit the theatres more often. The Drak
theatre and the Klicpera theatre are also aware of their roles, and especially shortcomings,
and they have already planned some changes how to improve the collaboration.
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ATTACHEMENTS

Print screens:

Appendix no. 1 - Klicperovo divadlo.[online]. [cit. 2016-04-20]. Dostupné z:
www.klicperovodivadlo.cz

Appendix no. 2 - Klicperovo divadlo.Nabidka pro $koly / firmy.[online]. [cit. 2016-04-20].
Dostupné z: http://www.klicperovodivadlo.cz/nabidky-pro-skoly-firmy-443/

Appendix no. 3 - Klicperovo divadlo.Novinky.[online]. [cit. 2016-04-20]. Dostupné z:
http://www .klicperovodivadlo.cz/novinky/

Appendix no. 4 - Divadlo DRAK. [online]. [cit. 2016-04-20]. Dostupné z:
http://draktheatre.cz/

Appendix no. 5 - Divadlo DRAK.Labyrint divadla Drak.[online]. [cit. 2016-04-20]. Dostupné
z: http://labyrint.draktheatre.cz/

Interviews:

Questions for the teachers are written in the chapter 1.2.2 Schools research questions.

Interview no. 1

Teacher 1 - Mgr. Dagmar Blehova, Biskupské gymnazium Bohuslava Balbina

-spolupréce s KD od roku 2005

-na za&atku roku vybere program, ktery se libi (vétsinou piedplatné pro SS)

-s pomoci (nap¥. Spole¢nost pratel skoly) se komunikuje s jeho pokladnici - zaplati se
ptedplatné - cca 20 permici (podle finan¢nich moznosti, podle nabidky)

-divadlo samo posila programy

-ucitelka vypisuje, kdy je tieba di permice vyzvednout a student po zhlédnuti permici vrati
-¢as od Casu navic zlevnéné vstupné

-nabidka vyhovuje

Interview no. 2

Teacher 2 - Mgr. Eva Hoskova, Biskupské gymnéazium Bohuslava Balbina

-KD 1x za pololeti (vyssi 1 niz§i gympl)
-n¢kdy Nérodni divadlo

-mimo vyuku 1-2x /rok, zajemci vecer do Prahy
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-potieba obecné pouzitelné - vyuka, kanon, porovnat s né¢im znamym v divadelni tvorbé
-roz§itit obzory humanitniho zékladu (ne vystielky)

-schopnost porovnat s literarni pfedlohou

-naucit se recenzi a objektivité (zadné libilo nelibilo)

-najit smysl, objevovat, hledat poslani

-natéSeni zaci diky oblibenciim z KD

-pied navstévou: predstavit autora, ale netikat pointu hry

-nutnost védét o co jde (nechodit bez védeéni niceho)

-po: podle ro¢niku - divadelni film X ptedloha

-ziskat co nejvétsi prupravu

-recenze se sleduji - rozdil mezi klasickou hodinou a seminafem, sledovani vlastnich a profi
recenzi

-Shakespeare - vidét co nejvic déti kvili maturité

-prekazky: 1x za pololeti X Skolni ptedplatné

-nabidka z pg hlediska: nékdo musi napted a zhodnotit vhodnost podle ro¢niku

-Drak - pomoc s projektovym dnem, besedy, dilny, prohlidky (KD)

-projekt 1x za rok

-spoulpréce - vzdy osoba se vénuje dikladné, propagace, divadlo se doptava na ohlasy
studentli

-nic zasadniho nezlepSovat

-moznost rezervace né¢jakého piedstaveni i mimo program - Skola si fekne datum, a pokud to
je jen trochu mozné, tak divadlo zahraje

-pozvanky na premiéry

-byvali studenti Bigy jako &lenové souborii - Storkovéa apod

-podplrné materialy - info o vS§em, ¢asopis Potlesk

-nevyhoda zapliovani divadla: cizi skola X vlastni studenti (rozdilné chovani)

Interview no. 3

Teacher 3 - Mgr. Ladislav Bohuslav, Gymnézium J.K.Tyla

-sam 3-4x do roka, se skolou max. 2x/rok - ne pro 1 tfidu - 1 ro¢nik jde 1x (administrativni
divody)

-preferovana piedstaveni: klasicka, znami autofi, doplnéni vyuky (ani ne autorské)
-ocekavani: pg- ndvaznost na vyuku (klasické umélecké sméry), osobné: klasika (Kytice,
Onégin X Drabek)
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-motivace: osobni - zajem o Kulturu, pg: vedeni k vychové, ke kultufe (i kino piestava byt
zajimavé vlivem streamovych TV a YouTube - ALE pfili§ samostatny a primitivni vybér)-
vést ke kritickému mysleni, vychova ke kulturnimi smysleni

-pied navstévou: zhlédnuti az po probrani ve Skole (pfipomenuti témat, kontext vzniku,
historicky, kulturni, déjova linie)

-po zhlédnuti: recenze, kritika - na elementarni Grovni

-div.zpravy a recenze se cilen¢ sleduji ve 2.ro¢niku, kdy se rozebira publicisticky styl +
pfedmét literarni teorie - divadelni kritika, spiS nazorné

-seminafe medialni vychova + literarni seminaf - detailngjsi, hlubsi, ¢astéjsi info

-BR/AM - Shakespeare oblibeny i studenty diky modernimu pojeti

-ptekazky: sladéni moznosti Skoly a divadla, dopoledni piedstaveni fajn, ale ne vZdy vhodny
pocet obsaditelnych mist - Skola chce jit s celym ro¢nikem - ale kdo pajde?

+ Skolni rok vazan ptijimackami, maturitami - slozitd organizace - cely rocnik kvili splnéni
SvP

-nabidka z pg pohledu: pro ¢estinaie lepsi nabidka v PCE - vétsi zaméteni na klasiky (KD: 2-
3 hry za sezonu) - dojem cesty masové kultury - ucitele doporucuji individualni navstévu
-CJ Gestinafi - tiidni - jako predplatitelska skupina zvIast - moznost dalsi diskuze v
neformalnim prostiedi

-vybér predstaveni: klasické predstaveni

-zlepSeni: pristup vedeni Skoly (pouze jako roc¢nik) X Cestinafi - moznost pouze se svoji tfidou
-benefity: levné vstupenky, Drak - dilny, Labyrint, schopnost zafidit pfedstaveni pro cely

ro¢nik podle Zadosti ucitele, besedy piimo ve skole

Interview no. 4

Teacher 4 - Mgr. Lucie Skarvadovéa, Gymnézium BoZeny Némcové

-se Skolou s kazdou tfidou alespoii 1x za Skolni rok (x naruseni vyuky)

-sama az 2x do mésice

-typ predstaveni: véci s myslenkou, dobré komedie (ale nepodbizivy humor), lyrické véci
(EvZen Onégin), dramata (Srpen v zemi Indidnil), pesimistické, depresivni, Drabkova
zpracovani historickych her

-studenti: Romeo a Julie - oblibené (i se soudobym piesahem, prestoZe to uz ne uplné
odpovida realitg, ale alespon to vyvold emoce a student si utvaii nazory

-pg hledisko: hodit se do ro¢niku/ latky, ale ne za kazdou cenu, ale idedIn€ propojit s

tématickym planem - pfedstaveni vyvola vic emoci a zazitka
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-studenti jiz dnes pfili§ nereaguji na uryvky, ale lepsi je propojeni teorie s vizualnem - lepsi
zapamatovani, porozuméni

-ptinos i pro ty, kteti do divadla normalné nechodi viibec (- divadelni kultura)

-otevirani obzort, hledani novych smysla, najit za textem néco pro sebe - podnét k zamysleni
do budoucnosti + odpocinek

-vyhoda Klicperéaku - blizkost divakim, domacka atmosféra

x PCE: velky contrast vii¢i KD: majestatny proctor, upjata a konzervativni atmosféra a i
ptedstaveni - hry na jedno brdo, nic nevybocuje z priméru X HK - Drabek a Skutr - velka
rozmanitost

-pg motivace: propojeni s divadlem, jinym prostorem - aby se neprezentoval jen neustale
ucitel - vidi aktualnost témat a moznost propojeni s vyukou - teorie + praxe

-pted navstévou: co, proc, historicky a kulturni context, ale ne ptili§ detailni rozbor - protoze
rozbor poté: diskuze, sepsani recenze, dalsi hodnoceni

-probrat 1x pied vyukou - rozebrani dila, minimalni zazitek

-div.zpravy a recenz: nepravidelné z doslechu, z novin (hlavné KD, eventualné¢ PCE)

-Drak: ne tak Casto, pfili§ se neorientuje, otdzka vybéru

-propojeni déje a divadla - mezipfedméetoveé vztahy (napt. Drak - 24.fijen 1942)

*pozn. toto piedstaveni bylo z repertoaru stazeno

-potlacit vliv pocitaci, televise

-nebere na predstaveni, které jesté nevidé€la - nejdiiv sama zhlédne, poté reflexe pro kterou
tfidu by to bylo vhodné - podle tématického planu

-nedostatek ¢asu v maturitnim ro¢niku

-problematika: neprobrany autor x znamy Shakespeare, Moliere apod

-ptekéazky: naruSeni vyuky ostatnich vyucujicich, nedostatek casu

-ale cenova vyhodnost

-nabidka z pg pohledu vyhovuje - rozmyslet jakou vékovou kategorii (u n€kterych inscenaci
15+) X ZS nizsi roénik - Romeo a Julie - Drabkovo zpracovani - potieba peélivého vybéru ze
strany ZS u¢itelii (doporuéeni zhlédnout hru pfedem sam)

-KD: prohlidka zakulisi, pfedstaveni + beseda (po vyuce i pro zdjemce)

-Drak: minimalni spolupréace

-najit ¢as k organizaci - vyu€ovani X po vyucovani

Interview no. 5

Struktura e-mailu:
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o Zjistuji, jestli se vyucujici anglického jazyka ve svych hodinach n¢jakym
zptisobem vénuji anglofonni literatufe.

o Zda mate cas, vzhledem k u¢ebnimu planu, ktery je nutno splnit, se obecné
vénovat britskym ¢i americkym autortim, napt. uryvkim jejich dél, rozebirani
kulturné-historického kontextu, porovnavani originalu a ¢eského piekladu, ptipadné

pozorovani tehdejsi anglictiny v porovnani s moderni anglic¢tinou.

o Dalsim dotazem je, pokud je planovana navstéva divadelniho piedstaveni
anglofonniho autora, vénujete se danému dilem pied jeho zhlédnutim? Napt. opét
rozbor textu, rozbor dila

o Ptipadné€ nechavate studenty si zahrat ¢ast hry (v originale)?

o Ptipadné vénujete se dilu poté? Porovnani origindlu a divadelniho zpracovani?

Teacher 5 - Mar. Alena Jelinkovd, Biskupské gymnazium Bohuslava Balbina, vyu&ujici

angliCtiny

-pouze ukdzky pres film

-kousek uryvku

-Shakespeare -ukazka - rozdil s modern English + kousek zkusit pielozit a porovnat s
profesionalnim piekladem

-neni ¢as, ani to neni v planech

-obsazeno v CJ v rozborech dél

-cilem AJ je naucit komunikovat

-nastiel postav pred zhlédnutim filmu / divadla

-trochu vic ¢asu v seminafi, ale zase ptes filmy

-maturita : britsti a ameriGti autofi - preéist cokoliv (klidné i v CJ), ale nepovidat o néem, co

necetli

Interview no. 6

Teacher 6 - Mgr. Frantisek Jahnatek, Gymndzium J.K. Tyla, vyudujici anglié¢tiny

1 Pravidelné ptes prazdniny maji studenti za ukol pfecist knizku v originale nebo ve
zjednodusené formég. Ve tiid¢ pak maji prezentaci, ve které maji zodpovédéet nasledujici: What

was the worst situation the main hero got caught in? How does the book connect to the
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author’s life? apod. Nemaji tedy za ukol ptevypravét déj, ale hledat v knizce odpovédi na

konkrétnéjsi véci.

2 Jednou za pololeti mam hodinu v anglickém knihkupectvi, kde vyuZivam materialy a
knizky, které tam jsou k dispozici. Bud’ se jedna o aktivity typu: find a book by the writer
who spent half of his lifetime in Alaska looking for gold but returned with enough thoughts to
become a writer instead. V takovém piipadé vychazim z toho, co se uz dozvédéli v hodinach

ve Skole, nebo aktivity, kde mam jednu vybranou knihu a tu rozebereme.

vvvvv

zda by si tu nebo onu knihu chtéli precist.

4 V neposledni fad€ poustim piti vyuce uryvky filmovych adaptaci a studenti dopliuji

informace do pfipravenych pracovnich listi.

Questions for the theatre representatives are written in the chapter 1.2.1 Theatre research

questions.

Interview no. 7

Jana Sloukova, Klicperovo divadlo

. Moyslite si, jestli je spoluprace mezi divadlem a stFednimi Skolami, nebo
zakladnimi, a nabidka vhodného repertodru dostacujici?
SnaZime se myslet na stfedni 1 zékladni Skoly pfi skladbé naseho repertoaru, ale je to obtizné,
protoze to nemuze byt nase priorita, protoze jsme jediné ¢inoherni divadlo v Kraji, to
znamena, ze ten zabér divaki, ktery musime pokryt je pomérné Sirokej,z toho vyplyva, Ze
mame takovy nepsany pravidlo, Ze jednou za dva roky se snazime uvadét jeden titul pro druhy
stupen zakladnich $kol, coZ jsou ty nejmensi jakoby déti, pro ktery my miZzeme hrat a
v pravidelnejch intervalech, to znamena minimaln¢ jednou za sezénu nasazujeme i tituly pro
stitedoskolaky. A to nema jako Zadny regule, Zadny pravidla, vétSinou to vznika i tak jako
intuitivné, protoze vime, Ze hrani pro stiedni skoly zvySuje Zivotnost inscenaci, udélaj vic

repriz.
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o Zohlednujete pri tvorbé dramaturgického planu potreby strednich skol?

Pripadneé vlastné jakym zpusobem.
J& si myslim, Ze to vychazi v podstaté intuitivng, protoze my i tim sami ziskavame néco pro
nas, protoze kazda inscenace, kdyz se nasazuje, tak ma urcity minimalni pocet repriz, které
jsou garantované tim, Ze se to odehraje pro piedplatitelské skupiny, takovych repriz je tteba
Sestnact, a potom se zivotnost inscenace natahuje bud’ volnou kasou, coz znamena, ze to je
hitovka, o kterou je zdjem i mimo predplatitelské skupiny a nebo tim, Ze to berou ucitelky
jako skolni ptedstaveni od 10 hodin, Ze si to Skoly objednavaji, Ze to miizeme nabizet, a
samoziejmé Ze 1 pro mé je jako pfijemné vici praci, kterou mame za sebou na té inscenaci a
vuéi herciim, ktefi v ni hraji, aby se ta zivotnost co nejvice prodluzovala, takZze pokud tieba
s reziséry domlouvame titul, tak se obCas jako snazim i nabizet véci, o kterych vim, Ze by
mohly brat skoly, praveé proto, aby se to potom hralo déle a dtlezita véc je i ta, ze moji osobni
jako inklinaci divadelni vlastné smétuju k tomu, Ze mé nejvic bavi originalni (pferuseni
rozhovoru telefonatem)...inklinuju k tomu originadlnimu zpracovani klasiky, protoze to je pro
m¢ divadelni vyzva jako pro dramaturga, ktera me zajima a i pii tvorbé samotné inscenace a
nasStésti spousta reziséra to ptijima jako stejnou vyzvu, takze i kdyz to nevychazi z néjakyho
piimyho zaméru, ze chceme co nejvic stiedoskolskych titull, tak to vlastné k tomu spéje,
protoZe praveé ty nejslavngjsi véci z klasicke literatury jsou t€mito vyzvami.

. A berete v potaz vyucovaci osnovy stiednich skol?
Spis vychazim ze zkuSenosti, co si pamatuju sama, coz teda uz par let je, ale myslim, Ze to se
jako nijak zadsadn¢ nemeni, to co ziejme nebo podle my tivahy patii do povinné skolni Cetby,
ale neni to tak, ze bych konzultovala pfimo jako s néjakymi pedagozkami.

. Jakym zpiisobem vybirate tituly pro stredni Skoly?
SnaZime se vytipovat véci, které jsou v téch u€ebnich osnovach nebo jak si to teda ja
predstavuju, piikladem EvZen Onégin v letosni sezon€ nebo Kytice. Pak samoziejmé jsou hry,
u kterych je to tak na vazkach, naptiklad si pamatuju nasazeni Lermontovovy Maskarady, coz
samoziejmé se da pouzit jako ptiklad romantického dramatu, ale je mi jasny, Ze na téch
stiednich Skolach se k Lermontovovi podrobnéji asi nedostanou, si myslim, Ze ho spi$ tak
jako zminuji, ten d¢j ale neni tak znamy, ale i tak ndm to vyslo a vlastné Skoly na to chodily.

o A jakym zpusobem divadla spolupraci se strednimi skolami?
Nabizime jim ptedplatitelskou skupinu, naSe kolegyné z obchodniho odd¢leni pfimo 1
nabizeji konkrétni tituly, které pravé mame vytipované, n€kdy se to d¢je i naopak, Ze zase

jsme oslovovani Skolami. Kolikrat berou Skoly i véci, které primarné nebyly nasazeny
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s myslenkou, Ze by se o to mohly zajimat, napfiklad n¢které inscenace Davida Drabka a jeho
puvodni hry, taky hrajeme od 10 dopoledne, i kdyz tieba by clovek fekl, ze to jako neni zadna
klasika zatim a takovymi bonusy, ktery chysta naSe obchodni odd¢lenti, tieba i ve spolupraci
se mnou, tak jsou rizné prohlidky zakulisi, ob¢as i debaty s né¢jakymi vykonnymi umélci,
s herci, se mnou jako s dramaturgem, s rezisérem.

o Jaka je z Vaseho pohledu navstévnost divadel strednych Skol?
J& si myslim, Ze je velmi dobra. Nékolikrat do tydne hrajeme dopoledne, pokud se dobie
pamatuju minimalné jednou tydné a to pfijeti je uzasny. Myslim si, Ze, coz mi potvrzuje
vétSina tfeba hostujicich rezisérd, ktefi u nas délaji v Hradci, ze tady jsou velmi vzdélani
jako hrliza herct, Ze by se tam bavily déti nebo mladi lidé a vyruSovali né¢jak béhem
predstaveni, nevnimali to, naopak to publikum je velmi soustiedéné, nevim, jestli to je dilo
téch pedagogu, ktefi je dokazi jako spravné navest k divadelnimu vnimani a nebo jestli to je
skute¢né tim, Ze mame kvalitni véci, které dokdZou zaujmout, ale ty dopoledni predstaveni
jsou velmi dobre.

. Jaky marketing pouzivaji divadla k osloveni strednich skol? Nebo teda

konkrétné Klicperovo divadio.
Ja si myslim, ze to je diky tomu, Ze Hradec neni tak velkej, nebo ta hradecka oblast, protoze
k nam se i sjizdi vlastné svozy, tak si myslim, Ze to je hodné na tom osobnim kontaktu. To asi
vam taky fekne spiS to obchodni odd¢leni, jak to piesné déla;.

. A jakym zpiisobem prezentujete program a novinky divadla?
V letosnim roce doslo k velky proméné v Klicperove divadle od letosni sezony, protoze
k nam ptibyl novy pracovnik do propagace, ktery se nasté€sti mnohem vic zamétfuje na mladsi
publikum. To znamena, ze dosavadni systém, ktery byl zastaraly a v podstaté stal na
korespondenci papirové, na nékterych e-mailovych korespondencich a starych webovych
strankach se rozsitil jednak novym webem, jednak otevienymi kanaly na Facebooku, na
Twitteru, na Instagramu a i proménou naseho ¢asopisu divadelniho, ktery diiv mél formu jako
papirovou, byt’ teda to bylo elektronicky, ale my jsme letos zménili format do podoby video-
rozhovort, coZ je taky mnohem piijemné;jsi pro mladsi publikum a v§emi tady t€mito jako
novej$imi kanaly prosté na Youtubku a tak dale doSlo k nariistu pravé zdjmu ze strany
stiednich Skol, ze strany vysokoskolaki, kdy se to jako otevira takhle vic.

o Uzpiisobujete cenu vstupenek strednim Skolam?

To si myslim, Ze urcité, ale to vam taky bohuzel budou muset fict kolegyné.
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o Dobre, dobre, v pohode. A jakym zpiisobem vybirate tituly, tedka uz k tem

britskym a americkym autoriim. Jestli se treba inspirujete zahranicnimi divadly?
Celkove ten vybér titull je jedna takova velka jako alchymie, kdy se musi skloubit strasné
moc vlivii najednou. Takze ja ptimo v Klicperové divadle téch 6 let co tu jsem, co tu délam,
tak pracuju tak, ze jako prvni vytipuju reziséry, které oslovim do sezdny a teprve s nimi,
s jednotlivym kazdym vlastné¢ domlouvame titul. Snazim se hodn¢ akceptovat to, k ¢emu
inklinuje dany rezisér a samoziejmé, Ze mu jako i podsouvam svoje zajmy a ted’ka se mize
prosté dit sto zptisobtl. Jedna z variant je, ze mam chut’ ptimo najit titul pro urcitou herecku,
herce u nas, protoze téch kvalitnich je tady dost. Nebo ptijde se zajimavym titulem rezisér, Ze
ma Vv sobé téma, knizku, ktera uz ho dlouhou dobu néjakym zptisobem vzrusuje, ktera ho
prosté bavi, kterou by chtél zdivadelnit. Nebo ja zjistim, ze je ted’ka nova izasna hra, ktera by
stala za to mit premiéru v Klicperové divadle. Velkym hlediskem je divackost toho titulu,
protoze v sez6né, kdy mate nasadit osm véci, nebo sedm, to se 1i8i rok od roku, tak
samoziejme nemiiZzete...musite néjak jako vybalancovat miru komercnosti téch véci. To
znamena, ze je dobré tam dat jeden nebo dva projekty, ktery nejsou tak jako na prvni dobrou
divacky vstticné, coz miize byt tfeba pozvanim reziséra, ktery déla artoveéjsi véci, ktery prosté
vic Sifruje tu divadelni zpravu a tomu se tieba mize dat n¢jakej zname;j titul a on s tim vlastné
néco udela, zajimavé a umélecke dilo. Nebo se nasadi titul, ktery neni tak divacky vstticny,
coz v dnes$ni znamena, ze to neni komedie, protoze divaci prece jenom ¢im dal vic prosté,
jestli to souvisi s téma hrizama, co se déjou venku, tak se jim moc nechce chodit na velky
dramata, ale zase ja povazuju za svoji povinnost jako uméleckou, velky kvalitni dramata
uvadét. Piikladem mize byt tfeba nadherna Cesta dlouhym dnem do noci, to jsme zrovna v ty
americky dramatice, coz je prosté drasava silna véc. Ta ndvstévnost byla nastésti vlastné
relativné dobrd a na to, Ze to je tézkej kus, ale pak se tomu vzdycky musi v ty sezoné vyvazit
né&jakou komedii, takze ja spi$ jako uvadim v ramci zanru, v ramci ptistupu a az potom z toho
krystalizuje tfeba britska dramatika, americkd dramatika, ale neni to jako primarné&, Ze bych si
fekla, Ze uvedeme letos dvé britsky hry, to pak tak tfeba vyjde, ale neni to jako primarni.

o A myslite si, Ze budto pedagogové nebo studenti preferuji spis cesky nebo

zahranicni autory?
No, studenti a pedagogové hlavné nejvic preferuji to, co odpovida tém jejich uéebnim
osnovam, takze samoziejmé co se tieba tyka americky dramatiky, tak klasickd americka
dramatika existuje az podle mé, dejme tomu, Williams, O’Neil a tyhlecty véci, ktery se mozna
zas az tak na téch stfednich Skolach neuci, pak je tady britskd dramatika, coz uz je troSku néco
jinyho, tipu Shakespeare a tak dale, a pak je tady ¢eska dramatika, ktera z ty klasiky
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nejklasictejsi tam toho taky tolik neni, ale my mame zajimavej ukaz tady, coz je na§ umélecky
$éf David Drabek, ktery vlastné skvélym zptisobem jako transformuje klasickou dramatiku do
soucCasny podoby autorsky a tam zrovna tfeba u Williama Shakespeara to vychazi uzasné¢,
protoze ucitelé na to radi berou zaky jako na klasiku, pak teda samoziejmé vidi, Ze to je
predélany, ale Ze néjak jako ta klasickéa zakladni linka ztistala vétSinou a divaci to berou tplné
totalnim zptisobem, milujou to, i pravé takhle zaci jsou nadSeny, stojej, tleskaj na konci, takze
to vychazi aplné idealné.

. To jsem se prave chtéla zeptat, jak s témi zpracovanimi Davida Drabka reaguji

viastné pedagogové?
Jo to funguje a vlastné se nikdy nestalo, z ohlast tfeba co mame, ze nam i napisSou e-maily,
ucitelky, tak se nikdy nestalo, Ze by jako byly nastvany, ze néktery véci jsou tam jako
dramaturgicky jinak, ze tfeba v Romeovi a Julii tam je vlastné ptfedélana..jo n€kolik linek, Ze
Jo, to je jasny... (rozhovor pferuSen vstoupenim jiné€ osoby)...Takze ten David Drabek
funguje opravdu skvéle a reakce mladejch lidi v publiku béhem piedstaveni jsou uzasny.

. (Nasleduje uvedeni britskych a americkych her uvadenych za poslednich par

letv KD.)
Takze v letosni sezoné, kdyz to vezmu, jsme tady méli Absolventa, coz je vlastn¢ podle
romanu. Neni to teda ptvodni hra, ale je to z tydlencty jazykovy oblasti. Adaptace romanu,
adaptace filmu, takze to tou Amerikou jako velmi, velmi zavani. Velice uspésny, zvIast
vzhledem k tomu filmovymu povédomi. Jinak letos nic z americky, ani z britsky dramatiky
neni. OvSem na piisti sezonu to uz ted’ka mizu prozradit, prvni dva tituly pfisti sezény budou
velice americké. To bude takova vykladni americka skiin, protoze budeme délat Srpen v zemi
Indiand, coz je jedna z nejlepsich her posledni doby viibec, tim jak je napsand, od Tracyho
Lettse a je to o Americe, americky rodin€, americkym venkovu, a proti tomu budeme zkousSet
Ptelet nad kukac¢im hnizdem, coZ je taky jako klasika velmi americka podle romanu Kena
Keseyho. V sezoné predtim, sezona 2013/2014, tak tam jsme méli pomérné britskou a
americkou jako podstatnou ¢ast. Dé€lali jsme Sestup Orfeiiv, coZ je od Tennesseho Williamse,
tam trosku jsme vahali s tim pfijetim stfedoskolaki, naStésti na to teda chodili a byli
spokojeny, protoze Tennesse Williams se ziejmé uci spi§ okrajové v ramci dramatu, ale jsou
zndméjsi jeho véci, napiiklad Kocka na rozpalené stfeSe, Tramvaj do stanice touha a
tohlencto, ale my jsme nasadili Sestup, protoZe reZisér Martin Glaser o n¢j hodné stal, takze
jsme se na tom tak néjak domluvili, to se pro skolaky, sttedoskoldky hodné hrélo taky.
Zkousel se zarovei v té dobé i britskd komedie staré¢ho typu, Soudce v nesnézich, takze to

bylo takovy ve stylu situa¢nich komedii 19. stoleti. Byla to ¢eska premiéra, my jsme to uvedli
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proto, Ze se to v ty dobé hralo v Britskym ndrodnim divadle v Londyn¢ a byly i ptenosy do
kin z tyhlencty inscenace. A to taky $koly vlastné velmi braly na ty dopoledni pfedstaveni,
ackoliv to jako rozhodné neni v osnovach, tenhlencten autor Wing Pinero a ani tahle hra
Soudce Vv nesnazich. A tietim titulem v této sezoné bylo pravé Cesta dlouhym dnem do noci,
kvtili tomu jako naro¢nosti toho titulu, ale u dospélejch divaki to mélo velkej spéch.
Bohuzel jsme to pak museli stahnout, protoze jsme v ty dob¢, kdyz se to nasazovalo, se fesilo
dédicky tizeni u néjakyho drzitele tehdejsiho prav ke hie, pravnuka O’Neila a on to pak
Romea a Julii, coz je ten piipad, kdy David Drabek teda si to transformoval jako po svym a
vznikla z toho takova East Side Story. Je to skute¢né velice popularni a jako myslim si, ze i
pomérné didakticky ve sméru toho tématu Rom a rasismu a tak dale. A jeSté k tomu se vaze
vée, ze Klicperovo divadlo zavedlo uz kdysi za Vladimira Moravka cyklus, kterej se jmenoval
»(Garseille de William Shakespeare* a bylo to vlastné, Ze se kazdy dva roky uvadéla jedna veéc
od Shakespeara a my v tom svym zptisobem, jak jsem zjistila, vlastné pokracujeme, Ze se to
tady taky objevovalo. Tak sezéna 12/13 tam byl taky Shakespeare- Richard II1. Opét ten
samej ptipad vynikajici... (rozhovor pierusen telefonatem). Takze Richard III - Skoly
nadseny, Gzasny dopisy od ucitelek, prosté perfektni. Jinak jsme tady nic britskyho, ani
americkyho neméli. V sezoné 11/12 jsme tady méli Tulaka po hvézdach ve Studiu Beseda.
To si Skoly braly, bylo to pékné ptijaty u dospélyho publika, byla to vlastné dramatizace
romanu a to je vSechno. A v roce 2010/11 tady byl Shakespeare- Marna lasky snaha. To teda
nedélal David Drabek, to délal Brano Mazich a bylo to taky velice popularni pfedstaveni u
Skol. Tam ten Shakespeare evidentn¢ funguje jako nejlip. Pak jsme tady méli Martina
McDonagha, coZ je irskej dramatik, Mrzak inishmansky. Obrovsky, Gispé$ny predstaveni. To
si vlastné taky obcas braly skoly, ale ackoliv se McDonagh jako neuc¢i nebo nevim, jestli
dochazej ucitelky k sou¢asnymu dramatu svétovymu, asi ne. Ale chodily na to, tak zfejmée

mély prosté pekny reference od n€koho jinyho.

Interview no. 8

Mar. Anna Hrne¢kové,Divadlo Drak

zékladni $koly jsou UpIn€ nase zakladni orientace divacka, takze to hlidame, abysme

-----

skupinu
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Krom toho hrajeme pro $kolky. Pro ty mame tak jako 1-2 inscenace. Jsme si vlastné hodné
vé€domi toho, ze nam ty stfedni Skoly...ze se jim zatim trosku vyhybame.

Mame jedno predstaveni, ktery ted’ praveé ja nevim, jestli jsme ho uz stahli, protoze nam
odesel Dusan Hiebicek a to je 24.Fijen, se to jmenuje, a to byla teda krasna inscenace, nebo
spis scénicky cteni, . To myslelo na stfedni skoly a byl to takovej komorni tvar a hodné
komunikoval tak na ptimo, a evidentné to fungovalo a Skoly o to mély velkej zajem, takze my
jsme si védomy toho, ze ndm tadyto predstaveni ted’ chybi, nebo takova inscenace, a zrovna
véera jsme méli schlizi a na ptisti rok je planovany predstaveni pro druhej stupen a stfedni
Skoly, protoze si pravé uvédomujeme, Ze s nima komunikujeme malo. A my ted’ mame novy
umélecky védeni druhej rok, Kuba Vasicek a Tomas Jarkovsky, jsou tady jakoby jako
uméleckej $éf a Tomas je dramaturg a oni pravé s touhle teenagerovskou a adolescentni
skupinou hrozné radi a dobte pracujou. Maji strasné slavny ptedstaveni v Plzni ,Hamletin‘ a
oni se na to hrozné t&si a myslim si, Ze se to ted’ bude pravé hodné€ zuzovat timhle smérem, Ze
naopak maji takovej problém, ze kdyZ délaji néco pro prvni stupen, tak pak z toho je néco
jako pro teenagery nakonec, takze no to jsou spis takovy vyhlidky. Jinak tieba ted’ v tuhle
chvili by na repertoaru stiedni Skoly nenasly nic co by je vlastn€ jako mohlo zaujmout. Je
pravda, Ze loni jsme méli ,Labyrint svéta a raj srdce‘ a to byl projekt prosté pro déti od 11 do
sta a to bylo takovy, ze to komunikovalo hodn¢ se skupinama a je pravda, Ze mame
predstaveni,ktery jsou cileny upln¢ takhle na cely spektrum divéakd, a to je tieba ten Posledni
trik George Meliese, kterej se ukazuje, Ze na n¢j chod¢j pétilety déti, chodéj na néj dospély a
chod¢j na n¢;j sttedoskolaci a vSichni jsou okouzleni, takze tak. Takze ne, ze bysme cilili
piimo, ale spis Siroce, ale je pravda, ze jsme malo nakontaktovany na stiedni skoly, ze malo

jsme s nima zatim vstoupili ve spolupraci.

No prave, jestli zohlediiujeme jejich potieby, tak to moc nezohlediiujeme, protoze prave i
kdyz ptijdou, tak vétSinou na néco, co neni pfimo uréeny pro n¢, kromé toho...Jako co se tyce
Skol, tak jsme zatim mnohem vic orientovany na ty zékladni Skoly. Ono to je taky tim, Ze ty
zakladni Skoly maji mnohem vétsi zajem o to, neZ ty sttedni Skoly. Tém uZ se to min vejde do

toho...prosté toho maj hrozné moc.
No, zatim viibec (*potieby SS). Nebo ja ve workshopech, ale v tom predstaveni ne a ted si

marn¢ zkousim marné vzpomenout....ale ne, jesté se to nefeklo, Ze ten plan neni jasnej , cemu

se bude vénovat ta inscenace, ktera je vénovana sttednim skolam. To zatim se neodtajnilo.
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No, takZe my s nima spolupracujeme...Se zédkladkama uz to je propojeny na riznejch
vrstvach, my jim samoziejmé pravidelné posilame programy, oni pravidelné volaji a
objednévaji si riizny piedstaveni, to zatim velmi hezky funguje, nékdy se stane, Ze si
neobjednaji vSechny piedstaveni, tak potom se tam chodi a komunikuje osobné¢. Ten Drak ma
velkou tradici a ma velkou vyhodu v tom, ze kdyz se fekne divadlo Drak, tak vSichni jsou
doma, neboji se, védi, ze to je znacka, kdyz si ji objednaji, nemizou se splést. A to je velka
vyhoda. J4 mam tfeba zkusenost v Praze, kde jsem nabizela predstaveni pro skoly a to byl
velkej problém donutit ty ucitelky jen aby mé poslouchaly, aby si poslechly, co ja jim vlastné
chci fict, protoze jsou zahlceny, téch divadel je hrozné moc, jsou to rizny soubory, soukromy
divadla, maly divadla, jeden ¢lovek, kterje hraje divadlo v télocvi¢éné, az po velky divadlo
Minor, takze tam je mnohem téz$i se domluvit, tady je ten Drak velmi velmi velka vyhoda. A
jinak oni jsou zvykly k nam chodit na ty workshopy, coz je teda dobra...coz se ukazalo jako
velmi dobra cesta, jak je zkamaradit s divadlem, protoZe pro malo déti to je velmi soobni, ty
déti si se mnou mizou povidat, pani ucitelky si se mnou mizou povidat, takze ono to je tak
jako..ono je to ptiblizuje k tomu divadlu. No a potom ja se snazim d¢lat, to je takova novinka,
ze budeme vybirat divackou radu na festival, Ze mé tak jako zajimaji ty reakce déti, tak
doufam, Ze vybereme tieba 10 déti z riznych $kol, ktery se tady se mnou tieba 4x za rok
sejdou a zreflektujou mi, co se jim libi na Draku a na téch konkrétnich inscenacich, na ktery
doufam ptijdou, takZe dneska to budu néjak vymyslet konkrétni pravidla ty rady. Jesté
piremyslim co se Skolama...No pak tfeba v ramci toho Labyrintu, ja jsem se snazila a vzdycky
jsem dole ¢ekala na pani ucitelky a prosila jsem je o to, aby nam posilaly reflexe na to
piredstaveni a opravdu néktery skoly to udélaly a bylo to tplné skvély, mame nadherny od
nich materidly, krasny postiehy a je strasné videt, jak je ktera tiida vedena, ze to je prosté
vidét prace pani ucitelky, ne ze by jim nadiktovala, co maji délat, ale v tom jak pfemejslej o
vécech, razné vytvarny dila k tomu Komenskymu ze vSech stran nahlizejici, z toho jsem teda
méla velkou radost a bylo vidét, Ze to dilo, a 1 byly kriticky déti, ale Ze d¢laly i analyzu, ze to
nebylo ,bylo to blby a uz nikdy nepfijdu‘, ale snazily se i vysvétlovat pro¢ a méla jsem z toho
radost. Vlastné jsem necekala, Ze by déti v 10ti, 11ti letech byly takhle daleko. No a potom ja
jsem jesté udélala takovou véc, Ze jsem si jako z hradeckejch §kol vybrala 10 déti, kdyZ jsme
tady dé¢lali inscenaci ,Labyrint svéta a raj srdce, tak ja jsem s nima soucasné ten Labyrint
inscenovala jako s détskejma hercema, coz bylo super, protoze na to potom se ukazalo, jak
jsou z téch riznejch hradeckejch skol, tak na n€ ptisli ty jejich spoluzaci, takze my jsme mohli
se s téma spoluzdkama bavit a pak ja jsem udélala takovou dilnu, takZe jsme mohli bavit 0

tom dile takhle jako intimné, v ty maly skuping, do toho samoziejmé téch 10 déti proniklo
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jako velmi hluboko, tak jako intelektudlné pak rozpravéli o Komenském, to bylo legra¢ni, no
ale zaroveil mohly potom ty moje déti i ty jejich spoluzaci jit na tu inscenaci, ktera se
odehravala v celym divadle, a mohli zase to téma studovat z jiny strany a mit zase ten zaZzitek
prosté velkej, nechat se tim jako pohltit a to bylo teda hrany dospélejma hercema, takze se
snazime i o takovyhle kombinace. A jsou tam klicovy ty pani ucitelky, a co ja vlastné jesté
jsem tady délala loni, coz asi souvisi s tim, Ze jsme délali workshop pro ucitele. Jsme se
snazili u¢itelim, poradit né¢jaky metody, jak kdyz jdou s détma na to predstaveni, jak je
ptipravit a jakym zptisobem to mizou s hima reflektovat, ne jenom se jich zeptat libilo se ti to
nelibilo, ale rizny prosté...vytvarny aktivity, rizny druhy diskuzi vedenych atd, rizny druhy
dotazniku, ale tfeba i dramatickych her. Takze to byl teda dvoudenni workshop a to se teda
hrozné povedlo, tak to jsem méla velkou radost, takZe i to je vlastné néjaké forma spoluprace,
o kterou se snazime. No a potom jsou teda generalky pro pani ucitelky, jestli nekecam, tak
jsou zadarmo a jsou vzdycky neZ je premiéra, tak je generalka, kde nas i zajimd, a hrozné¢ mi
ted’ utekly dvé generalky, na ktery jsem se chtéla soustiedit, ale prosté jsem nemohla bejt
tady, ale doufam, Ze to bude i1 takova dobra ptilezitost o tom, co si myslej, Ze bude fungovat,
co si myslej, ze nebude fungovat, maji tu praxi s t¢éma détma a zaroven jim jako nabidnout
vzdycky néjakej material konkrétné na tohle piedstaveni se miizou piipravit na to piedstaveni,
tfeba takhle. Tak to uvidime, jak to bude fungovat, protoZe tohle se jesté nerealizovalo.

Pravé na to spousta divadel jeSté neptistoupila, ale ja se docela hluboce zanbejvam tou
piedstaveni obhdji samo sebe, na to nepotiebujete nikoho pfipravovat a ja porad se snazim
vysvétlit, ze pfedstaveni obhaji samo sebe, ale jsou divaci, ktefi j$té nemaji dostatecnou
zkusenost, a ze si myslim, Zze Romeo a Julie, nebo ted’ jsem tam vid¢la strasné krasny ta Péna
dni, to jsou véci strasné silny, ale fungujou jenom pro lidi, ktery jsou aspon zdkladné
pouceny. Ze védi, ze Romeo a Julie je o tomhle, a Ze kdyZ se to takhle pievrati, tak to néco
fika. UZ jenom to ptfevraceni, nebo uz jenom to, Ze to hraje Cikan, nebo Ze to se hraje

Vv takovymhle prostoru ta Péna dni, Ze je koberec na zdi, tak to staci je jenom tak nasmérovat,
jim podat né¢jaky zakladni informace a oni pak mizou mit divackej zazitek, Ze to neni nic, ¢im
bysme $§li proti divadlu, ale ...A to si myslim, Ze je dileZity a je pravda, Ze ja tady v tom
détskym divadle to tolik délat nemusim, protoze to détsky predstaveni je opravdu cileny na
né&jakou vékovou skupinu, takze ja spi§ co délam je, ze se snazim tém détem se s nima o tom
potom bavit, o tom obecné co to je divadlo, co z toho mohli ¢ist, je u¢im divadlo vnimat, ze
nepotiebuju pripravovat na tu konkrétni inscenaci tolik, ale v tom Klicperéku by jim to

straSn¢ pomohlo, kdyby to méli.
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Ale oni hlavné ty stiedoskolaci, to je takova ohrozena skupina, Ze oni uz nejsou maly, ale
jesté nejsou dospély, takze oni vlastn€ se daji vodit na tadyty Romey a Julie, ale ne vzdycky
maji kli¢ na to, jak to ¢ist, a tady ty moderni, a ja u¢im na stfedni Skole v Praze na
konzervatofi a oni jsou ty studenti strasn¢ konzervativni, piekvapiveé. Vlasté kdyz je vam 15,
tak me to uplné€ fascinuje vlastné co se divadelniho pfistupu tyce, tak prosté chtéj, aby Julie
byla v renesan¢nich Satech. A maj pocit, Ze takhle to je spravné a maj pocit, Ze kdyz to nékdo
udéla v saku, tak jsou trosku urazeny, ze takhle se Shakespeare délat nema, ale ja se tomu
posmivam a zarovein jsem pochopila, Ze to neni o tom, Ze by mi to fikalo n¢jaky blby dit¢, ale
prosté mi piijde, Ze jsou obecné néjak konzervativni, aby ten svét mél néjakej fad, to oni jeste
pottebujou, tak si ho délaj takovou zvlastni....tak zvlastné si ho jako zjednodusujou, i to
divadlo. Takze jsem pochopila... a to jsou prosté lidi, ktery studujou divadlo, ktery chodili na
dramat’aky a studujou to, tak otvirat jim to, Ze prosté musej bejt oteviené;si, kdyz jdou do
toho divadla, aby si to mohli uzit. No, takZe nejenom u béznejch lidi, ktery nevim, studujou
ucnak,nebo délaj matematiku proste.

Jo, to uz jsme si fekli ptiklady spoluprace mezi divadlama a Skolama. Jo jesté jsem tady méla,
ze m¢ pozadali...eee..to bylo biskupsky gymnazium, doufam, ze nekecam..ze mé pozadali, ze
maji jako projektovej den a Ze nevédi, co s tim a néjak jim vybouchl Klicperak praveé a ze
m¢éli jit do divadls, tak jsem fekla tak jo, néco s tim udélame a cely dopoledne jsme stravili, uz
dvakrat za sebou, protoZe se jim to libilo, tak piisli za rok znovu, ze jsme vyrabéli divadelni
predstaveni, ze jsem jim pustila hudbu a oni méli n€jakej pocit z toho, vymysleli néjaky
postavy, ptibéh, a pak vlastn¢ ve skupinach po ¢tyfech skupinach délali takovy kratky tvary

s hudbou se svétlem, to vSechno se da vyuzit, Ze jsem K tomu méla technika a tak a bylo to
prosté krasny a myslim, ze toho o divadla pochopili hodné¢, no takze to jsou pfesné véci...a
bylo na nich vidét, Ze jsou hrozné ochotny, hravy, Gplné stejn¢ jako déti na ty zékladce a ze
jsou piipraveny tvofit. To mi ptijde, ze se takhle ma spolupracovat se stfednima Skolama.
Néavstévnost - no ono se to blbé urcuje, protoze my kdyz uz néjakou akci mame, tak ji
vétSinou proddme, je to velmi vyjimecny, abychom...to je ten fakt, Ze my nemusime bojovat
o ty divaky a vlastné kdyz hrajeme pro stfedni Skoly, tak ptijdou stfedni Skoly, Ze my
nemame, Ze bysme hrali né¢jak moc vecer a je fakt, Ze si neuvédomuju, a myslim si, Ze to
zatim ani nefunguje...to jste mé dala takovej napad, Ze hrajeme..Ze mame nékdy ctvrtecni
predstaveni vecerni, takZe to mi doslo, Ze to jsou pfedstaveni, na ktery by mohly chodit
stiedni Skoly a vlastné nechod¢j. To musim probrat s PR oddélenim. ..

Marketing - No tak zatim to je tak, Ze pravé u téch stfednich skol je to ...je to na osobnich

vazbach. I to, Ze tady byl workshop pro Biskupsky gymnéazium spocivalo v tom, Ze pani
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Langerova se zné s pani feditelkou a prosté ji napsala: EliSko, nemuze$ mé zachranit? a
Eliska to potom pfeposlala mng, takze to je hodné na...eee..na tom jak se kdo s nama zna, ale
jinak my tady opravdu zatim na rozdil od toho co jsem byla zvykla v Praze, nebo ten PR,
funguje vlastné velmi prosté a velmi nevylézavé a zatim to staci, takze chapu, ze s tim neni
potifeba nic moc délat, protoze prosté se poslou maily, uz na zaklad¢ téch mailii se potom
ucitelim néco objedna a potom se domlouvaji navstévy. A je pravda, ze se v téch stfednich
$kolach délaj mnohem mif, neZ na gymnaziich, ale zase kdyz bylo potieba prodat ten Rijen,
tak Petra Kopecka, ktera se o tohle stard , tak vlastné §la na stfedni Skoly a dohodla se se
sttednima Skolama a oni ptisly. A ono to uz bylo tak, a pak samoziejme ty skoly si to
ptedavaly, Zejo Ze to vidi pani ucitelka a Ze to vidi 70 lidi, to neni moc, a vidi to jedna druha
tfeti a predaj si to mezi sebou, takze velmi Casto ity Skoly volaji samy. A to je prosté fakt
Drak, to moc neni béZny, jako tohle v Praze viibec nejde. A jako Minor to ma v Praze
evidentné tohle, ale jinak ty Skoly..divadla straSné¢ bojujou.

Novinka - no, zase upln¢ klasicky cesty - web, Facebook....Facebook jsme ted’ hodné rozjeli.
Vlastné my mame az rok ted’ teprve novou PRistku, my jsme neméli viibec nikoho na PR, Ze
to tak jelo tak spontanné, takze ted’ mame holku na PR, kterd je velmi pecliva, takze mame ty
webovy stranky, kde jsou furt ty aktuality a vlastné ty véci, ktery jsou samoziejmy, tak my
jsme St’astny tady, ze je teda kone¢n¢ mame, a no...a..ale jinak opravdu je furt, ze jsou
nejlepsi ty osobni...prosté mame e-maily na konkrétni ucitele, ktery se té€Sej na novej
program, dostanou ho, prohlidnou si ho, feknou jojo ptijdeme na tohle, na tohle, na tohle..

Je to fakt velmi Casto zab¢hnuty.

Speciélni aktivity pro SS - No kromé toho workshopu a toho Labyrintu, vlastng asi ne.

*pro ZS to co je vypsané na strankach

J4 mam jednu takovou aktivitu pro stfedni Skoly, jako stélou, ale na tom se velmi dobie
ukazuje, jak na tom...jak nemame automaticky ty stfedni Skoly zahdckovany, takzvané,
protoze kdyz vypiSeme....protoZze mame celou nabidku workshopt, ta je na internetu, a posila
je Petra pravé vzdycky mailem, a ty workshopy pro ty zdkladni Skoly a matetsky Skolky jsou
tak plynule celoro¢né naplilovany, kdy se z toho miiZzu Gplné zblaznit koho toho je, nékdy je
tieba jeden dva tejdne, ale zas jako nepotiebuje to bejt piehlceny, ale furt to funguje moc
hezky, ale ty stfedni Skoly, a to je ten workshop v nabidce rok a piil si nikdy nikdo ten
workshop neobjednal, protoze si pravé myslim, ze ty lidi nevédéj co to je, a ze kdyZ si to
jenom tak posle, tak to vlastné viibec nikomu nic netekne, a ja to vim, jenom mam ted’
samoziejme jiny veci na starosti, ale jsem si védoma toho, Ze se musi délat propagace tohohle

jedinyho workshopu, spojit to tieba i s tim, ze budeme mit ¢as ptipravovat tu inscenaci a

75



vlastné zahajit komunikaci se sttednima Skolama. Normalné jim dat jako najevo, ze ten Drak
je i pro n¢ a naprosto to chapu, ze to nebyl a Ze to tak nevnimaj. Myslim, Ze na tom
workshopu se to moc hezky ukazuje, tydle automaticky cesty, oni se vlastné vitbec nechytaj a
je potieba pro to néco udélat.

A ja si myslim, Ze tam i ty stfedoskolsky ucitelé vlastné¢ automaticky koukaj na program a
sledujou co bude a chodégj tam. Takze si myslim, Ze to je pfesné jenom o tom, o ty zvyklosti,
kterou my mame ted’ za tkolem. A jesté mam ted novou kolegyni, takze si i rozdélujeme
praci a uz jsme se i dohodly, co vSechno nés ¢eka, véetné ty détsky rady, takze pravé musime
udé¢lat takovej balicek pro stfedni Skoly a zacit jim davat najevo, ze jsme tady no.

Ceny vstupenek - My mame podle mé studentsky slevy, ale viibec nevim, jak to je...to je
podle mé& na webu urcité. Ja vim, Ze my mame spi$ jako hromadny vstupenky, zZe to je tak,
kdyz ptijde prosté cela tiida, tak plati prosté néco jinyho, nez kdyz ptijdou tieba rodice

S dvéma détma, Ze tam je spiS ten rozdil,no co ja vim.

BritSti a americti autofi - Viibec si neuvédomuju, Ze bysme tady né¢jaky takovyhle tituly méli.
Tak to my podle mé¢...protoze, my jsme to détsky divadlo ....my jsme prosté hrozné autorsky,
nebo prosté jsme autorsky divadlo vlastng. Ze vétsina téch véci, co tady ted’ jsou, tak si psali
ty lidi, co to fezirovali, tak si je psali sami. A je to dokonce i tak, ze tfeba ten Labyrint svéta
byl tpln¢ autorska véc, ze i ty herci jednotlivy si ty stanovisté ...ty stavy toho Komenskyho

Vv tom Labyrintu si vytvareli 1 sami ty herci a ten dramaturg to jen zapisoval a daval to do
né¢jakyho tvaru, ale vznikalo to GipIn¢ béhm toho zkousSeni, a kdyz si tak vezmu,co tady ted’
mame, tak Amundsen to je Kuba Vasi¢ek s Tomasem Jarkovskym, Turandot je Kuba Vasicek
s Tomasem, do tietice je Kuba s TomaSem Jarkovskym, no vlastn¢ vSechno...ta lan, ted’
mame O bilé lani, posledni premiéru upln¢ stejna situace. Ono to za prvy vychazi z toho, jak
ty kluci pracujou, a za druhy se to fidk od toho détskyho divadla az trosku ceka....Ze jsou
néjaky hry, ale oni velmi brzo...ja vdm pocit, Ze velmi rychle starnou a fakt je, Ze je hrozné
malo kvalitnich textd, ktery by....a hlavné, jak ty texty vznikaj autorsky, tak je potom velmi
tézky je prebirat, ze eee to prosté vznikne v néjakym souboru, za néjakejch okolnosti,
vychazi to z poetiky néjakych konkrétnich lidi a je potom velmi tézky vzit ten text a délat ho
nékde jinde, takze to v tom détskym divadle se prost& déje mnohem miii no. A ten Rijen to
byla podle mée ¢eska ...c¢eska knizka, ktera se Cetla..to bylo o atentatu na Heidricha...a tak tam
aspon ta Anglie figuruje, ty chudaci parasutisti. Ale jinak si fakt ani neuvédomuju, Ze by tady
nékdy bylo néco, co bysme fakt mohli fict, ze napsal ...napsal néjakej anglickej nebo

americkej autor. Jesté se zeptam, ale myslim si, Ze fakt ne.
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Inspirace zahrani¢nimi divadly - Neinspirujeme se, protoze ono i v tom festivalu jsou

V naprosty vétSin€ ty autorsky véci, ale inspirujeme se spis technikama a tak a mame ted’
velkej..a to je vlastné ..mame ted’ takovej velkej zazitek, loni tady byl Blind Summit theatre

z Londyna, coz je Mark Down a jeho skupina, méli ...oni se inspirujou v japonskym bunraku,
ze jsou ty tfi lidi a vedou jednu loutku a byklo to hrozné..ta loutka se chova fakt jako Ziv¢j
Clovék a je to fascinujici vidét, takovej kus hadru s hlavou a vytvari véci, ktery ¢lovek prosté
nechape, ze to je jenom loutka a ndm se povedlo, ze ten Mark Down, on se tady do toho
trosku zamiloval a fekl nam, Ze vlastné s nama chce spolupracovat, takze tady ted’ povede
workshop a budou tady studenti...vlastné€ to budou studenti, ale budou to studenti herectvi,
ktery s nim budou pracovat a budou tady mit vefejnou prezentaci, tak to jsem i fikala nékomu,
Ze to je vhodny i pro starsi, protoZe to je vhodny i dobrej tip divadla a my si od toho i
slibujeme, ze tady snad bude délat i pfisti rok néjaky piedstaveni. Tak to je zrovna typ
divadlem, kdy je vidét, Ze ta loutka mtize komunikovat i s dospélym ¢loveékem, stiedoskolaci
z toho jako upIné omdlivali v Plzni z toho jejich piedstaveni, to je hodné dobry si myslim,
jesté ta loutka je potad spjata s tim, Ze to je pro déti a my bymse chtéli néjak dokazat, nebo
praveé uz to délal Josef Krofta, kterej to divadlo, kterej dal tomu divadlu tu slavu, tak ze ta
loutka prosté komunikuje i s dosp€lym, ze to neni nic, co by bylo infantilni, Ze to je prosté
plnohodnotnej vyrazovej prostiedek a jde to, ze se sam inscenator rozhodné s kym chce
komunikovat, ale neni to o tom, ze loutka je pro déti. Takze takhle spiS jako, zZe se
inspirujeme v zahranic¢i jako samoziejmé a snazime se i tyimpulzy z toho zahranici jako tahat
sem...a vlastné zprostfedkovavat ty vazby a nechat jako rozvijet to Cesky loutkarstvi skrz ty
vazby z toho zahrani¢i, my jsme tieba mé¢li spolupraci s ...tfiletou spolupraci s lidma

z Estonska, z Tallinu, a z...z...ze Slovinska z Ljublani, tak jsme m¢li takovou vazbu tii
divadel...zastfeSenou takovym tim culture...takovym tim grantem a mmm...d¢lali jsme
workshopy tak jako, Ze nasi lidi jezdili na workshopy k nim a oni jezdili k ndam a vlastné
vyménovali jsme si ty technologie i tieba jen loutkaisky, Ze vlastné neexistujou moc ty vazby
mezi loutkafema a Ze...oni se fakt ukdzalo, Ze oni maj technologie, ktery my fakt nezname, a
my mame technologie, tfeba tradi¢ni prosté vyfezdvanou marionetu na dratu, kterou oni viibec
nepouzivaji, takovou tu marionetu co ma drat v ty hlave, tak byli uplné prekvapeny, co to je
za srandu jako Ze...takZe spiS takhle se inspirujeme zahrani¢nimi divadly.

Cesti x zahrani¢ni autofi - no tak u nas to je prosté éeské, protoZe to je jasny, a jinak ja mam
pocit, Ze to neni o ¢eskych a o zahrani¢nich, ale Ze to je o téch klasicich, kdyz se tak
zamyslim nad tim, co vzdycky po mé, ja jsem pracovala v divadle Komedie v Praze a co po

mé chtéli ty ucitelé sttednich skol, tak vzdycky potiebovali, aby se jim to vazalo, to byla
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prosté velkd podminka, aby se jim to vdzalo na néjakou Skolni latku. A my jsme délali Gplné
soucasnou némeckou dramatiku, a malokdo uznal, Ze je zajimavy pro ty studenty i vidét,
jakoby neznamyho autora, nebo e potkat prosté s Elfriede Jelinekovou, nositelkou Nobelovy
ceny, protoze si uvédomovali, Ze tam nedojdou v ty literatufe zejo, oni vlastn¢ jako
potiebovali podpofit to, z ¢eho budou potom ty studenti maturovat, a fakt to je ta maturita, a
jak u¢im na stiedni Skole, tak to vim, ta maturita je prosté strasna Sikana, ktera ¢lovéka
opravdu nuti, aby si fikal Pouzijou tohle k né¢emu? Mizeme se potom v hodin¢ bavit, ze
Utrpeni knizete Sternenhocha je tohle, miizeme, takze jdeme na Sternenhocha, takze ale kdyz
jsem jim fikala pfijd’te na ..nebo prosté na spilani a tak, coz jsou véci, ktery patiej ke klasice,
tak mi fekli my uz to neprobereme, nam se to nevejde. TakZe to spis je o tomhle, ze by radi sli
na Shakespeara, tak ten je v pohod¢, ten v Komedi nebyl, a kdyz to, tak §li prosté na Kafktv
proces, na Utrpeni knizete Sternenhocha, na tadyty véci, na Petrolejovy lampy, ktery prosté
pattej ke klasice a vejdou se do CeStiny a myslim, Ze nema cenu se tvafit, Ze to je jinak,
takze...takze...JeSté na ty zékladce mi ptijde, Ze ..a zvlast jeste ve Skolce, Ze fungujou takovy
ty prifezovy témata, ze se da prosté se bavit nevim o pratelstvi, nebo tak, ale prosté na ty
sttedni Skole uz mi ptijde, ze ty ucitelé to chtéj mit tu latku. ..

Ja to vidim, kdybych na ty Skole neucila, tak mi ptijde, zZe ty ucitelé jsou trapaci, ale ...jak furt
na tomhle valej, ale ja si to Upln¢ stejn¢ uvédomuju, kdyz uz ani herci, ktery by méli byt

v divadle kazdy den a nejsou ale uz si to UpIn¢ uvédomuju, ze kdyz je nékam posilam, vlastné
ze je pro me dilezity to, o ¢em se bavime v téch hodinach, protoze nemam cas jim to poustét
atak ....

Ale vibec aby se jim to s né¢im pojilo viibec ta latka, protoze ty latky je opravdu straSné¢ moc
a ja jsem si fikala 1 budu ji vykladat min, ale pak si zase fikam, no a nejhorsi je, Ze oni musej
pak u ty maturity o né€em mluvit tu ¢tvrt hodinu a to je jako hrozny...hrozny, viilbec nevim,
ted’ odchazim z ty Skoly GpIné€ jsem to jako nevyfesila tenhle problém, no nic ale pro divadla
je to myslim a myslim, Ze se to nehodla nijak ménit v nejblizsi dobé, ze ta literatura, je ta na

kterou ty uéitelé slysi, ktera je prosté v osnovach no, takze tak.

Interview no. 9

Pavla Antoninovd, Ing. Jana Chmatilova - Obchodni oddéleni Klicperova divadla

1) Jakym zptisobem Klicperovo divadlo spolupracuje se sttednimi Skolami, piipadné i se

zakladnimi Skolami?
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Ten zéklad je asi pfedplatny, to je u obou stejny, u zakladnich i u sttednich. My oslovujeme
ucitele, tak i déti ve Skolach, Nabizime jim predplatny. Mame tii skupiny- M (déti prvniho
stupn¢) od 17,30h, S (stfedni Skoly) od 19h, ST (déti zakladnich a stiednich $kol z regionu) od
14,30h.

2) N¢jaké konkrétni ptiklady se Skolou mate?
Vsechno je na podobny bazi. Bud’to nabizime ptedplatny, nebo je pritomna n¢jaka odpoveédna
ucitelka, ktera to ma na starosti a chodi tfeba 1 s téma studentama na predstaveni, a nebo si to

zajiSt'uji sami.

Takze se da Fict, ze jak vy nabizite, tak i Skoly se sami hlasi.

Urcite, tfeba sleduji nase stranky, nd$ program, nebo se zajimaji o nase divadlo.

3) Jak ptijimaji SS vase nabidky?
To je individualni zase. Ale vesmés docela kladné, asi si vyberou vzdycky podle titulu, mozna

i1reziséra, ale hlavné ten titul. Napt. Kytice se jim hodi, takze po ni jdou.

4) Jaky marketing pouzivate k osloveni SS?

Oni jdou hlavné po tom repertoaru a oni si to v podstaté vybiraji sami. Samoziejmé, Ze
oslovujeme a snazime se s nima komunikovat. Rozhodujici je ten titul, kdyz se jim to hodi do
vyuky, oni jsou i dost omezeny téma planama, taky jak uz to maji rozvrzeny, tak védi, ze
jestli budeme mit tieba Shakespeara, tak uz po ném sahnou. Taky se snazime mit néjaky

program pro né.

5) A ted’ka je néjaka specidlni akce, kterou vy potadate?
Jeding, kdyz nas n€kdo oslovi, ale ted’ vyloZen€ nic neni. Mdme to zvetejnény na strankach

nebo se poptavaji sami uditelé.

6) Jedna se o néjaky prohlidky zakulisi apod....?
+besedy o té pripravované inscenaci, ted’ka uz jsou i besedy v programu. Takovy standart

jsme najeli, jakoze to bude i pro ucitele, Ze mizou piijit a dozvédét se vic o té inscenaci.

7) Takze ucitelé mohou pfijit diiv, jesté nez ta inscenace vitbec zacne...
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My to nabizime i normaln¢, divakim, je to zvefejnény na Facebooku, vSude mozné, nebo to

posilame i tém uciteliim, se kteryma spolupracujeme,tyhlety informace, aby pfisli.

dodatek: Divadlo je hrozné provozné vytizeny a ani se neda nabizet jesté néco extra pro Skoly
- dopoledni predstaveni, zkousky, technika, veCerni pfedstaveni. Zacatek sezony je zaméieny
ptredevs§im na vytizovani pfedplatného, zaplnéni téch piedstaveni, pro nas je to naro¢na
¢innost tady obchodné. Takze se vyloZené nespecializujeme na prohlidky, ale jsme schopny je
tam dopasovat a vyjimecné i n¢jakou uskuteénit. TakZe z naseho hlediska je tieba vytidit

veskeré predplatné, obslouzit divaky a ten provoz je spi$ hodné bohaty.
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