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WANDA SWIATKOWSKA

Abstract: The article presents the history and principles of theatre education at Reduta in
its successive forms: from Koto Adeptow [The Apprentice Circle], established in 1921,
through the Reduta Institute, to Okop [The Trench], which was the last pre-war incar-
nation of the school. Based on documents and memoirs, the article discusses Reduta’s
comprehensive and holistic model of education, in which regular theoretical classes were
accompanied by practical and physical exercises. A crucial part of the education process
was student participation in the theatre’s daily operations: rehearsals, preparation of stage
productions, and tours. The aim of the school was to offer future artists comprehensive
preparation for various theatre functions, as well as to produce ideologically engaged so-
cial activists, who consider serving the society through art as their primary task and mis-
sion. A comparison between Reduta’s schools and other educational initiatives confirms
that in terms of scope, curriculum, work methods, practices, as well as atmosphere, the
former were indeed pioneering and stood out from traditional pre-war drama teaching.
Published as an appendix to the article is its source material (in Polish): Juliusz Osterwa,
Okop, edited and with an introduction by the author of the article. (7ransl. Z. Ziemann)

Keywords: Reduta, Reduta Institute, Juliusz Osterwa, theatre education, theatre labora-
tory

Abstrakt: Artykut przedstawia histori¢ i zatozenia edukacji teatralnej w Reducie nar6znych
etapach funkcjonowania zespotu — od powotanego w 1921 Kota Adeptoéw, przez Instytut
Reduty po Okop, ktory byt ostatnim przedwojennym wecieleniem uczelni. Na podstawie
dokumentdéw oraz wspomnien ukazano wszechstronny i holistyczny model ksztalcenia,
w ktorym regularnym zajgciom teoretycznym towarzyszyly ¢wiczenia praktyczne oraz
fizyczne. Zasadniczg cz¢$¢ edukacji w Reducie stanowita praktyka realizowana poprzez
udziat adeptow w codziennej pracy teatru: w probach, w przygotowaniu przedstawien, w
objazdach Reduty. Celem szkoty bylo kompleksowe przygotowanie artysty do petnienia
roznych funkcji w teatrze, jak réwniez ideowe wychowanie spotecznika, ktory stuzbe
spoteczenstwu poprzez sztuke uwaza za swoje podstawowe zadanie i postannictwo.
Porownanie redutowych szkét z innymi inicjatywami pedagogicznymi potwierdza, ze pod
wzgledem rozmachu, programu nauczania, sposobu pracy, praktyk, jak rowniez tworzonej
atmosfery mialy one pionierski charakter i wyrdzniaty si¢ na tle przedwojennego szkol-
nictwa dramatycznego. Aneksem do artykutu jest materiat Zrodtowy: Juliusz Osterwa,
Okop, ze wstgpem 1 w opracowaniu autorki artykutu.

Stowa kluczowe: Reduta, Instytut Reduty, Juliusz Osterwa, szkolnictwo teatralne, labo-
ratorium teatralne



THEATRE EDUCATION AT REDUTA

he famous Polish interwar theatre Reduta' not only produced plays, but also

constituted a space for experimental work as well as educational and social
initiatives, as has been convincingly demonstrated by Zbigniew Osinski®. In my
research, too, I have shifted the emphasis from Reduta as a repertory theatre to
Reduta as an institute of theatre studies (as the co-founder Juliusz Osterwa used
to call it in the second Warsaw period), i.e. a cultural, educational, and research
institution. In 1931, Osterwa defined the aims of the Reduta Institute in a press
interview: “The Institute will hold presentations and lectures on the problems of
theatre (which are interesting also to the audiences) as a cultural and social in-
stitution. An advisory service for amateur theatres is being designed, as well as
courses for directors working in such theatres™. Stage competitions were planned
and so was research on a reform of the Polish school of drama and on a model
school theatre. The Institute’s task was to “solve modern theatre problems and
pave the way for a reorganisation of theatre™. Osterwa envisaged a completely
new institution, combining a theatre understood as a venue for stagings with an art
academy, an advisory service for artists, a studio for research on drama and acting
technique, a place of public lectures (‘literary morning readings’), a library, an

! Reduta’s history is divided into three periods: the first Warsaw Reduta (1919-1924), when the
theatre was housed in the ballrooms of Warsaw’s Teatr Wielki [although the Polish noun reduta does
indeed mean redoubt, as the name of the theatre is sometimes translated into English, it is also a now
obsolete word for a ball or a masquerade; originally, the theatre name played on both these meanings
— translator’s note]; Vilnius Reduta (1925-1931), when it relocated to Teatr na Pohulance in Vilnius
and then to Grodno; and the second Warsaw Reduta (1931-1939), when it occupied the basements of
the General Mutual Insurance Company building at ul. Kopernika 36/40 in Warsaw. See D. Kosinski,
Performing Poland: Rethinking Histories and Theatres, transl. P. Vickers, Cardiff 2019.

2 See especially: Z. Osinski, Instytut Reduty jako laboratorium teatralne, [in:] idem, Pamigé Redu-
ty. Osterwa, Limanowski, Grotowski, Gdansk 2003, pp. 65-110; idem, Returning to the Subject: The
Heritage of Reduta in Grotowski’s Laboratory Theatre, transl. K. Salata, ,,TDR — The Drama Review”
198 (Summer 2008), pp. 52-74; idem, Grotowski and the Reduta Tradition, transl. K. Salata, [in:]
Grotowski's Empty Room, ed. P. Allain, London — New York — Calcutta 2009, pp. 19-54.

3 Po szesciu latach nieobecnosci Reduta powraca do Warszawy, [in:] J. Osterwa, Reduta i teatr.
Artykuty, wywiady, wspomnienia 1914-1947, ed. Z. Osinski, Wroctaw 1991, p. 145. Cf. J. Osterwa,
Through Theatre, Beyond Theatre, ed. 1. Guszpit, transl. P. Vickers, Aberystwyth [in print].

4 Wywiad z Juliuszem Osterwg, [in:] J. Osterwa, Reduta i teatr..., op. cit., p. 147.
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archive, a publishing house, as well as three separate units: School Theatre, Radio
Studio, and Touring Ensemble. The focus of the present paper is Reduta’s activity
in the area of theatre education.

My aim here is to present the history and the essential premises of theatre educa-
tion carried out at Reduta over almost twenty years. The Institute’s educational meth-
ods and daily operations will be discussed based on personal memories and testimo-
nies, better suited to creating a vivid picture than lifeless charters and regulations.
The article uses unpublished archival material from Juliusz Osterwa’s notebook kept
between June and September 1939, His notes on the organisation of the school year
and the principles of teaching at Okop (“The Trench”) — as the Reduta school was
christened towards the end of its activity — testify to Osterwa’s twenty years’ experi-
ence as a teacher and school manager. These materials not only confirm that education
was inherently linked to the ideological premises of Reduta as a theatre company, but
also demonstrate the experimental character of the teaching curriculum.

TWO MODELS OF EDUCATION

Reduta’s approach to performer training, which can be described as a studio
model, differed from the academic model of the interwar period, represented by
the State Institute of Theatre Art (PIST), established in 1932 as a continuation
of the Department of Drama at the State Music Conservatory. The differences
between the Reduta Institute, headed by Osterwa and Limanowski, and PIST,
under the direction of Aleksander Zelwerowicz and Leon Schiller, lay not only
in the curriculum and location, but also in the respective traditions from which
they originated. The studio model should be associated with the activity of theatre
ensembles focused on working with the actor, seeking new acting and staging
methods, as well as exhibiting ideological commitment and concern for profes-
sional ethics. This approach was represented on the one hand by Russian and
Ukrainian studios,’ e.g. the First Studio of the Moscow Art Theatre, the Vakhtan-
gov Studio, or Berezil Theatre of Les Kurbas, and Jacques Copeau’s Théatre du
Vieux-Colombier on the other. In the laboratories emerging in theatre ensembles,
training was closely tied to practice, and the students gained experience on a pro-
fessional stage. This, among other things, distinguished this model from education
at the PIST, where Zelwerowicz banned students from performing in professional
theatres, because he believed that this would distract them from schoolwork and
instigate bad habits. As Zbigniew Wilski put it,

5 See appendix to the present article.
¢ See e.g. K. Osinska, Klasztory i laboratoria. Rosyjskie studia teatralne: Stanistawski, Meyerhold,
Sulerzycki, Wachtangow, Gdansk 2003.
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Juliusz Osterwa and Mieczystaw Limanowski chose to teach the acting profession in a different
manner than it was done at the Department of Drama. Students of the Reduta Institute . . . were
above all else obliged to take part in all rehearsals of plays currently in the theatre programme,
to watch the older actors perform and to prepare their roles in these plays. . .. [Although] over
almost two decades the forms of work at the Institute would change, as would Osterwa’s as-
sistants, the main principle remained untouched, namely that the young people would learn the
art of theatre though more or less indirect participation in preparing performances. Under this
system, regarded as the invention of Konstantin Stanislavski and Jacques Copeau in Europe,
students always gathered around an outstanding artistic personality, whose goal was not only to
provide professional education, but also to create a new type of actor’.

Osterwa witnessed the work of Russian studios during his forced stay in Rus-
sia; in 1916, he met Konstantin Stanislavski and visited the First Studio®. Around
the same time, Limanowski took part in rehearsals for Dostoyevsky’s The Village
of Stepanchikovo. In 1917, in Kiev, Osterwa came into contact with Stanistawa
Wysocka’s Studya theatre, which drew on the Moscow tradition; here, the prepa-
ration of performances was as important as the training using the studio method.

That said, in the case of Reduta and its activities, it would be a simplification to
speak of ‘dependence’ or ‘influence’; we should rather see this as a case of a crea-
tive ferment, which in the first decades of the 20™ century gave rise to similar
yet independent phenomena throughout Europe. The reformers certainly had one
thing in common: for them, theatre was not a “business” but an “undertaking”, as
Osterwa explicitly called it.

Another major difference between the studio method and the PIST approach
concerned the specialisation of theatre professions. Although the PIST was ini-
tially meant to comprise four departments: acting, directing, film and theatre, in
the end only two were created: the Department of the Art of Acting (est. 1932),
headed by Aleksander Zelwerowicz, and the Department of the Art of Directing
(est. 1933), headed by Leon Schiller. As Wilski noted, “for the first time in Poland,
an independent state institution was established with the sole purpose of educating
artists of the theatre: actors, directors and set designers™. The Reduta Institute,

7 Z. Wilski, Szkolnictwo teatralne, [in:] Teatr — widowisko, ed. M. Fik, Warszawa 2000, p. 522.
Cf. also: idem, Polskie szkolnictwo teatralne 1811—1944, Wroctaw 1978; K. Braun, Theater Training in
Poland, [in:] Performer Training: Developments Across Cultures, ed. 1. Watson, London — New York
2001, p. 13-32.

8 See J. Osterwa, Notatki do wspomnien, [in:] idem, Reduta i teatr..., op. cit., pp. 227-247. In April
1917 Osterwa wrote from Kiev to Mieczystaw Szpakiewicz: “I know Stanislavski’s Studio. Enjoying
his favour, I got to know the Moscow organisation, and I was overwhelmed on seeing in real life the
preoccupations that I’d jotted down in my notebooks”, Listy Juliusza Osterwy, ed. E. Krasinski, intro-
duction J. Zawieyski, Warszawa 1968, p. 50.

° Z. Wilski, op. cit., p. 521.
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on the other hand, educated people of the theatre: versatile artists, always focused
on self-development, and dedicated social activists — as postulated by Stanistaw
Wyspianski in his Hamlet Study'®. Osterwa himself said in an interview in 1921:

The ideal actor, the “man of theatre” according to Wyspianski, knows everything that theatre is

made of, all the individual components; [the ideal is] universality and self-sufficiency''.

The aim of the Reduta Institute then was not only to train actors in their craft,
but also to prepare them comprehensively for various kinds of theatre work, to
make sure they develop professional ethos, to encourage them to work on them-
selves continuously, “to instill in them respect for the profession and love for
art”'2, as well as to teach them that their work means “service to art and society”'>.

Thus, unlike the academic model, the studio model was an original training
programme created to function at particular theatre ensembles, subordinated to
the ideological and ethical principles developed by them and manifested in their
activity, in which the students were deeply involved. In this article, I would like
to emphasise two fundamental aspects of the studio model of performer training,
which I see as the most important characteristics distinguishing Reduta’s educa-
tional system: its versatility and holistic nature (education focused not only on
the acting technique, but on something we might call personal character and the
development of an ethos) and its practical dimension (engaging students in the
daily operations of Reduta, in preparing performances and tours).

THE INSTITUTE’S PREMISES AND AIMS

Educational activity already began in Reduta’s second year of operation. In
October 1921, the Apprentice Circle (Koto Adeptow) was established, to be trans-
formed a year later into the Reduta Institute — a school combining acting training
with work for Reduta. The Institute operated, with intermissions, until the out-
break of World War II; during the Vilnius period, from summer 1925 to July 1929,
the Institute’s functioning was suspended due to financial problems'¥. During the
last two years of its activity (from October 1937), in line with the military nomen-
clature invented by Osterwa, the school became known as “The Trench” (Okop).

10°S. Wyspianski, The Hamlet Study and The Death of Ophelia, transl. B. Bogoczek, T. Howard,
London 2019.

" E.W. [E. Wiercinski], Wywiad z Juliuszem Osterwg, [in:] idem, Notatki i teksty z lat 1921535,
ed. A. Chojnacka, Wroctaw 1990, p. 24.

12 7. Osinski, Pamigé..., op. cit., p. 92; cf. K. Jezewska, Teatr Szkolny Reduty, [in:] O Zespole Re-
duty 1919-1939. Wspomnienia, Warszawa 1970, pp. 294-295.

13 K. Jezewska, op. cit., p. 295.

14 See Z. Osifiski, Pamigc..., op. cit., p. 38. The Reduta Institute reopened on 25" July 1929.
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Juliusz Osterwa and Tadeusz Biatkowski in front of the Reduta Institute in Warszawa, 1931,
National Digital Archives

The educational mission was officially recognised in Reduta’s charters: the
1923 Charter states that “establishing and running the academy in compliance
with the relevant regulations of the Ministry of Religious Denominations and
Public Enlightenment and theatre institutes” is one of Reduta’s goals, while the
1938 Charter further specifies in the second paragraph that the goal of the Artistic
Association named “The Reduta Company” is:

a) the consolidation and self-education of a group of Polish theatre activists, who believe that
gathering knowledge and perfecting their skills in theatre art and management are their mission

in the service of the Art and Culture of the Nation'®.

151923 and 1938 Charters, [in:] J. Osterwa, Reduta i teatr..., op. cit., pp. 342-349.
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This should be achieved through: “organising and running institutes and acad-

EE 1Y 9 e

emies”, “setting up archives, collections, reading rooms, libraries, studios”, “pub-

9% ¢

lishing periodicals, pamphlets and books on theatre”, “organising public lectures,
meetings, and artistic undertakings”, “opening a boarding house for members”,
“organising summer camps’, among other things.

In the programme of the Reduta Institute for 1924/1925, Edmund Wiercinski
described its aim as “Striving to create an artist type of actor, aware of his spir-
itual, artistic and national tasks”'®. Osterwa used to call the Institute a “school
for rearing actors”” and stressed the importance of “educating the young actor
in social terms”, shaping his or her moral attitude and a serious approach to the
profession'®. “The actor”, he claimed, “must be comprehensively educated and
never cease working on himself as long as he is in the profession”. The aim of
the Institute was to develop a “Reduter” ethos, and even, as Zbigniew Osinski
wrote, “to form a person through the most comprehensive and profound possible
influence. In this case, one can speak of quite far-reaching coincidences with the
ancient Greek paideia — though in a completely different cultural context... It was
the practice of «growing up to humanity»”?°.

This distinctive feature of Reduta’s educational system is also mentioned in
arecollection by its former student, Hanna Matkowska:

The difference between the Reduta Institute and other acting schools lay not only in the “studio”
work, quite unlike the regular hours of school lectures, but above all in the educational princi-
ples. Osterwa was not interested in teaching actors, even most thoroughly, to “play parts”. At the
Institue, he wanted to educate not just an actor but above all a man of theatre, to whom
no performance-related domain would be alien. We were drawn into the totality of theatre work,
into the theatre’s all nooks and crannies; we grew one with the theatre not as with a workplace
but as with the place of our whole existence?'.

According to Matkowska, given Osterwa’s plans to reform the Polish theatre
and to create a new style of acting, establishing a school at Reduta was a necessity:
“Osterwa wanted to bring up the youth, a new acting generation, educated in a dif-
ferent method and climate than those of the drama schools of the day”?. This “dif-
ferent method” required a new approach to students, who would gradually become

16 E. Wiercinski, Program Instytutu Reduty w Warszawie (1924-1925), qtd after: Z. Osinski,
Pamigé..., op. cit., p. 546.

7 Wywiad z Juliuszem Osterwg, op. cit., p. 145.
See K. Jezewska, op. cit., p. 294.
1% Tbidem, p. 295.
20 7. Osinski, Pamigé ..., op. cit., p. 109.
H. Matkowska, Wspomnienie o pierwszym Instytucie Reduty, [in:] O Zespole..., op. cit., p. 87
[original emphasis].

22 Tbidem, p. 85.

18

21
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Saturnin Butkiewicz, Adam Mikotajewski, Stefan Brem, and Kazimierz Knobelsdorf reading
Kasprowicz’s Na wzgorzu smierci [On the Hill of Death], Vilnius 1929, National Digital Archives

part of the ensemble, subject to the same rules as the rest?®; indeed, many stayed
on after graduation. For example, the first admissions round, before the school
changed its name, included the future Reduta actors Kazimierz Brodzikowski and
Ewa Kuncewiczowa, as well as Edmund Wiercinski, who in 1924 became the
director of the Institute after the tragical death of J6zef Poremba. In the follow-
ing years, the school admitted Konstanty Pagowski, Roman Zawistowski, An-
toni Cwojdzinski, Julia Kossowska, Maria Wiercinska, Stanistawa Zbyszewska,
Saturnin Butkiewicz, Tadeusz Byrski, Jacek Woszczerowicz, Mieczystaw Pill,
Dobiestaw Damigcki, Ludwik Berger, and Helena topuszanska. Some of them
stayed at Reduta for good, others left, but in their new theatres they promoted the
principles and ethos of their alma mater*.

3 See W. Swigtkowska, Zespolowosé Reduty, [in:] Czy tylko Reduta? Wspélnota — zespol — spol-
dzielnia tworcza — kolektyw w teatrze, Warszawa 2020, pp. 1-23, http://www.encyklopediateatru.pl/
ksiazka/774/czy-tylko-reduta-wspolnota-zespol-spoldzielnia-tworcza-kolektyw-w-teatrze [accessed:
June 22, 2020].

24 Reduta graduates became important figures of Polish post-war theatre and artistic life: actors,
directors, playwrights, theatre managers or artistic directors, and eminent educators. Writing in the 1950s,
Jerzy Szaniawski observed: “There seems to be no theatre in Poland where you wouldn’t meet a Redut-
er. Many of them manage theatres, others are theatre directors, sometimes outstanding. It is easy to see
in their work things familiar from the theatre and school that they came from”, J. Szaniawski, Reduta,
[in:] idem, W poblizu teatru, Krakow 1956, pp. 231-232.

15
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Hundreds of actors passed through the Reduta school (thanks to Ludwik Si-
mon’s inventories, the memoirs of the Reduters themselves, and the research
of Zbigniew Osinski, 150 people are known by name); every year, between
a dozen or so (fourteen in the Apprentice Circle 1921/1922) and thirty entrants
were admitted. Selection was inevitable, since already in September 1922 more
than fifty candidates applied; twenty got accepted. In 1924, there were over
a hundred candidates. These were young people — secondary school graduates
or university students, usually without theatre experience. The entrance exams
took several days, thoroughly checking the candidates’ predispositions: from
physical condition (with a medical doctor on the panel), through skills (reciting
verse and prose) to motivation (interviews conducted first by Limanowski, then
Wiercinski). Candidates were also required to write their resumes and discuss
them before the panel. The atmosphere at those exams can be inferred from an-
ecdotes. Tadeusz Byrski, for example, noted down two characteristic questions
that Limanowski asked at his exam: “If you were Hamlet, which book would
you be holding when walking around the gallery?” (Byrski said that it would
have been Zeromski) and “What thoughts came to your mind during Sienkie-
wicz’s funeral in Warsaw?” (the candidate replied that he was thinking about
Stowacki’s ashes)®.

Wiercinski thus explained the reasons for such a strict selection:

Opening the Institute in the autumn of 1924, Reduta made a strict selection: out of 103 entrants,
16 were admitted as ordinary students, 5 as extraordinary students, 3 as candidates, and 6 per-
sons remained from the previous year.

The reason for such selection was concern for a harmonious tuning of all [students] with the
common high artistic and ideological level, without which Reduta’s efforts to build a strong
ensemble, enlivened by non-egoistic ideas, could have proven too difficult to succeed?.

Not everyone managed to persevere in the Reduta regime; some students left
(for example, Konstanty [ldefons Galczynski, Aleksander Matoga, and Juliusz Sa-
loni studied at the Institute for only a few months)*’.

3 Zob. T. Byrski, Jak to si¢ stalo, Ze znalazlem si¢ w Reducie?, [in:] O Zespole..., op. cit., pp. 172-173.
In 1924, the ashes of Henryk Sienkiewicz were brought to Poland from Switzerland; they were buried cer-
emoniously on 27" October in the tombs of St. John’s Cathedral in Warsaw. See also K. Salata, Reduta’s
Reorigination of Theatre. Radical Collectivity in Poland s Interwar Theatre Laboratory, [in:] A History of
Collective Creation, eds. K. M. Syssoyeva, S. Proudfitt, New York 2013, pp. 59-69.

26 E. Wiercinski, Program..., op. cit., p. 546.

27 See Z. Osinski, Pamigé..., op. cit., p. 622. As a laboratory, Reduta attracted artists (poets, visual
artists, musicians) and scientists. They often contributed to the preparation of performances or taught at
the Institute, but sometimes the collaboration proved disappointing for both sides, as in the case of the
temporary students listed above.

16
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TEACHING METHODS

The day of an Institute student was filled with activities from 10 a.m. to 10 p.m.
During the day, there were theoretical classes and practical exercises. Students took
part in rehearsals for the current stage productions, and in the evenings they performed
as extras or they helped in other auxiliary capacities (with stage management, set dec-
oration and costumes, light, technical work). They also had shifts in the audience.
They shared non-artistic responsibilities as well— housekeeping and cleaning chores,
administrative work, ticket sales, and helping in the kitchen. As Ireneusz Guszpit®®
emphasised, students underwent a kind of “novitiate”, and those who remained after
that period were the most persistent ones, the most determined to serve the theatre. It
usually lasted for two years, but it was possible to rise through the ranks more quickly
(Edmund Wiercinski took a replacement role after just two months at the Institute).
Michat Orlicz wrote that one of the ways of “arousing enthusiasm” was to “throw un-
trained apprentices on the stage front,” to entrust to them (sometimes without prepara-
tion) minor parts or deploy them as extras so that “they would get used to the view of
the lamps and backstage, and the looks prickling them from the audience’”. During
the second Warsaw period (1931-1939), students played at the School Theatre, and
they took part in morning poetry readings and in radio broadcasts®. Not only did they
gain experience, but most of all they learnt how to work as a team.

Students sometimes found the backstage work difficult, but Osterwa insisted
on it, because he believed that a future actor must learn every kind of theatre-
related skill. This sometimes led to funny situations, as in Leokadia Michatowska-
Zargba’s reminiscence about her time at the Institute:

Once, I recall, I served “as an electrician”, because at the Institute we were taught that too. Upon Mr
Juliusz’s exit as Przetecki in My Quail Has Fled, 1 was to dim the lights on the rheostat. I don’t know
what happened, but instead of dimming, I lit everything up, including the audience. I thought I’d faint
for fear and shame. The next day [ was told off by Master himself, in front of what I remember as all
of Reduta. He ranted and raved at my poor self, but everyone else, too, got their share on the occasion.
Standing in a semicircle in Mr Juliusz’s study, we listened attentively and humbly to his address
about the priesthood of art, the role of artists and their social mission, about humility and profes-
sional responsibility. In that moment, I disliked Mr Juliusz very much as he spoke to us, walking
around the room with his hands behind his back. Later I begged him to exempt me from those
horrid shifts, explaining that I’'m really no good at that, I can’t, I don’t know how — but to no

avail. After a month, perhaps even sooner, I managed to earn his praise®'.

28 1. Guszpit, Wstep, [in:] J. Osterwa, Przez teatr — poza teatr, eds. 1. Guszpit, D. Kosifiski, Krakow
2004, p. 52.

2 M. Orlicz, Polski teatr wspolczesny. Proba syntezy, Warszawa 1935, p. 131.

30 See L. Michatowska-Zareba, Okop 1938/39, [in:] O Zespole..., op. cit., p. 365.

31 Ibidem, pp. 356-357.
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Apart from practical skills and thorough knowledge of how a theatre operates
as an institution, such apprenticeship taught students respect for auxiliary, non-
artistic roles. This is a recurring motif in the reminiscences: “even the tiniest form
of participation in the operations of the theatre gave us satisfaction, because Os-
terwa always emphasised the parity of all theatre tasks™?; “We have developed an
awareness of the importance and necessity of all the elements of the performance,
which, like a mosaic, had to be reassembled from tiny particles every night”*.

The teaching methods at the Reduta Institute were experimental and often
unusual — also due to the colourful personalities of the teachers: the members of
the Reduta Company. Tadeusz Byrski remembered that Osterwa sometimes made
strange demands on students and that he hated to be contradicted. Once, when
they were working on Easter, a play on the Passion, he demanded that they partic-
ipate in a retreat at the Sisters Canonesses’ church (including going to confession
and receiving Communion, an idea that was met with mixed reactions), on another
occasion they were to serve as local guides for the peasant delegations that came
to Warsaw to celebrate the national holiday of the 3™ of May, or to take care of
Reduta’s guests (collaborating authors, artists, members of the governing body).
They also had to take part in social gatherings and soirees, as Osterwa explained
that “a man of theatre must not avoid confrontation, and for an actor everything
is useful™*. The idea was not only to comprehensively prepare the actors for their
profession, but also for the various unusual obligations that they would face as
artists. Byrski recalled:

Oh, how much bad blood there was because of those weekly soirees, and dinners, and balls. We
had to play hosts everywhere. To entertain guests, to know how to represent the institution, how
to justify our presence here. [Osterwa] was inexorable. He would literally take you by the hand
and sit you among the guests, sometimes quite eminent, like Zeromski, Kaminski or Szaniawski
(talking to him was a torture, as he was known to be a man of few words). I would break sweat,

since I was more of a recluse, but he was right after all®.

The work at the Institute often took over personal life; meals and leisure time
were spent together (for example, the students once went on summer holidays with
the Reduta actors, where they rested together, but also worked). As Wiercinski
noted, “Among its collaborators and students, Reduta created the atmosphere of
a family home, which manifested in a tangible way — apart from interpersonal re-
lations — in sharing not only artistic, but also domestic life (shared budget, shared

32 S. Sznaper-Zakrzewska, Szkola wolna od walki i udreki, [in:] O Zespole..., op. cit., p. 348.

3 H. Matkowska, op. cit., p. 87.
3% T. Byrski, op. cit., p. 180.
S Ibidem, p. 183.

W
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breakfasts, dinners, etc.)%. “Reduta preoccupied people completely, filling their
lives not only in terms of time . . . but also spiritually”, Byrski recollected®’. The
curriculum was designed to teach teamwork, educating a community based on
the principles of camaraderie and friendship: a “model collective”, as Osinski put
it®. Terms such as “home”, “family”, “community”, “commune”, and “convent”
recur in the testimonies from the Institute’s students. Interpreting this teaching ap-

proach, Zbigniew Osinski described the principles regulating the group’s life thus:

The “Reduta family” model found its manifestation in the mutual relations between older Redu-
ters (including some teachers from outside the company) and young students of the Institute,
in their joint service for art’s sake, in uniform work clothes, . . . in communal economy: the
Institute’s students took shifts helping in the kitchen and at the table, they had a shared budget,
and didn’t get an actor’s salary, unlike members of the acting ensemble, who, in turn, were all

paid the same rate®.

The Institute became a common cause, a home — as remembered by Michat
Orlicz:

A distinctive feature of the Reduta household were common meals, thanks to which a tradition
emerged of company members taking shifts at the table, regardless of their position at Reduta;
this involved a somewhat humorous, perhaps, but also pleasant role of personally serving one’s
colleagues, as well as hosting guests on behalf of Reduta®.

The Reduters and the students addressed one another by their first names,
which served to create a feeling of kinship and a familial atmosphere. Osterwa
designed a precise system of forms of address, as evident from his notebook titled
[Reduta] Preparations*', containing an entry titled “Customary Reduta forms of
address in mutual relations and collaboration™:

In principle, the Reduta Company — in casual relations, among colleagues, in the course of
Reduta collaboration — avoids using family names...

Senior Reduters address one another by their first names (Reduta names), and speak to junior
Reduters and candidates using the form “colleague”, adding the familiar [diminutive — transla-
tor’s note] form of the first name, to senior students “Mr” with the familiar first name, to j. [un-
ior] stud.[ents] “Mr” with the Christian name [full form of first name — trans. note]...

3¢ E. Wiercinski, Program..., op. cit., p. 546.

37 T. Byrski, op. cit., p. 176-177.

38 See Z. Osinski, Pamigé..., op. cit., p. 83.

% Tbidem, p. 35.

40 M. Orlicz, op. cit., p. 158.

41 The title “Preparations” comes from Osterwa, while the qualifier “Reduta” was added by his wife
Matylda, hence my use of square brackets here. Written between June and September 1939, the note-
book concerns the organisation of Okop and tours; it is kept at the Theatre Musem in Warsaw.
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Junior students address one another as: colleague + familiar name
to seniors: colleague + Christian name
to cand.[idates] and Red.[uters]: Mr + Christian name*?,

This custom was a constant of Reduta’s operations right from the start. Already
in his credo of 1922, Redutowiec to ten... [A Reduter is...], Osterwa emphasised: “At
Reduta, you don’t have family names, there are first names, first names called”*. The
“Reduta names” were special nick names, mostly diminutives. Featuring in Oster-
wa’s letters are the following: Liman — Limanowski, Dziunio — Edmund Wiercinski,
Kocio — Konstanty Pagowski, Iwek — Iwo Gall, Duleczka/Dulka — Wanda Osterwa,
Genio — Eugeniusz Babolski, Bry$ — Tadeusza Byrski, To§ — Antoni Cwojdzinski,
Zbys — Feliks Zbyszewski, Sotek — Saturnin Butkiewicz, Tila — Matylda Osterwa;
they also recur in the Reduters’ testimonies, which means that they were used on
a daily basis, not just by Osterwa himself. One recollection mentions that Limanow-
ski had an affectionate nickname for the students as a group: “Piplaje™**. This seem-
ingly small detail also consolidated the group, just like the Reduta language in-
troduced on a greater scale in Vilnus, where specific theatre vocabulary became
a secret hermetic code of understanding at the Institute and at Reduta company.

A certain exclusiveness and elitism of the Reduta school was also evidenced by
the often ridiculed “Reduta robes”, designed by Iwo Gall, which served as a kind
of school uniform and, at the same time, practical work clothing®. It was a long
dress made of thin grey gabardine, tied at the waist with a rope, with wide slit and
laced-up sleeves, a mid-chest yoke, and a square neckline. Underneath, students
wore their own clothes or a gym suit; they could change quickly between theoreti-
cal and practical classes.

Reduta actors and staff were involved with the Institute, which was conducive
to the emergence of master-disciple bonds. Byrski recalled: “in small groups, we
were assigned to senior Reduters, whose duty was to watch over our individual
work pretty much all day long™*. They conducted practical and theoretical class-
es. Thanks to Wiercinski’s notes reprinted by Zbigniew Osinski, we can recon-
struct the Institute’s curriculum for 1924/1925. “Technical elements of the art of
acting” included courses in the following: diction (with Halina Gall), rhythm and
body work (with Tacjanna Wysocka), fencing and athletics (with Capt. Wiktor
Hutt), voice and breathing (with Karolina Pietraszewska), solfeggio and singing
(with Eugeniusz Dziewulski and Mieczystaw Pill)*".

42
43

See J. Osterwa, Okop in the appendix.

Idem, Z zapiskow, ed. 1. Guszpit, Wroctaw 1992, p. 61.
See A. Wojcikiewicz-Rumlowa, op. cit., p. 341.

4 See T. Byrski, op. cit., p. 178.

46 Tbidem, p. 175.

47 See E. Wiercifiski, Program..., op. cit., s. 544.
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Mieczystaw Limanowski, Iwo Gall, Jerzy Kossowski, Vilnius 1925,
National Digital Archives

The second group of classes comprised the “Artistic elements of the art of
acting”, and was mainly under the charge of Mieczystaw Limanowski, whose
personality and character had a great influence on the Institute’s students: “Li-
manowski was a revelation for me”, Byrski recalled®. The teacher’s methods of
text analysis, conversation, ways of thinking and creating associations were cer-
tainly non-standard. This is evidenced in many anecdotes, for example in Stefania
Kornacka’s recollection of rehearsing the scene with Marysia and the Bride in
Wyspianski’s The Wedding:

At one point, there’s a mention of a cow named Krasula. The scene wouldn’t come together.
When a colleague came to the Krasula bit, Mr Mieczystaw interrupted her every time, saying
that he didn’t see, didn’t “feel” that cow. The colleague . . . tried out various ways of speaking
— and never got it right. Finally, towards the end of the first hour of the class, Mr Limanowski
shouted irritably: “Oh, do give birth to that cow, will you!”

It was only at the end of the second hour (and the whole time the colleague had to talk about
that cow, what it looked like, how much milk it gave, what were its virtues and vices, whether it

calved and what happened to the calves, and so on) that she managed do “give birth to a cow”*.

4 T. Byrski, op. cit., s. 176.

4 S. Kornacka, Teoria, [in:] O Zespole..., op. cit., p. 141-142. The saying “to give birth to a cow”
became part of the student lingo, denoting “artistically well-executed work”, a success achieved with
great toil, ibidem, p. 141. Cf. S. Srebrny, Limanowski w Reducie, [in:] idem, Teatr grecki i polski, ed.
S. Gasowski, Warszawa 1984, p. 643.
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“Limanowski was an emotionalist and intuitionist,” Stefan Srebrny wrote in
his memoirs. “He often came to the right conclusions in an astonishing way, in-
tuitively, jumping over the whole sequence of links between the starting point
and the final conclusion™®, He aroused the imagination of students and actors,
provoked them, forced them to look for distant and unusual associations. Osinski
stressed that Limanowski’s found fulfilment primarily in teaching and laboratory
work. When the Institute suspended his activity, he left Reduta and took over the
geography department at the Stefan Batory University in Vilnius®'. He returned
only after the Institute resumed operation.

In 1924/1925, Limanowski taught the “Analysis of works intended for stage
production” (“explaining the emotional, mental, and spiritual content of a work
through collective inquiry and consensus”), “Reading” (“embracing the text with
the truth of thought and feeling”) and “Exercises leading to artistic realisation” of
a work (“practical extraction of the characters’ mental and spiritual values through
contact and reactions”)*?. Other “Artistic elements” included exercises in poetry
and silence (with Wiercinski), gesticulation (with Iwo Gall), group improvisation,
and acting techniques (with Osterwa and Stefan Jaracz). Byrski also recalled as
“inspiring, innovative, often captivating” Osterwa’s unusual exercises in the sense
of time, looking into each other’s eyes, concepts turned into gestures, conversa-
tions in savoir-vivre’®. He stressed that the school curriculum was designed in
such a way to integrate all classes, for example by combining exercises in fencing
with verbal fencing (based on the text of The Wedding), text analysis with visual
arts (under the guidance of Iwo Gall, students would work in wax and clay to
make figurines of the characters from The Wedding, showing their temperament,
behaviour and expression (a kind of “plastic composition of the character” %),
or, in the case of Wiercinski’s classes, reading The Hamlet Study with elements
of something that could be called “examination of conscience and an exercise in
introspection”. Thus, the matters of technique and craftsmanship were only one
component of a comprehensive education.

The curriculum also included “seminar work of the Institute’s students in the
field of theatre”, run by Eugeniusz Swierczewski and public guest lectures (ob-
ligatory for the students). From December 1924 to May 1925, eighteen lectures
on theatre history took place on Sunday afternoons; for example, Stefan Srebrny
and Tadeusz Zielinski talked about the Greeks, Andrzej Tretiak about Elizabethan

50

S. Srebrny, op. cit., p. 635.

St See Z. Osinski, Pamigé..., op. cit., p. 89.

52 See E. Wiercinski, Program..., op. cit., p. 545.

33 See T. Byrski, op. cit., p. 177.

4 See M. Orlicz, op. cit., pp. 134-136; S. Kornacka, Teoria, op. cit., pp. 133-146.
55 T. Byrski, op. cit., p. 178.
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theatre, Wtadystaw Folkierski about medieval French theatre, Jozef Ujejski about
Stowacki’s drama, Tadeusz Sinko about Wyspianski, Zygmunt Lempicki about
Goethe, Ludwik Bernacki about eighteenth-century Polish theatre, and Bohumil
Vydra from the Charles University in Prague about the history of Czech theatre’®.

As can be seen, the Institute’s curriculum was wide-ranging and innovative.
It went beyond acting technique, aiming to develop sensitivity, arouse imagina-
tion, and enhance the knowledge of culture. The students were trained not only
in physical fitness, but also learnt how to focus their attention and energy; all in
all, they, were comprehensively and practically prepared for the work of an actor,
director, playwright, critic, theatre manager or artistic director.

For all these functions have so far relied on chance and favouritism and not on a system and
education. The task of the Reduta Institute was to educate precisely these people and point them
in the right direction. . . . It is common knowledge that the Reduta offspring has been the most
in demand amid all theatre directors and milieus’.

The curriculum, the teaching methods, ways of working, practical training, and
the atmosphere — all that made the Institute a pioneering school.

OKOP

In late 1930s, Osterwa worked intensively on the program of Okop, which was
to replace the Institute as a professional “university with a strong program and
regulations™®. Jozef Szczublewski believed that this was a step towards “monas-
ticisation and militarisation”’. Adam Sznaper recalls: “It was decided that young
students of the art would be educated methodically towards the stage. The theatre
institute was transformed into a school under the direction of Mrs Gall. It was
christened as The Trench”®. The school began to function in October 19376, un-
der the charge of Tytus Dymek, a former student of the Institute.

At the entrance examination, the candidates had to demonstrate knowledge
of the regulations and the Reduta Charter, as well as the works from the reading
list (Stowacki’s Letters to Mother, Norwid’s Promethidion and Wyspianski’s The
Hamlet Study). They also had to undergo a preliminary medical examination, and,
after being accepted, they had to get themselves a work coat and a gym suit. Stu-

¢ See M. Orlicz, op. cit., pp. 132-134.

7 Ibidem, p. 131.

8 Osterwa’s letter to T. Biatkowski, 9 Oct. 1937, [in:] Listy Juliusza Osterwy, op. cit., p. 220.

59 J. Szczublewski, Zywot Osterwy, Warszawa 1973, p. 432.
A. M. Sznaper, Pierwsze kroki, [in:] O Zespole..., op. cit., p. 325.

1 See J. Szczublewski, op. cit., p. 432; cf. Listy Juliusza Osterwy, op. cit., p. 220; Z. Osinski, Pamigé...,
op. cit., p. 90.
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Rostand’s The Man I Killed at the Reduta Institute in Warsaw,
Nina Swierczewska and Roman Zawistowski, 1933, National Digital Archives

dent obligations included: showing up on time for lectures and exercises, follow-
ing the instructions of the Supervisor, paying the fee of a voluntarily pre-arranged
amount, using Reduta vocabulary, and taking part in tours. Osterwa supplemented
the curriculum with general subjects: Polish Geography and History, Polish Lan-
guage, Grammar, Phonetics, Stylistics, as well as with lectures in the field of thea-
tre (Polish Theatre, Polish State Artists Association), and Reduta-related subjects:
Reduta Organisation, Regulations, Charter, Reduta Vocabulary, Touring Affairs.
Practical exercises included breathing, voice, singing, silence, concentration,
harmony, movement, rhythm, dance, enunciation, memory, fencing, poetry, and
drawing. Students had to take shifts (“vigilance”) in the Reduta archive, library,
prop room, and with the technical equipment, to help with the administration, to
get to know the methods of organisational work (from Edward Zielinski, Reduta’s
administrative manager) and technical matters (under the direction of Gall). The
physical training included three types of gymnastics: Swedish, Kosovan (inspired
by the exercises from Apolinare Tarnawski’s natural therapy centre) and those
developed by Reduta itself.
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In the /Reduta] Preparations notebook, Osterwa designed a five-level grading
scale:

Final grades
L. creative — imaginative

II. responsible — [s/he] knows v.[ery] well
I1I. eager — [s/he] knows well

IV. [s/he] studies — diligent

V. clueless — doesn’t know.

These grades reflected the student’s knowledge of the organisation of Okop
and the Reduta Institute and Company, as well as their accomplishment in artistic
and technical work and in touring. Every stage of education involved particular
requirements. A junior student

who demonstrates sufficient attendance at the lectures and classes in Okop —

— knowledge of the Reduta principles, customs, and regulations

— efficiency of organisational work (vigilances)

— knowledge of Reduta’s departments (arch.[ive], libr.[ary], collections, equipment)
— a good opinion from lecturers, teachers

can be admitted to public performance — in Okop and become a Senior Student®.

Seniors, in turn, in order to become candidates, had to pass “practically and
satisfactorily” a touring internship. Junior students did not receive any pay, while
seniors could get scholarships. Proper remuneration was only due to the candi-
dates. On tour, however, the profit from ticket sales was split, and the students
were also entitled to their share. As shown in /Reduta] Preparations, Osterwa was
very meticulous in planning out the duties, regulations and rules concerning the
students’ participation in the tours, in which he got them involved right from the
start from 1924%. It was a form of an obligatory internship, a practical test of their

62 See J. Osterwa, Okop in the appendix.

¢ Reduta toured for fifteen years (1924-1939). An unusual phenomenon in the theatre life of the
time, it was a systematic endeavour to present Polish drama in the whole Republic of Poland (and
especially in the Eastern Borderlands). One of the most important artistic undertakings to this end was
the series of open-air performances of 7he Constant Prince between 1926 and 1927, when Calderon/
Slowacki’s drama was made available to half of Poland’s population. In the first four touring seasons,
Reduta gave over eighteen hundred performances in the smallest towns throughout Poland; between
1929 and 1932, the company visited over one hundred towns in the eastern- and westernmost part of
the country, as well as in the north and south, presenting another thousand performances. Reduta’s tour-
ing was a meant as a service to the society: popularising theatre, making valuable works available to
the public, breaking with theatre elitism and reaching out to every spectator. It was the first endeavour
on such scale in the history of Polish theatre. See D. Kosinski, W. Swiatkowska, Teatr Reduta, [in:]
Encyklopedia teatru polskiego (2019), http://encyklopediateatru.pl/teatry-i-zespoly/1383/teatr-reduta
[accessed: June 23, 2020].
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usefulness and skills. That is why the equipment of Okop, apart from a blackboard
and a book collection, included items such as a geographical map of Poland, an
administrative map, a railway map, and a railway timetable.

When touring, the students performed on stage (they were the second cast,
for example in Jerzy Szaniawski’s Murzynek, which toured in 1933) and interned
in “technical, housekeeping, and administrative” affairs. They were assigned to
particular organisational departments; they served as orderlies and stagehands,
sold tickets and took care of the equipment. Bronistaw Nycz recalled how on the
1925 tour he was responsible for the “postal department”, i.e. sending out and
collecting letters and parcels®, while Stanistaw Hiz wrote about the tour of 1939:
“Osterwa was extremely strict; he demanded a scrupulous and serious approach
to duties. On tour, apart from one’s stage role, everyone had some other func-
tion. Mine . . . was to keep a chronicle”®. His colleague, in turn, measured and
described all stages on which they played. It was a practical test of their commit-
ment, diligence and a sense of belonging to the company. Osterwa put down in his
notebook a speech to the Okop students:

You must realise that the trial of the tour is of utmost importance to you, as way of maturing in
the service of Polish Art. —

If the conditions allow you — and you become engaged in the tour, remember that you must learn
practically the whole touring organisation of Reduta. It is an important, and, let us be honest,
a difficult course. It will be easy if you approach the performance of your tasks with the humil-
ity of patient monks, and the carrying out of your guardians’ orders with the obedience of eager
soldiers.

On the road, you are supposed not only to maintain the character of a model candidate, but also
to develop this character. . . .

First of all, there’s the matter of learning the touring regulations. They must be followed on the
road, even with some exaggeration.

From the company management’s announcements you will learn about the staffing of organisa-
tional departments — you will take turns at them, doing shifts.

You must know by heart the inventory of equipment, your own and that which gets put under
your care. Thus, you will know the inventory of artistic, stage, technical, organisational, railway,
and household equipment. . . .

On the road, you will have enough time for physical exercise, party games, educating yourselves
through Reduta readings and for writing your theoretical essay at Okop — provided that you
strictly follow the daily schedule®®.

% See B. Nycz, Teatr czy uniwersytet?, [in:] O Zespole..., op. cit., pp. 195, 228.

8 S. Hiz, Gars¢ wspomnier Redutowca z lat 1937-1939, [in:] O Zespole..., op. cit., p. 333.

6 J. Osterwa, Przygotowania [Redutowe], [in:] idem, Dzienniki wypraw 19381939, ed. A. Kru-
czynski, W. Swiatkowska, Warszawa 2020 [in print].

26



THEATRE EDUCATION AT REDUTA

Osterwa developed an hour-by-hour schedule for the members of Okop:

Until 9 am you may sleep.

From 9 till 10 am — one hour for washing, (shaving), dressing, and the morning meal.

Until 10 am you should tidy up your beds and the whole carriage.

From 10 till 12 take care of the group’s organisational matters: draw up reports etc.

From 12 till 2 p.m. do organ.[isational] errands outside the train — according to the group man-
ager’s or your guardians’ instructions.

At 2 p.m. show up timely for lunch — at the designated venue, and take your assigned place at
the table.

After dinner until 6 aft.[ernoon] you have the right to individual repose. You may read, write
letters, nap, play chess etc.

At 5 p.m. Okop meeting, according to the sub-leader’s instructions.

From 4 till 6 p.m. absolute silence must be kept in the carriage.

At 6 p.m. you will be preparing for the performance — in the carriage.

At 7 p.m. you are to be present at the place of the performance and prepare on site.

From 8 till 11 p.m. — performance.

From 11 p.m. till midnight daily report.

At 1 a.m. the light in the cars must go off. Silence. Sleep®.

Osterwa recommended that students see the historical sights and cultural at-
tractions of particular towns; that they go sightseeing together, sharing their im-
pressions with one another. They were also supposed to align their reading with
the places visited and combine it with excursions: for example, Krzemieniec was
the place to read Stowacki’s Letters, Krakow — Wyspianski’s Liberation and The
Hamlet Study, and Norwid’s Krakus, Lublin — Fredro’s comedies, Vilnius — Fore-
fathers’ Eve. He also demanded that students avoid restaurants and cafés, as well
as the cinema; drinking alcohol, whistling, and any noisy behaviour were prohib-
ited.

Touring prepared the students for work in challenging conditions (they often
played in places hardly fit for the purpose, or in the open air), taught them how
to improvise and react to difficult situations, how to live together amicably (three
months in one carriage!), how to cooperate and stay disciplined, but most impor-
tantly, it required a social commitment and made them see theatre work as a soci-
etal service and a mission®.

Compared to the Institute in the 1920s, in the 1930s Okop was run with a great-
er emphasis on systematisation and curriculum planning. Osterwa also paid more

7 Tbidem.

68 See W. Swigtkowska, Koncepcje teatru spolecznie zaangazowanego wedtug Juliusza Osterwy,
»Pamietnik Teatralny” 2018 no. 3, pp. 146-168, https://doi.org/10.36744/pt.423 [accessed: June 20,
2020].
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Rostand’s The Man I Killed at the Reduta Institute in Warsaw, Helena Rolandowa, Roman
Zawistowski, Kazimierz Brodzikowski and Nina Swierczewska, 1933, National Digital Archives

attention to discipline, drilling, and obedience. In the first years of operation, the
Reduta school used to have an irregular class schedule, which gave students more
freedom and space for educational experiments. Tadeusz Byrski, one of the first
students, stressed that the Institute had no «teaching grid» whatsoever”, and that
many students were bothered by the “complete lack of academic discipline which
is probably indispensable in a theatre-laboratory”. “One actually witnessed an
aversion to any kind of systematisation of experiences”® — which had its advan-
tages and disadvantages. In later years, following the hard lesson of the Vilnius
period (when many members left and the company suffered disorganisation and
malpractice, including instances of financial fraud), Osterwa emphasised the im-
portance of regulations, charters, and precision in defining the scope of responsi-
bilities and membership conditions. This was related to the general approach of
“reorganising Reduta from the foundations™”, as he put it in a letter to Biatkowski,
and with writing down its “constitution”, i.e. the principles and ideological prem-
ises. A trace of these plans can be found in Osterwa’s wartime note in which he

¢ T. Byrski, op. cit., pp. 176-177.
0 Osterwa’s letter to T. Biatkowski, 9 Oct. 1937, op. cit., p. 220.
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described how students dress or perform a given exercise on command — more
like in the army than at school’". Listed among his requirements were: dedication,
attachment, respect, self-denial (!), diligence in learning, zeal at work, vigilance in
class, responsibility to the service, and exemplary, model behaviour’.

The archive material about Okop (published in the appendix) shows Osterwa’s
consistency in pursuing this direction. He wanted to control his students’ leisure
time: he forbade certain forms of entertainment and demanded continuous educa-
tion and full dedication to studying and work. This was likely also connected with
the desire to maintain a high morale among the students. Osterwa’s predilection
for ordering, regulating, and systematising things’ was manifest in his establish-
ing a hierarchy at Okop (leader, deputy, secretary, junior student, senior student)
and designing uniforms and badges. The curriculum was very precisely elaborated
as well. Particular subjects were assigned to specialists in respective fields; the
teaching staff were to become increasingly professionalised. In Okop, students
were also involved in a greater number of tasks, which was due to the expansion
of Reduta’s activities in the 1930s. They took part in the initiatives of the School
Theatre and the Radio Studio, as well as in poetry mornings organised in collabo-
ration with the students of Polish philology at the University of Warsaw. Thus,
a comparative analysis of the operational principles of the Reduta Institute and
Okop confirms that while the comprehensiveness of education and the practical
approach to training remained the most important aspects of Reduta’s educational
system, with time both theory and practice were taught in an increasingly system-
atic and calculated manner.

THE ETHOS

Zbigniew Osinski stressed that the Reduta Institute exhibited an almost mo-
nastic discipline’; the ideological and artistic programme was radical and the
requirements high. The principles introduced by Osterwa in the Reduta company,
at the Institute, in Okop, and on tours were inspired by monastic organisation; they
were aimed at teaching humility and conscientiousness, and above all at ensuring
that individuality would be subordinated to teamwork. Michat Orlicz wrote about
“the gravity of work” and about “celebrating work at Reduta””, and Zbigniew

"I See J. Osterwa, Przez teatr — poza teatr, op. cit., pp. 300-312.

2 Tbidem, p. 305.

73 T discussed this obsession of sorts in W. Swia,tkowska, Ujarzmic Ananke, [in:] J. Osterwa, Dzienniki
wypraw..., op. cit.

™ Z. Osinski, Pamigé..., op. cit., p. 82.

5 M. Orlicz, op. cit., p. 293.
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Raszewski even mentioned “work fanaticism”’°. Ireneusz Guszpit noted that “The
rigour of Reduta work and the sacrifices it required were compensated for by the
voluntary nature of our choice and by the joyful sense of community””’. This
was Osterwa’s way of turning a group of sometimes random people into a proper
team, teaching them cooperation and co-responsibility. By strictly enforcing obli-
gations and imposing rigid discipline, Osterwa did not so much educate actors as
ideologically committed theatre activists, or even social activists. Byrski stressed
that Reduta’s main “concept in theatre education” was “an actor comprehensively
prepared for the profession: for both the work itself and for civic duties”’®. Simi-
larly, Sznaper-Zakrzewska wrote: “Reduta was a great school for the art of acting,
and at the same time a great school for social life, a rich, fully-fledged stream of
work””’, and Malkowska declared that Osterwa above all “insisted that if someone
decided to work at the theatre, it should be the most important matter in his or her
lifes0,

Such were the maximalist demands of the Reduta school — theatre was to con-
stitute the most important thing or cause in one’s life. Commemorating Osterwa
after his death, Aleksander Zelwerowicz declared that he was “a downright bril-
liant educator . . ., and [that] the Reduta Institute, for many years to come, will
play a great role in the history of Polish theatre and in shaping the professional
ethics of the Polish actor”®!. He was not mistaken. And even more importantly,
the holistic and maximalist approach to the performing arts, introduced in Reduta
and perpetuated by means of innovative teaching methods, has played a decisive
role in the process of raising the social status of the acting profession in Poland.

Translated by Zofia Ziemann

Z. Raszewski, Krotka historia teatru polskiego, Warszawa 1977, p. 201.

7 1. Guszpit, Wstep, op. cit., p. 52.

8 T. Byrski, op. cit., p. 183.

S. Sznaper-Zakrzewska, op. cit., p. 348.

80 H. Matkowska, op. cit., p. 89.

81 A. Zelwerowicz, O sztuce teatralnej, ed. B. Osterloff, Wroctaw 1993, pp. 189-191.
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ANEKS

Fragment dotyczacy organizacji Okopu pochodzi z zeszytu Przygotowania [Redutowe]® prowa-
dzonego przez Juliusza Osterwg pomigdzy czerwcem a wrze$niem 1939. Raptularz jest przechowywa-
ny w zbiorach Muzeum Teatralnego w Warszawie, w stawnej walizce Osterwowej przekazanej przez
Mari¢ Osterweg-Czekaj w 1997 (sygn. MT/1X/480/2). Do druku zostaty wybrane karty 12, 14-27 r¢ko-
pisu, gdyz stanowig one calostkg poswigcona szkole Reduty. Konczacy fragment wpis: ,,Zwyczajowy
plan zajg¢ Okopu w objezdzie” mozna datowac¢ dzigki notatce w dzienniku z Wyprawy z ,, Powrotem
Przeleckiego”, w ktorej Osterwa pod data 24 czerwca 1939 (podczas postoju w Skarzysku) zapisat:
,,.Ulozytem rano: «Zwyczajowy plan zaj¢¢ Okopu w objezdzie» i «Obyczajowe zwroty redutowe w ob-
cowaniu wzajemnym i podczas wspotpracy»”®*, Mozna zatem przypuszczaé, ze publikowane tu mate-
rialy dotyczace organizacji szkoly powstaly w czerwcu 1939. Wczeéniejsze karty Przygotowarn [Redu-
towych| zawieraja bardzo skrotowe 1 schematyczne notatki z planami repertuarowymi Reduty, obsada-
mi sztuk, kalendarzem premier, spisy nazwisk redutowcow, przyjaciot Reduty, honorowych cztonkow
i zwolennikow, wyliczenia dramatow. Sa to w duzej mierze zapisy szkicowe — inwentarze wyliczenia
— czgéciowo niekompletne, notowane przewaznie otdwkiem i pozostawione do rozwinigcia. Zajmuja
one trzynascie pierwszych stron zeszytu. Dalej Osterwa planuje organizacje objazdow Reduty: robi
spisy sprzetow potrzebnych w objezdzie, opracowuje repertuar i obsady, notuje zasady wynagrodzen,
ustala reguty obowigzujace w wagonach, wyznacza obowigzki uczestnikow, rozdysponowuje zadania,
projektuje formularze, w koncu planuje marszruty i wypisuje miasta. Ta cz¢$¢ (k. 26—64) zostala przy-
gotowana do druku w tomie Dzienniki wypraw 1938—1939, w ktorym znajduja si¢ dzienniki Osterwy
ze zbiorow Muzeum Teatralnego: Podroz do Ceuty (1939) oraz dwie relacje z objazdéw — z dramatem
Stefana Zeromskiego Uciekla mi przepioreczka (1938) oraz z Powrotem Przeleckiego Jerzego Zawiey-
skiego (1939). Obszerny fragment Przygotowan [Redutowych] zostat decyzja redaktoréw wiaczony
do wydania dziennikow wypraw jako immanentna czastka, ktora moze da¢ czytelnikom wyobrazenie
0 organizacyjnej stronie objazdow. W tomie relacji z tras nie znalazt si¢ jednak publikowany tutaj frag-
ment dotyczacy organizacji uczelni Reduty. Catostka ta wydaje si¢ skoniczona i interesujgca, mozna ja
czyta¢ w kontekscie dalszej czgéci Przygotowan [ Redutowych] drukowanych w ksiazce. Przygotowania
[Redutowe] to de facto dwie osobne catostki: organizacja Okopu oraz organizacja objazdow.

Okop to nazwa uczelni W.I.LR. (Warszawskiego Instytutu Reduty) obowigzujaca od pazdziernika
1937, wezesniej uczelnia ta funkcjonowata jako Instytut Reduty. ,,Mlodych adeptow sztuki postano-
wiono ksztatci¢ metodycznie w kierunku scenicznym. Instytut teatralny przeksztatcit si¢ w szkote pod

82 Tytul ,,Przygotowania” pochodzi od Osterwy, natomiast stowo ,,Redutowe” dopisala Matylda
Osterwina, dlatego umieszczam je w nawiasie kwadratowym. )

8 J. Osterwa, Dzienniki wypraw 1938-1939, red. A. Kruczynski, W. Swigtkowska, Warszawa 2020
[w druku].
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kierunkiem pani Gallowej. Szkote t¢ ochrzczono mianem Okop™** — notuje jeden z adeptéw; Okop to
pdzniejsza nazwa Instytutu — dodaje druga® sposréd uczestnikow; ,,Okop byt szkotg mtodych redutow-
cOW”%¢ — uzupelnia trzeci wychowanek.

Notatki Osterwy na temat organizacji Okopu to plan przygotowan do nowego roku szkolnego,
ktory miat zaczac si¢ we wrzesniu 1939. Osterwa ustala program nauczania, rozdziela wyktady, roz-
pisuje rok szkolny i harmonogram zaj¢¢. Okresla obowiazki ucznia, zasady przyjmowania do Okopu,
wymagania wstgpne wobec kandydatow, ¢wiczenia praktyczne, praktyki objazdowe, kryteria oceny.
Rozwaza kwestie finansowe, stypendia i wynagrodzenia. W koncu omawia strdj uczniow (szaty, ptasz-
cze, odznaki okopowe, napier$niki, chusty, opaski) i projektuje legitymacje.

Ten materiat jest cennym uzupelnieniem wiedzy na temat redutowego systemu szkolnictwa.
Uzmystawia, ze Osterwa powaznie podchodzit do metod ksztalcenia adeptow, a Okop byt profesjo-
nalng ,,uczelnig ze zdecydowanym programem i regulaminem™’. Osterwa doskonale zdawat sobie
sprawg, jak wazne jest edukowanie kolejnych pokolen. Jak myslat o przysztosci, u§wiadamia bele-
tryzowany zapis etapow edukacji, ktory sformutowat juz podczas okupacji (w listopadzie 1940). Na
przyktadzie historii Janiny Smuzanki (fikcyjnej corki Smugoniéw z dramatu Uciekfa mi przepio-
reczka Stefana Zeromskiego), ktora zapisuje sie na zajecia w Okopie, Osterwa kresli obraz nowo-
czesnego szkolnictwa teatralnego®®. Caty pomyst trafnie charakteryzuja stowa Adama Mieczystawa
Sznapera, odwotujace si¢ do militarnego nazewnictwa wymyslonego przez Osterwe: ,,Reduta byta
forteca i przybytkiem Muzy, Okop byt jej przedmurzem”®. Kazdej reducie potrzebny jest okop, by
mogta sprawnie funkcjonowacé i petni¢ swe zadania.

Pisowni nie uwspotczesniano, zachowano uktad graficzny tekstu, oczywiste btedy piora i interpunk-
cje poprawiono bez zaznaczania; uzupehienia edytorskie pojawiaja si¢ w nawiasach kwadratowych.

JULIUSZ OSTERWA
OKOP

Zwyczaje:
Azeby wstapi¢ do Okopu, nalezy si¢ zapisaé
na cztonka nadzwyczajnego Tow.[arzystwa] Zespotu Reduty
do t.[ak] z.[wanego] grona ,,Przyjaciot Reduty”
Przyjaciel Reduty ma prawo przebywac¢ w Okopie w charakterze Goscia — za zgoda
[kierownika Instytutu Reduty — przekreslone] Nacz.[elnego] Kier.[ownictwa] R.[eduty]

8 A. M. Sznaper, Pierwsze kroki, [w:] O Zespole Reduty 1919-1939. Wspomnienia, Warszawa
1970, s. 325.

85 ,Grupa pierwszych wychowankow Instytutu, pdzniejszego Okopu, byta nieliczna. Dopiero
z biegiem lat zwigkszaty si¢ ich szeregi”, A. Wojcikiewicz-Rumlowa, O ostatnim Instytucie Reduty,
[w:] ibidem, s. 339.

8 S. Hiz, Gars¢ wspomnien Redutowca z lat 1937-1939, [w:] ibidem, s. 335.

87 List Osterwy do T. Biatkowskiego z 9 X 1937, [w:] Listy Juliusza Osterwy, red. E. Krasinski,
Warszawa 1968, s. 220.

8 J. Osterwa, Przez teatr — poza teatr, wybor i oprac. I. Guszpit, D. Kosinski, Krakow 2004,
s. 300-312.

8 A. M. Sznaper, op. cit., s. 325.
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Zapoznaje si¢ z Opiekunem Okopu, ktory go zapoznaje z Przodownikiem, ten
z V1-kg”® —
VI-ka zapoznaje z wszystkimi cztonkami Okopu. —

*

Go$¢ ma prawo przybywac i przebywaé w Okopie, kiedy zechce i jak dtugo zechce. —

k

Instrukcja dla Opiekuna Okopu i VI-ki
Sprawdzi¢ opini¢ Zarzadu Zespotu Reduty

Gos¢ moze zosta¢ stalym Stuchaczem Okopu na wniosek VI-ki (Przodownika), o ile
otrzyma na to zezwolenie Opiekuna Okopu.

Stuchacza obowiazuje obecno$¢ na wyktadach. W ¢wiczeniach moze bra¢ udziat za
zgoda VI-ki (Przodownika) i Opiekuna Okopu.

Stuchacz bedzie przyjety do Okopu na probe w charakterze Ucznia I-go stopnia, mtod-
szego —

I.  jesli poda doktadne odpowiedzi na pytania dotyczace osobistych spraw wedlug
zataczonego kwestionariusza
1. jesli si¢ wykaze znajomoscia:
A.
a) Statutu Tow.[arzystwa] Zespotu Reduty
b) Regulaminu Inst.[ytutu] R.[eduty]
¢) Regulaminu Okopu R.[eduty]

B. lektury redutowe;j:

1. Listy Stowackiego

2. Promethidion Norwida
3. Studium o Hamlecie

III. jesli sobie sprawi:
a) ptaszcz do pracy
b) str6j do ¢wiczen ruchowych

* Sprawdzi¢ odpowiedzi na pytania:
1. imi¢ i nazwisko
2. wiek — data urodz.[enia]
3.  wyznanie
4. miejsce urodzenia

% Szbstka to okreslenie zbiorowego ciata kierownictwa — zespotu administracyjnego szkoly — dzia-
tajacego pod kierunkiem Opiekuna Okopu. Por. dalsze zapiski.
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wyksztalcenie

umiejetnosci artyst.[yczne]
stanowisko socjalne

intencja wstapienia do R.[eduty]
polozenie materialne

adres

Zbada¢ warunki zewngetrzne:
1.

A

zdrowie

wzrost, budowa, rysy

glos, sita, brzmienie, oddech
wymowa

stuch, poczucie rytmu
spojrzenie

ruchy

Zbada¢ wiedzg redutowa: regulaminy

wiedze lektury redutowe;j

Uczen mlodszy

obowiazany jest: podda¢ si¢ wstepnemu badaniu

* przybywac punktualnie na wyktady i ¢wiczenia

* wypetnia¢ polecenia Przodownika i Op.[iekuna] Okopu
* co tydzien wplaca¢ dobrowolnie zaofiarowana sktadke
* uzywac stownictwo Reduty

Wybadac¢ stosunek do: religii, wiary

do rodziny, ludzi

przekonania polityczne
stosunek do przyrody

do otoczenia zywego

do kraju — ojczyzny

Zbada¢ inteligencje

zdolnosci
zapat
charakter

Zbada¢ wiadomosci
historii powsz.[echnej] 1 polskiej
historii literatury

o0 sztuce
o malarstwie, rzeZbie
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0 muzyce, $piewie
o tancu

o literaturze

o teatrze

0 scenie

o Reducie

Wyktady dla uczniow

+ Statut Reduty (Jezewska®', Mystakowska®?)

+ Regulamin (zasady) R.[eduty] (Mystakowska)

Organizacja L[nstytutu] R.[eduty] (Mystakowska, Zielinski®®)
Regulamin Okopu (Gallowa®*)

+ Stownictwo R.[eduty] (J. O.%, Przodownik, Luczynski®®)
Administracja (Przod.[ownik])

Sekretariat

Skarbnikostwo (ksiggowos¢ — ksiegowy)
Sprawy objazdowe (Babolski®?)

Jezyk polski (Jezewska, Kochanowicz?®) Literat.[ura] dram.[atyczna] (Jezewska)
Gramatyka, stylistyka, prozodia Literat.[ura] pol.[ska]

ol Kazimiera Jezewska z d. Zwierzynska (1902-1979), kierowniczka literacka. Ukonczyta Uni-
wersytet Warszawski. Od 1931 wspolpracowata z warszawskim Instytutem Reduty jako kierowniczka
literacka oraz kierowniczka archiwum i biblioteki. Byta autorkg tekstow i adaptacji scenicznych dla
Teatru Szkolnego Reduty oraz sekretarzem Kapituty Reduty.

%2 Zofia Mystakowska z d. Braun (1896-1957), aktorka i rezyserka, zwigzana z Redutg w latach
1919-1924, 1925-1928, 1932-1939, 1946-1947. W Instytucie Reduty prowadzita ¢wiczenia scenicz-
ne. Osterwa zaliczat jg do grupy ,,redutowcoéw kapitulnych”.

% Edward Zielinski (1897-1958) w latach 1925-1929 byt w zarzadzie Reduty w Wilnie, w 1929—
1930 byt dyrektorem dziatu administracyjno-gospodarczego i dyrektorem administracyjnym w okresie
1931-1939, 1946-1947.

%% Halina Gallowa z d. Kacicka (1890-1974), aktorka, rezyserka i pedagog, zona Iwona Galla,
z ktorym dotaczyta w 1923 do zespotu Reduty. Z Redutg byta zwigzana w latach 1923-1930, 1938-
1939. Od 1927 praktycznie prowadzita Instytut Reduty, wyktadajac w nim do wybuchu II wojny $wia-
towej (byta specjalistka od nauki dykcji i recytacji). Zaliczana byta przez Osterwe do ,,redutowcow
kapitulnych” i najwierniejszych sojusznikow.

%5 Juliusz Osterwa.

% Tadeusz Luczynski, wlasc. Mroczkowski (ur. 1906), aktor, z Instytutem Reduty zwigzany w la-
tach 1932-1939 (objazdy).

7 Eugeniusz Babolski (1894-1965) pracowat w Reducie od 1926 do wybuchu I wojny $wiatowej,
administrator Reduty w Grodnie i Wilnie. Zaufany wspotpracownik Osterwy, ktory czesto powierzat
mu kierownictwo redutowych objazdow.

% Jan Kochanowicz (1879-1969), aktor, rezyser, dzialacz teatralny i spoleczny. Wystepowat w Re-
ducie w latach 1919-1924, potem przeszed! do zespotu Teatru im. Bogustawskiego. Ponownie wspot-
pracowal z Instytutem Reduty w latach 1938-1939.

35



WANDA SWIATKOWSKA

Fonetyka Literat.[ura] dram.[atyczna] pol.[ska]
Geografia Polski Fredro
Historia (Jezewska) Stowacki (Jezewska)
Kultura Mickiewicz
Krasinski
Norwid
Teatr polski (Swierczewski®) Wyspianski

Scena polska
ZASP (Kossowski'%)

0 zachowaniu sig...
0 sposobie spozywania i picia
o ubieraniu si¢

Wyktady spisa¢ — protokotowac

1) egz.[emplarz] dla archiwum R.[eduty]
2) dla kierownictwa Okopu

3) dlaarchiwum Okopu

4)  do przejrzenia, czytania

Cwiczenia dla Okopu

Cwiczenia  oddechowe (Przodownik, ks. Wilczewski'®")
gtosu (J. O., Przodownik)
$piewu (Rutkowski'??)

% Eugeniusz Swierczewski (1894—1944), dyrektor, kierownik literacki teatru, recenzent i krytyk
teatralny, thumacz. W Reducie w latach 1922-1923 peknit funkcj¢ sekretarza, potem sekretarza literac-
kiego (sformutowat dla prasy podstawy ideologiczne i program artystyczny teatru w artykule Redu-
ta, ,,Scena Polska” 1922 nr 3). W Instytucie Reduty wyktadat histori¢ teatru (1922-1924). W okresie
1932-1933 byt kierownikiem literackim Instytutu Reduty i redaktorem ,,Wiadomos$ci Redutowych”.
W 1944 zostal powieszony z wyroku AK jako agent gestapo.

100 Jerzy Kossowski (1889-1969), aktor, rezyser, kierownik artystyczny teatru, pisarz i tlumacz.
W latach 1925-1927 byt w zarzadzie Reduty wilenskiej (wspdlnie z Edwardem Zielinskim), w sezonie
1926/27 petnit funkcje kierownika administracyjnego i kierownika ,,grupy grodzienskiej”. Jako aktor
wystgpowat w Reducie w latach 1924-1927, 1936 (Teatr Radiowy, Wesele).

101 Ks. Stanistaw Wilczewski (1886-1980), logopeda, kaznodzieja. Ukonczyt studia z fonetyki
eksperymentalnej i filologii na Uniwersytecie w Hamburgu oraz w Panstwowym Laboratorium Fone-
tycznym pod kierunkiem prof. G. Panconcelli-Calzii, zakonczone w 1921 doktoratem. Specjalizowat
si¢ w zakresie fizjologii wytwarzania glosu oraz leczenia zaburzen gltosu i mowy. W 1927 zalozyt w Ka-
towicach Instytut Fonetyczny — Poradni¢ Logopedyczng. Wyktadat fonetyke pastoralng w seminariach
duchownych. W 1929 jako jeden z pierwszych ksigzy glosit kazania w Polskim Radiu. Byt cztonkiem
Polskiego 1 Migdzynarodowego Towarzystwa Logopedycznego.

102 Bronistaw Rutkowski (1896-1964), muzyk, pedagog, kierownik muzyczny teatru. Wspotpraco-
watl jako dyrygent, chormistrz i kompozytor z Leonem Schillerem przy jego widowiskach muzycznych
wystawianych w Reducie: Pastoratka (1922), Wielkanoc (1923) i Nowy Don Kiszot (1923). Zwiazany
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milczenia (Przodownik)
skupienia (Przodownik)
harmonii sprzegow (Berger'®®)
ruchu (Przodownik)

rytmiki (Mikolajczewska'%*)
tanca (Mikotajczewska)
wymowy Redutowej (J. O., Gallowa)
pamigci

szermierki (kap.[itan] Hutt'*)
wiersza

rysunku (Waczkiewicz!'% [?])

Teorig spisaé, jak wyktady.

Sprzegi — czujnosci

Archiwum R.[eduty] (Jezewska)
Biblioteka (Porczynska'?)
Zbiory (Michajto!'%)

Sprzet Okopu (Przodownik)

Sprzet artystyczny (Iwo Gall'?)
techniczny (Luczynski)
kolejowy (Luczynski)

z Redutg w latach 1922-1925, 19331934, 1938-1939. W Instytucie Reduty prowadzit zajecia z umu-
zykalnienia, solfezu i lekcje $piewu. W latach 1923-1925 byt kierownikiem wokalnym Instytutu (wraz
z Karoling Pietraszewska).

103 Ludwik Berger (1911-1943), aktor, rezyser. Od 1930 wystepowal w przedstawieniach objazdo-
wego zespotu Reduty. Od 1931 byt stuchaczem Instytutu Reduty w Warszawie, potem sam prowadzit
zaje¢cia dla mtodszych kolegow (kontakt z partnerami) i zostat jednym z opiekunow Okopu. Byt row-
niez organizatorem przedstawien szkolnych (do 1939). Podczas drugiej wojny $wiatowej organizowat
wieczory recytatorskie i przedstawienia konspiracyjne. Byt dziataczem harcerskim. Zgingt w walce
z niemiecka zandarmerig w okupowanej Warszawie.

104 Zofia Mikolajczewska (1908-1984), tancerka, choreograf. Wspotpracowata z Instytutem Redu-
ty w latach 1936-1939, w Okopie opracowywata choreografi¢ i prowadzita zajecia z ruchu scenicznego.

105 K pt. Wiktor Hutt (brak danych), pedagog gimnastyki i szermierki w Instytucie Reduty 1924-1925.

106 By¢ moze pomytka Osterwy i chodzi o Tadeusza Waczkowskiego (1919-1981), aktora, w Insty-
tucie Reduty w latach 1936-1939 (Teatr Szkolny).

107 Helena Maria Porczynska (1904—1984), polonistka, bibliotekarka w Reducie wilenskiej (1924-1929).

108 Bolestaw Michajto (ur. ? — 1944, zamordowany na Pawiaku) pracowal w Reducie w pracowni
perukarskiej (1929-1930), w objazdach (1931) i w administracji (jako opiekun mienia) 1932-1939.

199 Two Gall (1890-1959), scenograf, rezyser, dyrektor teatru. W 1923 dotaczyt wraz z zong do Re-
duty; pracowal w niej w latach 19231930, 1934, 1936, 1938-1939 jako scenograf, rezyser i kierownik
artystyczno-techniczny, czuwajacy nad caloksztaltem spraw plastycznych (projektowat stroje robocze,
wystroj wnetrz teatru). W Instytucie Reduty wyktadat historig sztuki i malarstwo, byt takze kierowni-
kiem archiwum i biblioteki Instytutu.
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Czujnos¢ zewngetrzna (Przodownik)
administracyjna (Przodownik)

Czujnos¢ wewngetrzna (Przodownik)

Metody artystycznej pracy (J. O.)
organizacyjnej (E. Zielinski)
technicznej (Gall, Luczynski)

Sprzegi

z malarstwem poprzez wystawy (Lorentz'!?, Tow.[arzystwo] Zach.[ety]'")
z muzyka poprzez koncerty (Gotebiowski''?)

z kinem (Buchwaldowa''?)

z radiem (Gallowa)

z scenami i teatrem

Stopnie dojrzewania

Uczen mtodszy

ktory si¢ wykaze odpowiednig iloscig obecnosci na wyktadach i ¢wiczeniach w Okopie —
— znajomoscig zasad, zwyczajow, regulaminow Redutowych

— wydajnos$cig pracy organizacyjnej (czujnosci)

— znajomoscig dziatow Reduty (arch.[iwum], bibli.[oteka], zbiory, sprzgty)

— dobrg opinig wyktadowcow, nauczycieli

moze by¢ dopuszczony do pokazu publicznego — Okopowego

i zosta¢ Uczniem Starszym.

Decyduje o tem VI-ka i Opiekun Okopu.

%

Uczen starszy, ktory przejdzie praktycznie i zadowalajaco staz objazdowy — zostanie
na wniosek Op.[ickuna] Okopu i Dyr.[ekcji] Instytutu [kandydatem Reduty — skreslone]
Przodownikiem Okopu.

*

[Kandydat Reduty — skreslone] Przodownik Okopu moze zosta¢ redutowcem, czyli
zwyczajnym czlonkiem Tow.[arzystwa] Zespotu Reduty na wniosek Dyr.[ekcji] Instytutu
— zatwierdzony przez Zarzad Z.[espolu] R.[eduty], o ile wykaze si¢ doktadng znajomo-

10" Stanistaw Lorentz (1899-1991), historyk sztuki, muzeolog, dyrektor Muzeum Narodowego
w Warszawie (1935-1982), kierowat Katedra Historii Sztuki na Uniwersytecie Warszawskim.

" Towarzystwo Zachety Sztuk Pigknych powolane w Warszawie w 1860. W 1900 powstat gmach
Towarzystwa projektu Stefana Szyllera, gdzie miesci si¢ dzi§ Zacheta Narodowa Galeria Sztuki.

112 Leon Golgbiowski (1914-1954), aktor, w latach 1938-1939 w Instytucie Reduty (Okop).

113 Maria Buchwaldowa z d. Kryszkiewicz (1910-2003), zwigzana z Instytutem Reduty w latach
1934-1939: uczestniczyla w objazdach, wystgpowata w Teatrze Szkolnym, wspotpracowata ze Stu-
diem Radiowym, byta jedna z opiekunek w Okopie.
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$cig pelnej organizacji R.[eduty] (odcinek Pok.[azow] Szk.[olnych], Pok.[azéw] Miejsc.
[owych] 1 Pok.[azow] Obj.[azdowych]), zasad ideowych, metod pracy art.[ystycznej],
propagandowej, administracyjnej i techn.[icznej].

Obyczajowe zwroty redutowe w obcowaniu wzajemnym i przy wspolpracy

- W zasadzie, w$rod Zespotu Reduty — w obcowaniu towarzyskim, kolezenskim i przy
wspotpracy redutowej — unika si¢ uzywania nazwisk, stosuje si¢ je tylko do ,,Przyjaciot
Reduty” — nawet, kiedy biora udziat w zyciu Reduty, jako goscie lub stuchacze.

— Redutowcy starsi przemawiaja do siebie po imieniu (redutowym), do mtodszych re-
dutowcow i kandydatow zwracaja si¢ ,,per kolego”, dodajac imi¢ zdrobniate; do ucznidow
starszych ,,per pan” z imieniem zdrobniatym, do ucz.[nidw] mt.[odszych] ,per pan”
z imieniem chrzestnym. Do ,,ochotnikow” ,,per pan” z nazwiskiem, do wspdtpracowni-
kow blizszych ,,per pan” z im.[ieniem] chrzestnym.

%

Uczniowie mlodsi ze soba: kolego + imi¢ zdrobniate

do starszych: kolego + imi¢ chrzestne

do kand.[ydatow] i red.[utowcOw]: panie + imi¢ chrzestne
Uczniowie starsi do mtodszych: kolego + imig chrzestne

ze soba: kolego + imi¢ zdrobniate

do kand.[ydatow] i red.[utowcOw]: panie + imi¢ zdrobniate
Do gosci i stuchaczéw: pan + nazwisko lub imi¢ chrzestne.

— Gos¢ i stuchacz optacajg sktadki wprost do Tow.[arzystwa] Zespotu R.[eduty]

— Uczniowie optacajg sktadki wedlug umowy z VI-kg

— Uczniowie miodsi nie otrzymuja zadnych wynagrodzen

— Uczniowie starsi mogg otrzymywac stypendialne honorarium

— [Kandydaci Reduty — skre§lone] Przodownicy Okopu maja prawo do punktow wedtug
,.klucza procentowego” — ktory dotyczy pracownikow redutowych.

*

Uczniowie Okopu w objezdzie sa nadal uwazani za uczniow podporzadkowanych
Opiekunowi Artystycznemu i sg obowigzani do dalszych ¢wiczen organizacyjnych.

*

Pobieraja wynagrodzenia wedhug ,.klucza procentowego” (jako uczniowie mtodsi
i starsi lub kandydaci).
£

Na wniosek Opiekuna Art.[ystycznego,] Kierownika grupy i Kier.[Jownika] Pok.[azow]
Obj.[azdowych] moga otrzyma¢ specjalne wynagrodz.[enie] z kasy Tow.[arzystwa] Zesp.[otu]
R.[eduty].
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Stopnie Okopowe sg zalezne od:
znajomosci  organizacji Okopu
organizacji Instytutu

organizacji Zespotu Reduty

1 wydajnosci pracy artystyczne;j
pracy technicznej

pracy objazdowej (kolejowej)

Stopnie §wiadectw

L. tworczy — pomystowy

II. odpowiedzialny — zna b.[ardzo] dobrze
III. gorliwy — zna dobrze

IV. uczy si¢ — pilny

V. nie wyznaje si¢ — nie zna

* Nalezy prowadzi¢ doktadng ewidencj¢ uczniow
* Legitymacje
Kierownictwo Inst.[ytutu] Reduty
zaswiadcza
izp. X.Y.
jest cztonkiem uczelni Zespotu Reduty

*

(przebywa w Instytucie Reduty)
w charakterze. .. ucznia mlodszego

%

— Zaswiadczenie —
W imieniu Kierownictwa Warsz.[awskiego] Inst.[ytutu] Reduty
zaswiadcza si¢ na zyczenie p. X.Y.
zep. X.Y.
przebywat w Inst.[ytucie] Reduty
od dnia —
w charakterze ,,ucznia mtodszego” —

Opiekun Uczelni W.I.LR

— odznaki Okopowe
— napiersniki podczas obrad + chusty
— opaski stuzbowe
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Wstepne wyktady:

* Regulaminy, Statut Inst.[ytutu], Okop[u]

* Literatura: Listy Stow.[ackiego], Promethidion, Studium o Hamlecie
* Stownictwo Reduty

* Geografia Polski

* Historia Polski

* Historia lit.[eratury] dram.[atycznej]

* Sprawy objazdowe

Cwiczenia wymowy redutowej
Gimn.[astyka], rytm.[ika], tance
Spiew
Milczenie, symetryczno$é
Pamig¢

Czujnosci

Poznanie Arch.[iwum]
Bibl.[ioteki]
Zbiorow
Sprzetu

Sekretariat

* Sprzet Okopu *

* Mapa geogr.[aficzna] Polski
administr.[acyjna]
kolejowa

* tablica

* biblioteczka

* rozktad jazdy kolejowy

napiersniki

opaski stuzbowe

plaszcze — o[d]znaki Okopowe

szaty

Tworzywo Okopu

+ Oda do miodosci, Veni Creator

+ Psalmy Gomoiki, Bogurodzica

+ Polonez, krakowiak, mazur, kujawiak

+ Snieg, Piersciei Wielkiej Damy, Przepiéreczka
Balladyna, Lilla Weneda, X. Nieztomny

+ Maliny Chodzki
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+ Misterium!'** Stryjenskiej
+ Misterium nocy majowej Morstina
+ Wanda Norwida, Krakus

Cwiczenia Okopowe

* milczenia, skupienia

* symetryczno$ci

* karuzel, (Lajkonik), konna jazda

* gimnastyka — ,,szwedzka”!!5, kosowska!!®, redutowa
* oddechy

* mimika

— Kultura artystyczna —

Tres¢ Spiewna:

1. Psalmy Gomoétki
2. Bogurodzica

3. koleda z Ziotej Czaszki
4. Swiety Boze

5. koledy

6. Wesoly nam dzien
7. $piewy gregorianskie

8. piesni do Ks.[igcia] Nieztomnego
9. choér Lilli Wenedy

10. Wesele

Tres¢ taneczna:

1. Polonez Chopin: Etiudy

2. Krakowiak Walce

3. Mazur Imprompta

4. Kujawiak — oberek Nocturny

5. Taniec goralski Sonata h-moll

6. Lajkonik Polonezy

walc Polonezy Oginskiego
trojak Kujawiaki (plyty)

14 Pascha. Piesn wielkanocna. Widowisko religijne w VI obrazach — misterium, autorski scena-
riusz Zofii Stryjenskiej (rkps w zbiorach Biblioteki Jagiellonskiej).

15 Gimnastyka szwedzka — rodzaj ¢wiczen gimnastycznych zapoczatkowanych przez Pera Henrika
Linga i jego syn Hjalmara Linga na poczatku XIX w. w Szwecji. Charakteryzowata si¢ powolnymi
ruchami o $cisle okreslonych kierunkach.
116 0d Kosowa — miasteczka w Karpatach Wsch., w powiecie stanistawowskim, obecnie na Ukrainie.
W latach 1891-1939 dziatato tam sanatorium prowadzone przez doktora Apolinarego Tarnawskiego, pio-
niera i propagatora medycyny naturalnej, do ktérego Osterwa regularnie jezdzit na leczenie i wypoczynek.

42

Tre$¢ malarska:
1. Matejko

2. Grottger

3. Ruszczyc

4. Drabik

5. Malczewski
6. Mchoffer

Tre$¢ muzyczna:



THEATRE EDUCATION AT REDUTA

taniec solowy Muz.[yka] Marczewskiego!'"” (do Ks.[igcia] Niezl.[omnego))

taniec zespotowy Muz.[yka] Dziewulskiego''$
Muz.[yka] Kondrackiego'”
Muz.[yka] Dateckiego [?]
Moniuszko
Gall'?
Zelenski
Paderewski

Program prac w Okopie

Od 15 | 25 sierp.[nia]: formalno$ci
wybor VI-ki
regulamin Okopowy — Zasady redutowe — zwyczaje
statut — regulamin
ptaszcze Okopowe — o[d]znaki

0d 1| 29 wrze$.[nia]: Cwiczenia
pon.: ruch (Mikolajczewska)
wtor.: glos (Raczkowski!?!)
$roda: wymowa (Gallowa)
czwartek: ruch
piatek: gtos, milczenie
sobota: wymowa

str6j gimn.[astyczny] — lektura Okopowa

7 Lucjan Marczewski (1879-1935), kompozytor i pedagog muzyczny; w latach 1912-1914 pro-

wadzit w Warszawie wlasne liceum muzyczne; autor muzyki do przedstawien teatralnych, utworow
fortepianowych, piesni choralnych i solowych. Skomponowat muzyke do Ksigcia Nieztomnego w rezy-
serii Osterwy, wystawionego w Teatrze Polskim w Warszawie (prem. 13 IX 1918).

18 Eugeniusz Dziewulski (1888-1978), dyrygent, kierownik muzyczny i dyrektor teatru, rezyser,
scenograf. Kierownik muzyczny i pedagog w Instytucie Reduty w latach 1924-1929. Komponowat
muzyke do wigkszosci przedstawien Reduty w okresie wilefiskim i dyrygowat jej wykonaniem (m.in.
do Wesela, Wyzwolenia, Nowego Don Kiszota, Ptaka, Snu, Betleem Ostrobramskiego, Erosa i Psyche,
Ksigcia Nieztomnego).

11 Michat Kondracki (1902-1984), kompozytor, pedagog, publicysta muzyczny. Byt wspotorgani-
zatorem 1 wiceprezesem Polskiego Towarzystwa Muzyki Wspotczesnej, nalezat do czotowki polskiej
awangardy muzycznej w okresie miedzywojnia. Zbierat takze folklor muzyczny Huculszczyzny, Pod-
hala i Zywiecczyzny.

120 Jan Karol Gall (1856—1912), kompozytor, dyrygent, pedagog i krytyk muzyczny, ojciec Iwona
Galla. Wyktadat w konserwatoriach w Krakowie i Wroctawiu, od 1896 dyrygent choru Echo-Macierz
we Lwowie. Autor licznych pies$ni solowych i choralnych oraz opracowan piesni ludowych.

121 Feliks Raczkowski (1906-1989), pedagog, organista, kompozytor. Uczen Bronistawa Rutkow-
skiego, od 1937 wykladowca w warszawskim konserwatorium. By} organista w kosciele Swietego
Krzyza w Warszawie i autorem licznych opracowan pieéni koscielnych.
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Od 15 wrze$.[nia] wyktady:
pon.: kultura hist.[orii] art.[ystycznej] (ogdlna) (Gall)

wtor.: teatralna (Orlicz'?2, Swierczewski)
$rod: literacka (Jezewska)

czZwW: muzyczna (Gotembiowski'?)

piat: taneczna (Mikotajcz.[ewska])

sob: mal.[arska], rzezb.[iarska] (Gall)

wycieczki (Lazienki), kino, odczyty, koncerty, wystawy

Od 1 pazdz.[iernika]
— ¢wiczenia pamigci
— analizy
Od 15 pazdz.[iernika] — metody pracy artyst.[ycznej]
Od 1 listop.[ada] — sytuacyjnosc
Od 15 listop.[ada] — Spetnia.

Posuniecia w $piewie

* glos, oddechy

* nuty

*tre§¢: 5,3,4,8-1,2,6,7
9’ 10124

Posuniecia w ruchu
* ruch

* symetryczno$¢

* polonez

* kujawiak

Posuniecia pamieci
Oda do miodosci, Dialogi
Veni Creator

Zespot Okopu:
— Opiekun Okopu

122 Michat Orlicz, wlasc. Jerzy Michat Lowenstark, Lovenstarck (1893—1970), dyrektor, kierownik

literacki 1 artystyczny teatru, rezyser, recenzent; redaktor naczelny ,,Sceny Polskiej” (1922-1924). Kie-
rownik literacki Reduty w latach 19261929 (w sezonie 1928/29 wspdlnie z Tadeuszem Lopalewskim).
Wygtaszat prelekcje przed plenerowymi pokazami Ksigecia Nieztomnego (1927). Autor monografii
Polski teatr wspotczesny. Proba syntezy (Warszawa 1935), ktorej obszerne fragmenty poswigcone sa

dziatalno$ci Reduty.
123 Leon Gotebiowski (1914-1954), aktor, w Instytucie Reduty w latach 1938-1939 (Okop).

124 Numeracja odnosi si¢ do wyliczonej wcze$niej ,, Tre$¢ $piewne;j”.
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— Zastegpca
— Przodownik
— Sekretarz
— Skarbnik

- VI

Wyktadowcy:
Ideologia R.[eduty]

Statut R.[eduty]
Regulamin R.[eduty]

Odcinki: Bibliot.[eka]
Archiw.[um]
Zbiory
Sprzet
Przyj.[aciele] R.[eduty]
W.LR.'*
Regulamin W.LLR.
Pok.[azy] Stotl.[eczne]
Pok.[azy] Szk.[olne]
Pok.[azy] Obj.[azdowe]
Okop
Regulamin Okopu

Literatura Okopu
Stownictwo Okopu
Hist.[oria] teatru pol.[skiego]
Bogustawski
Hist.[oria] lit.[eratury] pol.[skiej]
Mickiewicz
Stowacki
Krasinski
Norwid
Wyspianski
Fredro

ZASP

Geografia Pol.[ski]
Sprawy kolej.[owe]

Cwiczenia:

oddech

gim.[nastyka] ruch.[owa]
gim.[nastyka] rytm.[ika]

taniec
wymowa R.[edutowa]
Spiew
milczenia
symetryczn.[0$¢]
obyczaje
Zwyczaje

125 W.LR. — Warszawski Instytut Reduty, Osterwa stosowat ten skrot w swoich przedwojennych
notatkach. W zeszycie z objazdu z Powrotem Przelgckiego Jerzego Zawieyskiego (29 V=30 VII 1939)
zapisat pod data 28 VI 1939: ,Mysle propagowac to pojecie o Reducie — i nazwe W.LLR. «Pokazy Ob-
jazdowe W.L.LR». Pomyst tej nazwy powstat w Sandomierzu. Wir = maz, Wir = my, Wir = malstrom”.
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Kalendarz w Redutowej pracy
Zasada: w niedziele wstrzymywaé si¢ od pracy zarobkowej. Swigta $wigcié¢. Dnie uro-

czyste uczcic.

We wrzesniu 1939 roku — mamy 4 niedziele

w pazdzierniku — 5 niedziel

w listopadzie — 4 niedziele

i $wigta: Wszystkich Swigtych — 1 XI éroda Dziady, Wesele

Dzien zaduszny — 2 XI czwartek

Swieto Niepodlegtosci — 11 XI sobota Wyzwolenie — uroczysto$é albo zamknaé

w grudniu — 5 niedziel

Swieta: 8 XII piatek Niep.[okalanego Poczecia] NMP

24 niedziela — wilija w sobote

25 poniedz.[iatek]

26 wtorek

L. B. Nar. [?] mieszcza si¢ — w wywczasach §wiatecznych, ktore rozpoczniemy na
odcinku ,,P.[okazow] St.[otecznych]” od 21 XII do 26 1

Cwiczenia mimiczne [pusta karta]

— Cwiczenia ruchowe
A. Gimnastyka szwedzka:
1. rak, 2. ndg, 3. tulowia, 4. barku, 5. glowy
B. Gimnastyka kosowska:
masaz wlasnego ciata
C. Gimnastyka Okopowa:
rece — chwytanie much i moli
golenie, wachlowanie
strzepywanie kropel wody — pozegnania na dworcu
pisanie na maszynie, gra na fortepianie
ramiona — malowanie $cian, mycie podltogi, szycie dratwa, prasowanie
otwieranie drzwi (zatrzasnigtych) i zamykanie zepsutych
podnoszenie walizek 1 zdejmowanie
uktony kapeluszem, saluty wojskowe, fowienie ryb
nogi — rysowanie palcami nog, ,,ostroga”, wejscie na drabing
wsiadanie na konia, klusowanie
siadanie, zaktadanie nog, dygi, klgkanie, kopanie pitki
rower, narty, taczki, wiostowanie, ptywanie, tenis
rabanie drew, dzwonienie, koszenie trawy
spanie na ziemi, lezenie krzyzem, omdlenie i wstawanie
glowa — ,,tak” i ,,nie”, ,,ho — ho”, ,,nie wiem”, ,.calowanie”, ,,rozpaczanie”
we dwojke — pitowanie drzewa, przeciaganie przescieradta, podnoszenic w gore
przepychanie, branie na grzbiet, zapasy atlet.[yczne], szermierka
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zbiorowe — siatkowka
chor — marsz wojskowy, defilada, bieg, wyscig, krakowiak, kotomyjka

Zwyczajowy plan zaje¢ Okopu w objezdzie!2°

8.30 gimnastyka
9.  golenie — mycie — $niadanie — sprzatanie t6zek
10. sprawy organizacyjne objazd.[owe] — w wagonie — sprawozdania
12. sprawy org.[anizacyjne] obj.[Jazdowe] — zewnatrz wagonu
14. obiad wspolny — informacje kierownictwa grupy
16. odpoczynek indywidualny — czytanie ksigzek, pisanie listow
— drzemka
— gra w szachy, warcaby, pikieta, domino
— spacery, wycieczki wspolne, zwiedzanie
— kapiel wspdlna
— odwiedziny, wizyty
17. ¢wiczenia org.[anizacyjne] Okopowe
18. przygotowania do pracy art.[ystycznej] w wagonie
19. przygotowania do pracy art.[ystycznej] na miejscu
20. udzial w pokazie
23. positek wieczorny
1.  gaszenie $wiatla
Cwiczenia org.[anizacyjne] Okopowe
odbywaja si¢ miedzy 17 a 18

Zasady wynagrodzenia w objezdzie

Po straceniu optat podatkowych, za salg, za kolej i za tantiem¢ autorskg i wystep go-
$cinny, netto dzieli si¢ na dwie czesci. 60% pobiera Reduta, na koszta lokalne (przewozy
itd.), koszta wystawy — organizacje¢, propagande, zespot techn.[iczny], towarzystwo 5%,
opieke artyst.[yczng] i wydatki gospodarcze, reszte 40% dzieli miedzy siebie zespot wy-
konawczy.

Sume wynikajacg z zysku 40% netta dzieli si¢ na t¢ ilos¢ punktow, ktora pozostaje ze
sumowania punktéw naleznych poszczegdlnym wykonawcom.

Redutowiec ma prawo do 6 punktow

Ochotnicy wielokrotni do 5 punktéw — Zespolowcy

Ochotnicy-nowicjusze i [skreslone — kandydaci] Przodownik Okopu do 4 punktow

Uczniowie starsi do 3 punktéw

Uczniowie mtodsi do 2 punktéw

* miarg jest jeden punkt przyznany wykonawcy technicznemu
za prace techniczna, fizyczng (1/2 punkta pomocnikowi)

126 Dwa kolejne zapisy ukazaly sie w wydaniu ksigzkowym: J. Osterwa, Dzienniki wypraw..., op. cit.

Tam tez czytelnik znajdzie wigcej notatek dotyczacych praktyk okopowcoOw w objezdzie.
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— Za ochotnika wiclokr.[otnego] uwaza si¢ uczestnika, ktory objezdza z Redutg Ziemie
Polskie — wielokrotnie — w kilku postaciach — poczawszy od 1938 r.

— Poza naleznoscig uczestnicy moga otrzyma¢ wynagrodzenie specjalne z kasy Ze-
spotu Reduty na wniosek kierownika grupy i kierownika odcinka ,,pokazéow szkolnych”.

Szczepy w Okopie
S‘nieg

Ksigze Nieztomny

Lilla Weneda
Balladyna

Pierscien wielkiej damy
Fircyk [w zalotach]
Przepiorka

Wesele

Wyzwolenie

Zlota Czaszka

Sen srebrny Salomei
Ksigdz Marek

Wasy i peruka

Cyd

Bolestaw Smialy

Opracowala Wanda Swigtkowska
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