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Welcome to
Finnish Case 2011
Finnish Case 2011 is part of the international theatre festival STAGE produced by Korjaamo 
Theatre. Its aim is to give you the opportunity to meet Finnish theatre groups, playwrights 
and other theatre professionals and to get acquainted with their most recent work. 

The Finnish Case includes performances, discussions and two seminars, ”What’s at stake 
in Finnish Contemporary Theatre?” and ”Textual Landscapes in Finnish Theatre” both of 
which also offer the possibility to meet artists.

Mikko Roiha, director and member of the artistic team of Stage 2011 describes the perfor-
mances selected for the Finnish Case:

”The chosen Finnish productions give a multitude of pictures of a country that is slowly  
opening up. They give voice to new generations of theatre makers and their attempt to comprehend 
what Finland looks like today and in the future. The performances unite boundless emotions with  
social thinking. Above all they refuse to stay local. The performances are conscious of the fact that  
everything that happens in Europe and the world, also happens here.”

This booklet provides you with more information on the directors, playwrights, groups, perfor-
mances and texts presented in the Finnish Case programme and in the seminars. The booklet 
ends with an article about Finnish contemporary theatre by Hanna Helavuori, director of  
TINFO – Theatre Info Finland.
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Programme for the Foreign Guests

Future Factory 26.-27.8.

Theatre Academy Helsinki (TeaK) is the foundation 
for future theatre. Stage festival’s Future Factory  
offers TeaK a chance to showcase their student works to 
a wider audience.

As part of Future Factory there is a premiere of You’re 
My Hit and You’re My Shit, a rerun of one TeaK show 
from spring 2011, and an open public workshop led by 
Ville Sandqvist, Paula Salminen, Markus Tsokkinen, 
William Iles and Kimmo Modig.

Venues: Theatre Academy Helsinki, Haapaniemenkatu 6. 
Further info: Stage festival’s booklet.
www.korjaamo.fi/fi/stage

26.8. FRIDAY
16-18 Get-together | Korjaamo Culture Factory
18-20:15 Banality of Love (Hannah ja rakkaus) | Kulmasali
20:20-20:50 Discussion with the artistic crew of Banality of Love | Kulmasali
21-22 Dinner
Night of the Arts (Taiteiden Yö) | All around the city

27.8. SATURDAY
16:30-18:30 Bus transfer to Tampere | From Korjaamo
19-22:30 New Karleby | The Tampere Theatre
22:30-00 Bus transfer to Helsinki | To Hotel Helka

28.8. SUNDAY
12-13 Sauna | Kulmasali
14-22 Angels in America | Vaunusali
14-16 Look Back in Anger (Viha sydämessä) | Theatre Jurkka
18:30-19:30 Dinner
20-22 Paradise (Paratiisi) | Theatre Takomo
22:30-00 Discussion: Future Factory - New Generation | Lounge

29.8. MONDAY
13-14:30 Seminar: What’s at stake in Finnish Contemporary Theatre? | Loft
14:30-15 Lunch
15-16:30 Seminar: Textual Landscapes in Finnish Theatre | Loft
17-18:15 An Old Man Dancing (Vanha mies tanssii) | Kulmasali
18:15-18:30 Transfer to Zodiak | From Korjaamo
18:30-19:30 In Human Disguise (Ihmisen asussa) | Zodiak
20-22:45 Under the North Star 2011 (Täällä Pohjantähden alla 2011) | Finnish National Theatre
22:45-00 Farewell Party | Finnish National Theatre

Venues

Finnish National Theatre
 Läntinen Teatterikuja 1, Helsinki

Helka Hotel
 Pohjoinen Rautatiekatu 23, Helsinki

Korjaamo Culture Factory, Töölönkatu 51 a-b, Helsinki
 Vaunusali, Töölönkatu 51 a
 Loft, Töölönkatu 51 a, 2nd floor
 Kulmasali, Töölönkatu 51 b
 Lounge, Töölönkatu 51 b

The Tampere Theatre
 Keskustori 2, Tampere

Theatre Jurkka
 Vironkatu 7, Helsinki

Theatre Takomo
 Fredrikinkatu 18, Helsinki

Zodiak, Cable Factory
 Tallberginkatu 1, Helsinki
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Sauna
Soile Mäkelä
The idea for this project sprung up from the material used by the group. First there was wood, a material 
very dear to Finns and from which the masks were carved. The hair of the masks is made from flax and 
stands for the same use of natural materials. The story of the performance only developed after the work 
on the material had started. Wood and sauna are closely connected and so the performance takes place in 
a Finnish smoke sauna.

For Finnish people sauna is the place of birth and death. It is a sanctuary, a place for quiet contemplation 
and a place for cleansing. It can also 
have erotic connotations. As a physical 
experience the sauna appeals to the sen-
ses: it has to do with warm skin, parti-
cular smells and sounds. As sweat drips 
from the body, the water simmers on the 
hot stones of the stove - it seems as if 
the stones were breathing. Through sau-
na the human life cycle can be told and 
the performance talks about memories, 
body memories, the senses that we can 
still rely on. The actors of Sauna make 
the feelings and thoughts of women of 
different ages visible.

People go to the sauna naked, and so the 
sauna is also the place where traces time has left on the human body become visible. By wearing naked 
body costumes the actors tell about how bodies change over time. Nakedness in the performance means 
something other than the nakedness of the body, it refers more to being bare in the face of life and death. 
Sauna is mask and object theatre without words. It makes use of live sounds and noises to create a 
soundscape that brings the hissing of the stove, the crackling of the fire and the rustling of birch branches 
onto the stage. The sounds are detached from their fictitious sources and accompanied by originally com-
posed music. 

The workshop ”TERRIBLE BITCH – a theatrical bodybuilding for LOVELY ladies” is offered in connec-
tion with the performance.  Photo: Soile Mäkelä.

Mask Theatre
For Soile Mäkelä masks are a gateway both to the abstract and the concrete. She is interested in mask 
theatre as a removed, stylised and disciplined form of expression which makes it possible to go beyond 
words and to let go of naturalistic modes of expression which are based on the psychophysical character 
of human beings. Mäkelä finds it fascinating to tackle the challenges posed by working with masks and 
speechless storytelling

The mask and the physicality of the performer together create the character. The performer gives a phy-
sical expression to the movement quality of feelings, for example tries to show how a feeling moves. In 
mask theatre the performer doesn’t use movement to illustrate but expresses feelings with her body or use 
of space. Events can be told through the dynamics of a carefully articulated series of movements. 
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Soile Mäkelä 
Soile Mäkelä is a Finnish mask theatre maker. After graduating from the Finnish Theatre Academy she 
went to France for further education. In 1999-2000 she studied at the movement research laboratory 
L.E.M.. This was followed by studies in theatre after Jacques Lecoq both at the Lecoq school in 2000-
2001 and in Italy in 2001-2002.

Later Mäkelä learnt mask building under the direction of Sartori and Stefano Perocco in Italy and with 
Etienne Champion. The masks for the performance Sauna were made in cooperation with Champion.
Sauna is Soile Mäkelä’s first independent work as a director. Previous works were collectively devised 
pieces and performances directed with Davide Giovanza for their company Metamorfoosi.
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The Banality of Love (Hannah ja rakkaus)
Taru Mäkelä

”The Holocaust will not be wiped out of Western consciousness for 3000 years”

Taru Mäkelä (born 1959) is a film and theatre director as well as scriptwriter. Thanks to her many strong 
plays exploring the recent history of Europe have found their way to Finnish stages. She has particularly 

directed plays set during World War II dealing with human relationships. Mäkelä is interested in the inter-
twinement of good and bad.

THE BANALITY OF LOVE  (Finnish premiere) is the love story between the young Hannah Arendt 
and her teacher, the middle-aged, married philosopher Martin Heidegger. With the rise to power of Hitler 
Arendt, a Jew, escapes from Germany while Heidegger joins the Nazi Party. After the war, Arendt is again 
in touch with her former lover even though he does not show any regret for his Nazi past. 

- People’s innermost issues are no-one else’s concern but they are still embarrassingly interesting, says 
Taru Mäkelä about the background of The Banality of Love. 

Taru Mäkelä’s previous theatre production on same issue, Ronald Harwood’s Taking Sides (Finnish 
premiere 2006 at Q Theatre and Lahti City Theatre) tells the story of the conductor Wilhelm Furtwängler. 
Furtwängler’s brilliant career was tainted by his alleged Nazi sympathy during Hitler’s regime. Mäkelä, 
known for her film scripts, talks about the fate of Finnish Jews during World War II in her documentary 
David: Stories of Honour and Shame. Ph
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Paradise (Paratiisi)
Takomo Theatre - Theatre Nirvana
Paradise is my fourth full-length play and narratively the most the coherent, almost like a fairy-tale. I 
spent my childhood and adolescence in Joensuu, a small eastern Finnish city that became known for neo-
Nazi violence in the ’90s. At that time, the first asylum-seekers arrived there from Somalia and elsewhere. 
The community had a paradoxical response to this phenomenon: underlying racism subconsciously 
condoned the actions of the skinheads, despite the fact that public opinion condemned them. On the other 
hand, Joensuu was rapidly labelled a skinhead city, even though it did not, perhaps, differ critically from 
other towns of similar size.

I later heard that those who came to Joensuu included child soldiers from the civil wars in Somalia and 
Angola. I began imagining what it might feel like from a child soldier’s perspective when racism starts 
welling up. For instance, comments were made among children (I know this for a fact, because I adopted 
these attitudes myself as a child) to the effect of, Why don’t they fight there like the Finns did during 
the Winter and Continuation Wars? The children were, of course, mimicking and exaggerating the adult 
attitudes. I began thinking what listening to this kind of conversation or just living in such an environment 
might feel like to a ”child veteran”, who was actually acquainted with war, not just from the stories of old 
men and women.

However, I still wanted to gain a more first-hand perspective for this work, and so I applied to work for a 
year at a Helsinki asylum-seekers’ centre, where I worked as a mentor for asylum seekers who had just  
arrived in Finland. Although the story of this play existed before I began my stint there, a few of the clients 
I met gave real faces to the characters in it. 
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I tried to situate the play in several countries, for instance Angola, but in the end I decided to create a 
fictional country of departure for Joseph, because I did not want to stigmatise any specific nationality 
or pretend that I had first-hand knowledge of any specific civil war. With the working group, it was also 
essential for us that Joseph’s story link to some shared, supranational culture, and thus Michael Jackson 
became, in his own fashion, a significant part of the story through Joseph’s MJ fan-ness. 

Popular culture is a story of our generation. - Sini Pesonen
We wanted the play to be put on by a multicultural group so that racism and cultural differences would 
become concrete during the process. At the same time, a fascinating light was shed on the concept of  
Finnishness, as the working group included ”new Finns”, some of whom did not even possess a perma-
nent residence permit, let alone Finnish citizenship. 

In terms of form, the play ended up being a story carried along, at the request of the main character, by 
a chorus. This also exposes the debatability of the stories of refugees. At the beginning, the chorus says: 
”This is only a story.” We hope this will make viewers think, Is the boy telling the truth? How can we 
trust him? And on the other hand: If he’s lying, why does he need to in order to be accepted in Finland?

Theatre Nirvana is a Helsinki based group of young actors, musicians and film makers. Writer Jussi Moila 
and stage director Sini Pesonen are the artistic leaders. The group was founded in the Theatre Academy of 
Finland in 2008. The Paradise is its second and latest production. Nirvana’s first performance “Nevermind 
– Stories of the Youth” was awarded with the jury price at FIST 2008 student festival in Belgrade. 

Sini Pesonen: Nirvana’s basic idea is to make performances and independent films about the subjects that 
concern our generation (most of the members are born in the 80’s).The group is developing the concept of 
“critical popular culture” to oppose the idea of traditional art as a closed system of “fine arts”. We wish to 
give different perspectives to society than the mainstream pop culture, but to do it in an entertaining and 
stimulating way.  We focus on multicultural topics and try to develop ethnic and artistic diversity in our 
group. 

Jussi Moila is a poet, writer and playwright from Helsinki. His previous plays include Knives 
Cut the Air - A Northern Tragedy (Veitset leikkaa ilman), The Woman who was Juxtaposed with Flowers 
(Nainen joka rinnastui auringonkukkiin) and Nevermind – Stories of the Youth (Nevermind – Tarinoita 
Nuoruudesta). His play Nevermind – Stories of the Youth was awarded with the jury price at FIST 2008 
student festival in Belgrade.
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New Karleby
Leea Klemola
Leea Klemola (b. 1965) is one of the most interesting and 
indeed shocking theatre practitioners in Finland today. She 
began her career as an actress. In her plays she breaks the 
bounds of theatre, creating forms of expression which are 
new, unabashed, and honest. Klemola’s works examine sha-
me, the body and sexuality, as well as love and community.

Klemola calls her play Kokkola (Kokkola, 2004, co-autho-
red with Klaus Klemola) an arctic tragedy. This absurd but 
also moving story, populated by colourful characters, has 
been both a critical and popular success. The Kokkola saga 
continues in Kohti kylmempää (Into the Cold, 2008) and 
New Karleby (2011) written by Leea with his brother Klaus 
Klemola.

A series of plays co-authored with Pentti Halonen, Kahe-
lianainen (Wacky Woman 1995), Seksuaali (Sexual, 1998) 
and Anne Krankin päiväkirja (The Diary of Anne Krank 
2001), raised eyebrows due to their provocative style and 
deliberate absence of good taste. Jessika – vapaana syntynyt 
(Jessica – Born Free, 2002) tells about a teenage girl’s life and growing pains, 
though its main role was written to be performed by the oldest possible actress. 
 
Klemola is an award-winning actress, having won Finland’s highest acting honour, the Jussi Award, for 
her leading role in the Finnish movie Neitoperho (1997). In 2005 she was recognized by the Finnish  
Cultural Foundation, which awarded her an Olavi Veistäjä Grant for her significant contributions to 
Finnish theatre as a director and playwright. She is a founding member of the Aurinko (Sun) Theatre in 
Helsinki, where many of her productions were first produced.

Arctic Trilogy
Short introductions to plays 

KOKKOLA (Kokkola, 2004)

Kokkola is a crazy, coarse and moving play which doesn’t fit any genre, just as its characters don’t fit into 
typical moulds. With two friends, Piano Larsson is running a human forwarding firm, which helps people 
in various kinds of trouble, transporting them by bus.  
Marja-Terttu Zeppelin, a bouncer, dreams of travelling to Greenland, but is forced to flee to the sea ice. 
Her brother Saku and his wife are practising infant care with the help of a doll, though his wheelchair-
bound wife cannot resist the slightest temptation to taunt her husband. Marja-Terttu’s daughter, Maura, 
has fallen in love with Piano’s girlfriend, Minna. In Kokkola, a woman turns into a seal, relationships are 
terminated by dictaphone, and people show their love by taking a beating. Its characters are dead serious 
both about love and their own bitterness.
The play does not follow the familiar practices of good dramaturgy, but lives on stage according to its 
own rules. Its robust language and repeated use of male nudity require a great deal of courage from both 

Photo Harri Hinkka
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its performers and the audience, but underneath lies a rough beauty and arctic, cold sensitivity. In 2005, 
Kokkola was awarded as the Play of the Year in Finland. The jury refers to the play saying: It is essential 
to and entirely in keeping with our business concept that we develop the attitude that we work even if the-
re isn’t any. All the work that hasn’t already been staked out by somebody else is ours.
The play has been translated into English, Russian, German, Estonian, Hungarian and Czech. It has been 
performed at the Endla Theatre in Pärnu, Estonia, the Marta Theatre Studio in Brno, Czech Republic and 
at the F.X.Saldy Theatre in Liberec, Czech Republic.

INTO THE COLD (Kohti kylmempää, 2008)

“This is definitely the most erotic environment I’ve ever been in, this dark, cold, slippery, rugged hell. 
Only a bomb shelter during the war could give rise to more powerful feelings.”
The Kokkola saga continues. Marja-Terttu is running the world’s northernmost grill in Greenland, but 
longs to be somewhere even colder. An expedition led by Piano Larsson is on its way to establish a new 
society, joined by the world’s last remaining Neanderthals and Piano’s grandmother, a 78-year-old pros-
titute. But nowhere is it so cold that emotions cannot flare, and soon not only the ice but also the group 
starts breaking up.
Familiar from her previous hit play is Klemola’s politically incorrect and shamelessly hilarious style. This 
story about people who are at the mercy of nature and love is an unpredictable mixture of mysticism and 
black humor, an adventure to the farthest reaches of the world and the human mind.

I haven’t seen anything this explosively crazy as far as I can remember – if ever. I surrender. This commedia dell’arte of 
polar glaziers draws directly from the marrow of carnevalism. The stage is flooded with Klemola’s inexhaustible fanta-
sy. The gallery of characters, both human and canine, is dizzying?? (Kirsikka Moring, Helsingin Sanomat)

The play has been translated into English and Danish. It has been produced at the Nørrebro Teater in  
Copenhagen and at the Endla Theatre in Pärnu, Estonia.
 
NEW KARLEBY Klemola, Leea – Klemola, Klaus 2011

Piano Larsson returns to Kokkola from Greenland upon the collapse of the new society and his marriage 
of convenience. He no longer is what he once was, so he decides to transform into something else,  
preferably a grandma. That means it’s time for lessons in grandmahood, which are provided by his next-
door neighbour, the actor Elli Frolov. Meanwhile, Arijoutsi tries to recapture the old feeling of commu-
nity, but Lömmarkki has found Jesus. Piano’s father Kaulus is forced to shepherd spotted hyenas brought 
over from Africa whose existence revolves around scrounging. No wonder the hyena boy Euroloordi gets 
bored and wants to become human.
The Arctic Trilogy comes to a worthy conclusion in a play where the fundamental questions of life – love, 
family, and what it really means to be human – are resolved in the familiar raunchy, blunt style. Everyone 
wants to change, everyone needs help, but who will dare to ask for it?

Tampere Theatre | New Karleby | Photo Harri Hinkka
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Angels of America
Johanna Freundlich
Director Johanna Freundlich (born 1977) believes that classics with their universal themes have something 
to say across the ages. For two and a half years Freundlich and her group of actors worked on Tony 
Kushner's ANGELS IN AMERICA. For this performance, Freundlich wanted particular actors with 
whom she could properly address the social and spiritual questions of the text - despite their engagement 
in other theatres and projects.

In August 2011 the production Angels in America was rewarded with a prominent Finnish theatre award. 
The Vivica Bandler Foundation states the following reasons for choosing the production:
"The performance received the greatest of reviews. Above all it deeply touched each of its spectators. It 
offered an understanding of today's world and its wide-ranging problems which are neither simple nor 
black or white. The performance is proof that also in this millennium artists can make the impossible  
happen if only there's enough will, strength and skill."

Last year Freundlich directed Arthur Miller's Crucible at the Jyväskylä City Theatre. The play tells about 
the growing fear of a village community that turns into terrifying acts against humanity.
Apart from classics, Freundlich directed the world premiere of Kati Kartinen's play Kolmas at KOM 
Theatre and Heini Junkkaala's Toinen vasemmalta, a play for adolescents which still tours Finland in 
Ahaa Theatre's production. Johanna Freundlich studied at the Theatre Academy in Finland as well as at 
the Tisch School of the Arts in New York. 

Johanna Freundlich was selected to be one of the three artistic directors of the Tampere Theatre Festival 
for the years 2011-2013.
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Look Back in Anger (Viha sydämessä)
Anni Ojanen
Anni Ojanen (born 1982) has worked as a director and dramaturge in Finland and abroad. Ojanen has 
started a co-operation with Von Krahl Theatre (Tallinn) and its artistic ensemble.  

LOOK BACK IN ANGER by John Osborne threw on the1950’s the feelings of the new generation into 
the faces of the theatre public. It is a love triangle involving an intelligent but disaffected young man, his 
upper-middle-class, impassive wife, and her haughty best friend. Anni Ojanen’s and Juhan Ulfsak’s new 
adaptation (Viha sydämessä, adapted by Antti Nylén) looks at life from a modern contemporary perspecti-
ve: class struggle has now become a parody of itself and the sexual revolution has devoured its off-spring. 
However the young men are still angry. Why, asks the performance?

Ojanen’s recently directs a new Finnish play Maamme (Our Land, premiere in October) in Finnish Natio-
nal Theatre and prepares an independent project called Fat Bastards with colleague-director Hili Iivanai-
nen. Fat Bastards is a girls' attempt to grasp the essence of ice-hockey through an off-the-wall lecture. It is 
a ”do it yourself”-performance about passion, repulsion and creative destruction. The premiere will be at 
the Baltic Circle festival this November.

After graduating Theatre Academy in Helsinki 2009 Anni Ojanen studied in Berlin Academy of Dramatic 
Arts. Her MA thesis performance based on Slawomir Mrożek’s Tango was invited to the theatre festival 
in Moscow and Tampere International Theatre Festival.
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In Human Disguise (Ihmisen asussa)
Eeva Muilu - Milja Sarkola
A human being as a strange anatomical creature, in odd positions and from peculiar angles. A person 
crouching, squatting, turning, bending, somewhere in between, in her skin. Personal history written in her 
skin and her body. Touch. Pleasure. Shame. The clumsiness and fragility of a human being.

Everything we carry within us. What we all share and what sets us apart.

Eeva Muilu is a Finnish choreographer and performer, based in Helsinki. She has created several stage 
works and collaborated with other artists, actors, dancers and non-professional performers with various 
ages. Her solo works have been performed around Europe and Asia. Muilu has worked as house choreo-
grapher of Zodiak – Center for New Dance in 2007-2009. In 2008, the Finnish Critics’ Association awar-
ded her for the best artistic breakthrough of the year.

Milja Sarkola is a Finland-Swede freelance theatre director. She has among other things directed for  
Zodiak – Center for New Dance, Lilla Teatern and Kajaani City Theatre. Currently she works as the artis-
tic director of Takomo Theatre in Helsinki, together with Pauliina Feodoroff. 

Milja Sarkola | Photo Wilma Hurskainen Eeva Muilu | Photo TINFO
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Old Man Dancing (Vanha mies tanssii)
Kari Paukkunen
Kari Paukkunen is a theatre director. He has worked in theatre since 1973. He has directed over 100 plays 
and has worked as a theatre manager for three big theatres in Finland. He has also worked in television as 
the chief of entertainment for the YLE – Finnish National Broadcasting Company. Since 1982 he has run 
his own production company KP-Ideat Oy. 

Theatre is a passion

Does the passion for theatre work last for a lifetime? For me, it seems to be so. When it comes to making 
theatre at the moment, I think it’s liberating to be my own master. When one funds the plays oneself and 
makes them oneself, there’s no need to beg or plead. Or fight with bureaucrats about the artistic ambiti-
ons, the goals of the production, let alone the content of the production. In the process of making theatre,  
I feel that collaboration with actors is the only reasonable solution to have artistic victories. In recent  
years I have had the pleasure to work with some of the leading actors of Finland. They have taught me 
that work is its own reward.  
 
When making the Henning Mankell play OLD MAN DANCING (Vanha mies tanssii), N´Fanly Camara 
taught me to see and understand the African man by abandoning himself and surrendering to the joy and 
passion of making theatre. And this is how the passion remains.       
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Under the North Star 2011
Saana Lavaste - Mika Myllyaho
In 2011 the welfare state is drawing its last breath here, under the North Star

Saana Lavaste and Mika Myllyaho wrote and directed TÄÄLLÄ POHJANTÄHDEN ALLA 2011 (Under 
the North Star 2011) for the National Theatre. The play is based on the Finnish novel trilogy by Väinö 
Linna. By telling the story of a family from the 1880s to the 1950s, 
Täällä Pohjantähden alla reviews major changes in Finnish society 
such as the struggle between tenant farmers and workers for their res-
pective rights, World War I, the Finnish Civil War and Finnish Inde-
pendence, language quarrels and the ideological climate ranging from 
nationalism to socialism.

The performance script Lavaste and Myl-
lyaho wrote on top of the novel makes 
use of the means of community theatre. 
The makers interviewed farmers for the 
story of the tenant farmers. They wanted 
to find real farmers from our postmodern 
times and hear what they have to say 
about Finland in the 21st century.
- Today, there is no such confrontation 
that would be comparable to the time 
of the Civil War (1918) but it cannot be 
denied that inequality has grown, says 
Mika Myllyaho.

Lavaste and Myllyaho’s new North Star 
asks whether we can communicate better 
than previous generations. Who are we? What is happening in our 
country? What should we talk about and how? The carrying idea of 
the text is its conversational nature: it is a dialogue with the novelist 
Väinö Linna, between the past and the present, between two directors. 
In order to emphasise their own dialogue Saana Lavaste and Mika 
Myllyaho even created caricatures of themselves on stage.

Mika Myllyaho 
Mika Myllyaho (born 1966) is a stage director, playwright and from 
2010 a general director of the Finnish National Theatre (FNT). Before 
FNT Myllyaho spent many years at the helm of the independent  
theatre company Ryhmäteatteri (Group Theatre) as artistic co-director. 
He works to develop new scripts and performance practices.

Myllyaho’s trilogy of plays Panic (Paniikki 2005), Chaos (Kaaos 
2008) and Harmony (Harmonia 2009) bites the reality of today’s  
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individuals. In Panic Myllyaho returns to a theme he has often dealt with when staging, the problems of 
being a man. This comedy describes the neuroses of three young men approaching middle-age.  
A companion play to Panic, Chaos threatens the friendship of three women. Harmony is a rough comedy 
about work and passion. These three plays got several stagings in Finnish theatres, and Panic has been 
directed also in theatres abroad. 
 
Mika Myllyaho challenges himself and his colleagues: At least once a year theatre artists should ask 
themselves – why am I doing this? And states following: 
 
Ten personal reasons why I make theatre:
• I feel the urgent need to reflect my own actions in relation to other people and the world around me.
• Theatre is a means to raise important social issues.
• Making theatre forces you to think more thoroughly.
• I believe that people come to the theatre to gain new viewpoints and experiences.
• I believe that theatre has a positive influence on people and their thinking.
• At best theatre lets us experience beauty.
• Theatre grants us meaningful moments where everything seems perfectly right.
• After a good performance even everyday life might feel easier for a moment.
• Making theatre is wonderful and rewarding even if at times also very difficult.
• Short and simple: I like theatre!

Saana Lavaste 
Saana Lavaste (born 1976) is a theatre director who has founded two independent theatres and who 
directed her last productions at the Finnish National Theatre. TÄÄLLÄ POHJANTÄHDEN ALLA 2011 
(Under the North Star 2011) was a joint direction with Mika Myllyaho and indicates the new direction of 
the national stage. The performance GLOBEN UUPUNEET (written in collaboration with Emilia Pöy-
hönen) is about climate change and was produced and toured around the country in as energy-efficient a 
way as possible. Heini Junkkaala’s play KRISTUKSEN MORSIAN deals with religious fundamentalism 

and displays heavy criticism of heteronormative behaviour.

Theatre 2.0 is a professional theatre founded by Saana Lavaste and 
her producer. Its artistic focus is on new Finnish playwriting and 
applied drama. Lavaste is interested to explore how new forms of 
dramatic texts can be brought to the stage. In applied drama projects 
she makes reality and theatre meet in artistically interesting ways. 
Theatre 2.0 wants to develop the means and methods of community 
and documentary theatre. The new theatre’s strategic plan also  
includes the improvement of co-production models for the benefit 
of the makers. 

Saana Lavaste also works at the Theatre Academy where she is 
responsible for the children’s theatre programme together with the 
Swedish director Suzanne Osten. Lavaste also works with Uusi 
Teatteri based in Sweden which deals with the national identity of 
young people from the Finnish speaking minority in Sweden.

Photos: Timo Teräväinen (Saana Lavaste), Tuomo Manninen (Mika  
Myllyaho), Aura Nukari (Under the North Star)
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Parliament (Eduskunta)
Susanna Kuparinen 
Susanna Kuparinen (born 1974) is a journalist and theatre director. In her latest work she made use of 
genuine quotes of city representatives, members of parliament and civil servants. The statements had been 
made at meetings of the Helsinki City Council and in plenary sessions of the Finnish Parliament, all of 
which are open to the public.
Alongside her artistic work Kuparinen is chief editor of the magazine Voima is an alternative free magazi-
ne which serves as a platform for investigative journalism.
- Good political satire is in itself political. It works in the same way as investigative journalism: it digs 
out names, Susanna Kuparinen says.

Kuparinen is interested in how documentary theatre can show that po-
wer is something exercised by people and expose how that takes place. 
In her opinion political theatre too often negates power. Theatre makers 
don’t lack anything when they create their pieces. They belong to the 
winning team who can afford to laugh at the clowns in the political  
arena. They can afford it because they don’t depend on politicians. 
- But then again to the poor the world and Finland present themselves 
as a harshly hierarchical and humiliating machinery. People with small 
incomes are directly dependent on different transfer payments and deci-
sions taken on the political level, Susanna Kuparinen reminds us.

Theatre needs authentic sources in a time when politics has lost its grip on power and theatre its 
touch with reality

PARLIAMENT was directed by Susanna Kuparinen and premiered at Ryhmäteatteri (Group Theatre) in 
March 2011. Finland was just before its next parliamentary elections and people’s general discontent and 
the social divergence between the successful and the marginalised predicted a victory of the nationalistic 
populist party (True Finns). Yet, the climate seemed favourable also for the new political left.
The performance Parliament is highly political. Politicians figure with their names in this play that deals 
with corruption and grey economy and scrutinizes an amendment according to which the minimal social 
welfare payments of under 25-year-olds are cut.

In documentary theatre real life becomes magic

Susanna Kuparinen noticed that her audience needs constant reminder that the statements used in the play 
are real. Already the first try-out audiences said that the comments and behaviour of many politicians 
were so appalling and absurd that they started to watch the performance like a fictitiously written play.
Parliament is the fourth performance in which Susanna Kuparinen and her respective working groups 
research and apply the means of documentary theatre. 
In order for the stage to be as attractive as the “real” reality it is important that the actors don’t try to 
imitate or mimic their subjects. Based on the factual subject matter and through psychophysical acting the 
actors build their characters with the help of quotes from the minutes of actual meetings.
When the statements of politicians made in meetings are moved to the stage they become magical. When 
the actors repeat such lines, the feeling is incredible: the politician is conjured up on stage, the theatrical 
situation becomes real.
 ***
(Source: Susanna Kuparinen’s article “ Nimet esiin – teatteria dokumenteista” and “Nykyteatterikirja – 
2000-luvun alun uusi skene “ edited by Annukka Ruuskanen, Like, 2011)

Photo Klaus Welp
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textS and bodieS on Stage – Contemporary FinniSH tHeatre

 
“Theatre is still capable, if it so chooses, of being an exceptionally unconstrained art form.”(Esa Kirkkopelto)

“Unconsciousness, sexuality, awareness of the body and its recognition are the fundamental constructs through which 
my theatre speaks, but they are not easily put into words. I unite people and I construct a common skin for us. This is my 
way of being in the world and expressing myself as an artist.” (Pauliina Hulkko)

“The Manifesto of smileism: we have to finally abandon the misunderstanding that a theatrical performance is the work 
of a playwright! The performances should not be allowed to be advertised with the name of the playwright: the perfor-
mances have to be the works of the director! The director should not protect the playwright from despair and suicide! 
He or she should not improve a bad play just because the playwright may enter and sigh: what a good play I wrote!” 
(Tuomas Timonen)

The schizophrenic title - the mix of the concepts, “body” and “text”, reflects the landscape of Finnish 
theatre. These two concepts “body” and “text” seem to be the most distant possible nouns. But it is 
exactly with the help of these two extremes that it is possible to talk about the topography of the Finnish 
performing arts scene. There are two currents which lead to different aesthetic expressions. 

Traditionally Finland is a country which has a high respect for the written word. Theatre and drama have 
their roots in the national awakening of the 19th century and in German idealist philosophy: drama was 
considered the highest form of literature. It was appreciated as the ideal educational tool for men. Also in 
the intellectual context of Lutheran Protestantism, the individual study of the words became crucial. Even 
now, almost 140 years after the foundation of the Finnish Theatre in 1872, the repertory policy of theatres 
is basically representing the old ideals. Though we can witness the shift from educational task towards the 
more entertaining idea of the theatre, this traditional ethos and social mission of the theatre can be traced 
in Kristian Smeds´ view of his theatre:

“In Finland, the sauna is social therapy par excellence. The stage is also a sauna and I consider myself the large-
breasted lady from Finnish films of the 1940s and 50s who washes people, is afraid of nothing, who stands in the 
middle of the most unbearable heat and without hesitation dredges up their feelings and meanings. And then we all go 
for a swim together in the avanto [a hole made in the ice]. Just as people sweat in the sauna, things are often said in 
my theatre that you would otherwise not say, at least not in this way. I try to make things visible that would otherwise 
remain hidden. Of course, I hope that my productions have a cleansing function not only for my actors, but also for my 
audience.” (Kristian Smeds)

Or the way director Juha Luukkonen defines his own approach to theatre: 

“In many respects, we are experiencing obnoxious times. There are a great number of issues that one should talk about. 
If I have been given the means and media to do so as an artist, it would be criminal not to do it. At any rate, the ether is 
full of trifling bullshit.” (Juha Luukkonen)

Contemporary drama – the Theatre Academy as a creative hub 

Traditionally, the richness of new contemporary domestic plays has been an indicator of the well-being 
and vitality of the theatre. However, there is a paradox. This emphasis on the word, the hierarchy, has 
meant that the tradition of drama and theatre is mainly understood as “written text”, “written words”. This 
tradition could be described as the happy marriage of a popular play with “well-made drama”. The Fin-
nish popular theatre tradition has fostered psychorealism, closed form and Ibsenian formula. Experimen-
tations with form have been rather limited. 

In this regard it is necessary to talk about the canonisation process of Finnish domestic drama – in theatre 
this process also needs its audience; so the audience actually influences the canon. New contemporary 
plays are now experiencing this kind of canonisation process. The life cycles of the plays have increased; 
a new Finnish play will usually have several premieres and it will be taken to the repertory of several 
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different theatres. This flourishing of Finnish domestic drama has to do with theatres own activity, their 
willingness to commission new plays, playwrights in residence and different incentives for producing 
contemporary new drama. The amount of premieres of Finnish language plays is impressive: in the 2009-
10 season the repertory of Finnish theatres consisted of 332 different plays, of which 195 were Finnish 
plays (53% of all performances). Some 81were premieres of Finnish plays.

An important factor is the significant impact of the Theatre Academy. It strongly believes that artistic  
research and a dialogue between the research and art will lead to a paradigm shift. That will mean a  
deeper, more profound understanding of an artist´s corporeal knowledge. 

“The theoretician of art, the art philosopher or art researcher, does not study art from the point of view of the art, but 
from the point of view of the society, (…) Artistic research, by contrast, looks from art towards society and our idea 
of reality, questioning its existence and sets demands according to its own mode of existence. Consequently, artistic 
research is, (…), ultimately more interested in reality than in art. To put it bluntly, where research of art explains that 
‘art exists, because…’ or ‘art is as it is, because…’, artistic research explains that ‘because art is (or because it is of 
a certain kind), it follows that…’” (Kirkkopelto, p. 18, 2008- Kirkkopelto, Esa (2008) New Start: Artistic Research in 
Finnish Theatre Academy in Nordic Theatre Studies. The Artist as Researcher. + Paper in Nordic Summer University 
Winter Seminar (2009), Tampere)

Finland has been a pioneer in implementing practice-based research, which has been called Artistic  
Research in higher education since 1980s. We cannot overestimate the significance of the Theatre  
Academy which is the biggest educational art institution in Nordic/Baltic area. Its role in highlighting the 
function and significance of performing arts, its professions and content has been of vital importance. We 
have a generation of playwrights who have been trained at the Theatre Academy. The Theatre Academy is 
a creative hub, a laboratory, the writing school for playwrights. Thus writing for the theatre has a home:  
“I think in the language of the stage”, explains Leea Klemola, playwright. 

The playwright is not an outsider – writing for the stage

This close co-operation between dramaturges, directors and actors right from the educational level has 
had several consequences. This means questioning the traditional two-process method whereby a  
playwright writes a script in isolation and the other artists stage it. The playwright in Finland is not an 
outsider but a member of the artistic group, very often even the director of the play. Writing a play means 
really writing for the stage. Theatre is considered to be a physical and conceptual art form and therefore 
one can hardly write a finished completed drama for the theatre but rather a script which allows for  
changes. This applies to Kristian Smeds, Mika Myllyaho, and Leea Klemola amongst others.

Mika Myllyaho, the general director of the Finnish National Theatre, former director of the Group Theatre 
and a highly successful playwright describes his way of writing: “When I write a play it is a continuous 
process. I write many drafts, which I keep on rewriting and reworking further during the rehearsals. Right 
from the beginning I improvise, I ask the actors to change the dialogue, I encourage them to do something 
else, and the actors comment on their characters. The next day I bring them a new version.”

Maybe the most significant development has been the revolution in the language spoken on stage. The 
people on stage speak as they would speak and express themselves normally not in the literary way but 
in a spoken language using colloquial expressions and sentence structure. This may mean language with 
grammatical errors, dialects and a creative mix of different language codes. It also means a mix of lyrics, 
everyday dialogue, physical theatre and rooted realism. Leea Klemola´s Kokkola brought the Kokkola 
dialect to stage, Juha Jokela´s Mobile Horror and Performance Economy introduced the language of IT 
hype and business world. Emilia Pöyhönen talks about the - commercialised or commoditised language”. 
According to her the different registers of language are excluded which is a symptom or a proof of the 
exclusion of people. Pöyhönen writes constructed language; stylised, poetic language which exhibits and 
uses cultural and social positions. 
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In general, textual practices have changed. The texts are often produced in close co-operation with actors 
and performers or with specific actors in mind. They are also partly produced in a devised way during the 
rehearsal process. 

However, old dramatic conventions are still widely in use. Previously playwrights did not necessarily 
write in such a way that they would have challenged the stage. “We have a lingering standardised idea of 
how a drama should be. Playwrights are not fully taking advantage of the potential of our genre. It is not 
question of even becoming too experimental, huge choices are available already if we stop constructing 
characters as psychic entities”, Maria Kilpi, playwright, stated in 2006.  

The younger generation of playwrights, is challenging the format of drama: More and more of them are 
also experimenting with form, writing poetic drama, monologues, abandoning the idea of a character as a 
focus point, using a choir, getting rid of the realistic form, applying more open forms, mixing reality and 
fantasy. There are increasing numbers of texts which rebel against all kinds of normative practices. Emilia 
Pöyhönen, Heidi Junkkaala, Saara Turunen, Okko Leo and Jussi Moila are among the most reckless and 
unruly younger playwrights, who create unique worlds, unconventional stories and distance themselves 
from psychorealism and thus offer a new aesthetic quality. The new kind of drama includes more  
elements from poetry or prose. The relationship between the text and the performance is questioned. One 
could consider these new texts plays impossible to stage.  

In addition, we have to bear in mind that in a bilingual country interesting texts are also being written in 
Swedish. Finnish- Swedish playwrights Sofia Aminoff, Tomas Jansson, Ann-Luise Bertell, Joakim Groth, 
Susanne Ringell and Anders Larsson prove quite how multidimensional the landscape of Finnish drama 
really is. The marginal matters: hybrid-identity and the other perspective enriches the landscape. 

Another factor contributing to the rise in a new style of writing that challenges theatre is Text (Teksti), a 
community of playwrights. It is a forum for playwrights to meet, discuss working methods and content 
as well as receive feedback on the plays they are working on. This collegial community based on mutual 
trust provides an opportunity to test one’s ideas with sparring partners who are not hindered by prejudice 
and recognise no limits. The Text community also has an impact on arts policy. The playwright’s identity 
is strengthened and the profession gains increased respect and visibility. The new dramatics require new 
audiences. 

What does drama and theatre mean? Satire and carnivalism on market economy
 
The Finnish contemporary theatre searches new ways to investigate the reality.

Documentary theatre contributes to the repoliticization of the contemporary Finnish society by digging 
into the invisible power structures and staging real existing persons – the political elite – and carnevalizing 
them. 

What is the world of these dramas? What issues do they talk about? What is the image of Finland  
portrayed through Finnish plays and performances? Contemporary Finnish playwrights have a strong grip 
on reality, bringing social issues to the fore whether it be the collapse of the welfare society, the global 
economy, global warming, and the aggression within a Finnish man or woman. The theatre is still  
considered to be a moral institution. Many texts deal with the new rules of the global labour market - how 
the economy rules or overrules. (Juha Jokela´s Performance Economy (2010), Esa Leskinen´s and Sami 
Keski-Vähälä´s Overcoat and Under the Helsinki Sky, Susanna Kuparinen´s documentary theatre The 
Parliament – a political satire on the new division of prosperity). In the Parliament (2011) the pro-
tagonists are the current Finnish politicians and members of the Finnish parliament. The performance is 
based on official records from parliamentary sessions. This theatre piece seeks answers to such  
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simple questions as who actually exercises power in Finland or whose pockets the money ends up filling 
or whether the parliament is merely the rubber-stamp of lobbyists? The economy may also give voice to 
the absurd black humour as in Peltola´s plays. Her trilogy (A Finnhorse, A Little Money and the Warm-
blooded) addresses an important topic: the austere lives of poor people. 

Juha Jokela’s Performance Economy asked questions about the relationship between reality and perfor-
mance. Where can we find real information, when all information is served up to us in the form of perfor-
mances, blogs, position-based debates, consultants’ visions or PowerPoint slideshows? Based on the short 
story by Gogol, Overcoat (2009) was a chillingly funny social satire in which the irreproachable worker, 
Akaki Akakijevitš, witnesses a broad range of changes and trends in economic policy: from the Finlandi-
sation of Soviet trade to the boom of the 1980s, the speculative economy and short-term employment. 
Under the European Sky (2010) by the same author highlights the fate of mobile workers in a free trade 
area, the disappearance of jobs and the exclusion of people in Europe. Seeing a Romanian agricultural 
worker’s journey to Finland is an eye-opening experience.

Political or social satire and carnivalism are frequently used methods for portraying reality in contemporary 
Finnish theatre. Growth Machine (2010) by Rospuutto-ryhmä from Northern Karelia is a dystopia of a 
rural area transformed into an energy reserve. Written and directed by Hanna Kirjavainen, the play exposes 
the mechanisms of the market economy and demonstrates how the power of local democracy may be 
compromised when real power is held by the economy. Growth Machine is a “regional play” located in a 
“peripheral European country”. The name of the play is a reference to a term coined by Harvey Molotchin 
to describe the power of the elite in changing and adapting geographical areas. In Growth Machine, the 
system collapses, but the process is hilarious and warm rather than bleak. 

Hybrid identities, realities and fiction

The social and political dimensions of Finnish theatre cover power, economy, municipal politics as well 
as gender politics and climate policy. Heidi Junkkaala’s play, Bride of Christ (Finnish National Theatre 
2010), invites audience members to ponder their relationship with religion and gender. The play offers a 
range of views on a current and painful topic in Finland; the relationship between homosexuals and the 
Church. Should women have the right to be priests or bishops; is homosexuality a sin? These are among 
the questions the play deals with. Globally tired (Finnish National Theatre 2010) is a collaboration with 
an environmental organisation. Designed as a touring performance for schools, the play discusses the  
inconvenient and fearful questions of what we are willing to give up, but does so in a hopeful manner. 
The political dimension of theatre can be simultaneously intelligent and light. Political theatre is no longer 
a matter of going straight to the point and proposing a single truth, but rather it is theatre that revolves 
around questions and suggestions. “In our day and age, arguing for black and white truths would seem 
naive and unenlightened”, says young Finnish director Aleksis Meaney. This new approach to political 
theatre is more open than that. 

An example of a new approach to the politics of identity is Emilia Pöyhönen’s Czar’s Brats (Kotka City 
Theatre 2011), which explores the Finnish relationship to Russianism and Russians in circumstances 
where the number of Russians living in Finland is constantly increasing and there are more and more  
Russian tourists visiting the country. This local perspective opens up broader questions on how we come 
face to face with others, and how we come face to face with others inside of us. Pöyhönen examines the 
hybrid identities created through multicultural marriages with a poetic forwardness, as she did in her 
earlier play The Chosen Ones (Helsinki Student Theatre 2007) dealing with the treatment of asylum-
seekers. Another play addressing the more ignominious aspects of the Finnish dialogue on immigration is 
Jussi Moila’s Paradise (Takomo Theatre Company 2011). Issues related to multiculturalism are  
increasingly current in Finland after the recent alarming increase in hate speech and intolerance. In the 
eyes of the theatre, this country often seen as a paradise or a land of lottery winners reveals a darker side. 
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An interesting new take on political themes in theatre is Okko Leo’s play, The Field (2006), which deals 
with two government-subsidised employees working at a sports field that is about to be closed down. One 
of the employees characterises the caretaker’s profession as the only one that is truly free. Through the 
eyes of these two bystanders, the play paints a picture of a society in which people are handled without 
care by other people who are distinctly average. The only thing one can do is to count the days and  
imagine one’s own life, where even the revolution on a sports field is only an illusion.

Inner psychic landscapes, the family, the straitjackets of gender roles are all focus points. The questions of 
identity have become far more important. The Finnish documentary film “Men’s Turn” has been an inter-
national success in describing and showing the hidden emotions of outwardly silent and taciturn Finnish 
men, revealing their emotions in sauna. Mika Myllyaho focused on men, in Panic (2005) he made three 
young men talk and act like “women”, the Almodovar situation men on the verge of a nervous breakdown 
signalled the mood. In the same way its counterpart Chaos (2008) has three protagonists: these educated 
middle-class women begin to lose it as they battle with chaotic life situations. The women of Chaos are 
kindred spirits with Edina and Patsy from Absolutely Fabulous and the characters of an Almodovar film. 

Saara Turunen’s play, Bunny Girl (2007), is the story of a girl who is looking for a way to be a woman 
in a swamp of romantic and pornographic images populated by fictitious characters, stewardesses, dancers 
and busty glamour models. The stream-of-consciousness of the text pulls no punches in its depiction of a 
constant flow of images and the protagonist’s aggression. In Veikko Nuutinen’s play, Compassion (2011), 
the text expands from the scene of a family drama to broader observations of the world around us. The 
text is open and ambiguous, with the psychorealistic depiction of a family being merely camouflage for 
a Pasolini-esque distancing and the conceptual level. The relationships between the family members can 
be seen as manifestations of power and violence. The text deals simultaneously with both the aspect of 
violence and the dream-like quality and irrationality of the text invite the audience to examine a reality 
that frequently manifests itself as a construct of fiction. Ultimately, the line between fiction and reality is 
blurred as people operate within models created by fiction and observe reality as if through the lens of a 
camera. Many contemporary texts and performances use fiction as a surface for reflection, from an action 
hero such as Rambo to the actor Bruce Willis. Sakari Hukkanen’s The Expendables (Theatre Academy 
2011) and Veikko Nuutinen’s and Riku Saatsi’s Bruce Willis Saves the World (Tutkivan teatterityön 
laitos 2011) are examples of how the young theatre generation works with a reality that is inextricably 
linked to fiction.

Hybrid identities and the bizarre range of human existence populate Leea Klemola’s arctic trilogy  
(Kokkola, Into the Cold and New Karleby). No aspect of the human experience is off-limits to 
Klemola’s politically incorrect and unashamed plays. Klemola’s texts are characterised by a wild and 
distancing view of the world that recognises no limits. In Kokkola, a woman turns into a seal. In Into 
the Cold, a strange expedition escapes climate change and travels to Greenland’s northernmost populated 
village to establish a new society. The expedition includes, amongst other members, a family of over-
weight Neanderthals. In New Karleby, animals, specifically spotted hyenas, are equal to humans, merely 
a different species with a different culture. The characters created by Klemola can be analysed from the 
perspectives of eccentricity and mobile gender identities. In Kokkola (2004) and Into the Cold (2006), 
female masculinity is manifested in the character of Marja-Terttu Zeppelin, played by a male actor 
dressed in red Gore-Tex overalls. She does not care for sex and loves cold places. The male actor portrays 
female masculinity or masculinity in women. In her production of Alban Berg’s opera Lulu, in which 
Lulu was a hairy female monkey, and now in New Karleby, Klemola destabilises and moves identity even 
further. The spotted hyenas are others, yet they are tied to their genders in a recognisable manner. The 
female spotted hyena is the alpha, with the males in the pack begging it for sex. The male hero who has 
looked after others throughout his life wants to turn into a grandmother – and does. Grandmothers radiate 
a sense of safety.  
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New tendencies of post-dramatic theatre, new politics, ethics and aesthetics 

The past ten years have seen a proliferation of not only theatre groups, but also temporary ensembles, free 
and independent productions, various loose project-specific groups and umbrella organisations. These 
include the Reality Research Centre, The Performing Arts Association, Projektoriryhmä, Esitystaiteen 
keskus, Oblivia, Toisissa tiloissa, Und er libet, Metamorfoosi, Myllyteatteri, Kolmas tila 3 T, Rospuutto, 
Kuriton Company, Six Fingers Theatre, Kulttuuriosuuskunta G-voima, Nya Rampen, Teater 90°, European 
Theatre Collective, Teatteri Nirvana, Hemska Teatern and many more.

The new open field of theatre is connected by the requirement of continuously employing oneself and 
uncertainty over financing. A common feature of the new free groups is producing performances on a 
project-specific basis. These types of research-based and experimental laboratories may only have a few 
productions per year. Performances often take a long time to develop.

These groups, collectives and associations are also meeting places. They arrange study groups, seminars 
and discussions. Some of the groups, such as Rospuutto in Northern Karelia and Kulttuuriosuuskunta 
G-voima in Kainuu, have strong regional ties. Certain other groups are based on an international approach, 
with a multicultural membership, international collaboration and joint productions. The performances 
produced by these free collectives range from experimental performance art to musical theatre, puppetry 
and mask theatre.

Hybridity can also be seen as one common denominator, whether it pertains to the borderline, the third 
space, transition or liminality. Current research on immigrants talks about diasporic identity; people 
migrating from one country to another are forced to adapt their identity. Diasporic identity in art could 
refer to looking beyond the borders of one’s home country, being Finnish “in a different way”. In the new 
fourth wave of this group theatre movement we could discuss the diasporic identity of this growing group 
of collectives or the hybrid culture of the people behind it, where forms of identity are not consistent. 

Different types of production houses and spaces provide opportunities for self-directed diversity and an 
informal project orientation. Could this activity be compared to various network-based movements, even 
citizens’ movements, where operations and decisions are determined by meetings that bring networks together?

Possible reasons behind these developments include the special study programmes in contemporary theat-
re offered by the Theatre Academy Helsinki, the work-pair approach used in its Degree Programme in  
Directing, the international dimension of the Degree Programme in Acting in Swedish, communality and 
the new political culture based on degrowth thinking. These hybrid operators create free zones for  
thinking and action. The new groups are deeply linked to democracy and have the objective of open  
dialogue and the opportunity to participate in artistic decision-making. They are positioned against the  
logic of productivity. Long-term processes are not feasible in the framework of a repertoire theatre, as 
they simply don’t have the time or financial resources for them. Many groups and productions share the 
common approach of using working groups. The desire to choose the group’s working methods is also 
common, regardless of whether the production is based on text, space, concept or the working group. 
Education in the dramatic arts has emphasised independent artistry with one’s own voice. This is not a 
question of politicised theatrical othering, but rather the varied aesthetic-political realities of different 
theatrical practices. Some look for partners outside Finland, such as Myllyteatteri and Nya Rampen, 
which collaborates with Instituet. Oblivia and has more performances outside Finland than in it. However, 
groups may also operate as deeply local laboratories, such as Rospuutto. 
 
Finnish theater is living in a fascinating rapture zone.  Critics, professionals and the general theatre-going 
public have been abuzz with questions concerning applied theatre and its devised methods. The scene 
functions as a performative laboratory, a field of research where one can scrutinize any phenomena or 
aspect of the reality.
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Reality Research Center searches continuously new ways to scrutinize the concept of reality. The group of  
theatre and performing arts professionals have longer performative research projects. Helsinki by Night 
took the audience to the guided city tour by bus, The Sacred examined how the sacred can be performed. 
Belief is a personally guided tour in the everyday surroundings in the city. The performance seems to 
suggest that we are hostages of our everyday rituals and invisible belief structures and systems. In these 
performances the spectators´mind becomes the scene.

Somewhat in a similar way Other Spaces makes invisible performances. It welcomes the spectator to 
participate to the collective physical exercises. The fundamental idea is based on the fact that the human 
being has the right to imitate other beings and to participate in other experiences. The group is not  
performing; instead it performs dramatized collective experiments in the presence of public. The group 
also organizes workshops called “Secret Retraining Camps”. Other Spaces has used space odyssey  
(Aniara), Odradek (Kafka) and Golem myth in their experimentation on human metamorphosis. In 
Golem Variations (2011) the Golem myth is the starting point to investigate the creation which also 
includes destruction. Golem Variations takes the spectators or participants to the journey of day-to-day 
politics: the performers and the audience create together variations which have to do with the mine  
accident in Chile, the 9/11 and  Israel – Palestinian crisis in  the Middle East. 

We witness interesting presentation of ordinariness – the human readymade – in which the performer is 
relocated. It is very much the tension between “being oneself and “acting a role” between the material 
reality of the body and it as being a reference, a symbol or a metaphor.  The space between being and 
representing the performative self is crucial in Finnish contemporary theater practice. The contemporary 
theatre emphasizes the materiality of the body. In the performance In Human Disguise (2009) co-created 
by director Milja Sarkola and choreographer Eeva Muilu examines the confusion and estrangement 
caused by naked bodies being publicly on display.  Besides the performers, also the spectators cannot 
avoid thinking of their own responses when faced with bodies which bear no social or cultural status.  We 
are sharing the feeling. An appreciation of quite how much there exists disguised, role-based, aggressive 
or commercialized nudity. Strong physicality and bodily presence could be one of the distinctive marks 
or a common nominator for many contemporary performances. In Und er libet group´s performance this 
physicality and the extreme states of mind reach trancelike dimensions or physical exactitude. 

The companies are more and more international like Nya Rampen, Oblivia and Nirvana.  Oblivia´s  
Entertainment Island trilogy is a good example of collectively devised, interdisciplinary and minimalist 
performances. The starting point is the popular culture and entertainment industry, which the performances 
scrutinize from the private perspective using clichés, stereotyped gestures, movements, sounds and voices 
familiar from films or photographs or advertisements. The third part of the trilogy the treats nakedness, 
pornography, violence and voyerism with a strange yet provoking and intelligent elegance. 

Nirvana is a multicultural company. Paradise is a good example of the self-critical and profound approach 
towards popular culture. It is worth mentioning that both Oblivia´s artistic director is female (Annika  
Tudeer), and Paradise is directed by a female (Sini Pesonen). The entertainment has its deeper side and  
simultaneously seriousness can be twisted into entertainment. This kind of conscious shaking of the 
boundaries questions our prevailing assumptions about what is insignificant, profound or superficial.  

Nya Rampen´s Conte d´Amour (2010) takes the case of Josef Fritzl as a starting point to investigate the 
relation between family and love and their darker hidden sides:  the inner interdependences, the need to 
possess, jealousy and all other emotions which are the elements of romantic love. We are shown these 
emotions in all their spine-chillingness. Josef Fritzl is not the concrete factual character - Conte d´Amour 
is not a documentary performance - but more a reflective surface against which the fantasies are  
projected. The performance also urges us to think of the role of the patriarchal masculinity and the family 
structures.
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According to researchers of citizens’ movements and organisations, the new culture of movements, such 
as the radical environmental activism that became organised in the mid-1990s, is based on the Do-It-
Yourself principle. They emphasise direct action and personal choices. The same applies for this fourth 
wave of organisation in theatre. 

The groups’ ways of working reflects the new ways of organisation in society. Networks or other tools 
are used to convene public meetings, demonstrations and other activities. The operations of these new 
hybrids also reflect lifestyle and consumption choices, becoming part of personal political responsibi-
lity and choices that are carried out not only through consumption, food and lifestyle choices, but also 
through the choices made by the theatre group in terms of its ways of working. Participation is based on 
selected projects in the same manner as political identity is self-constructed and reflected in participation 
in various campaigns and projects. Theatre-makers are not separate, but rather participatory members in 
various networks and groups, often simultaneously. There are fewer and fewer formal practices. The ways 
of working emphasise the coexistence of different views, but also the spirit of consensus; there is room 
for various views as the process happens. The productions are designed to be light and production-related 
problems are solved in ways to maximise flexibility and freedom.

The new operators challenge the limits of the system as all new movements tend to do. They can be 
seen in the light of Alain Touraine’s view of how movements battle for the control over the historicity of 
society. Historicity is the general cultural orientation or model that creates the framework in which stake-
holders operate. In Finland, the theatre model has progressed from amateur theatre to professional theatre, 
city theatre and permanent state-subsidised professional theatre. The field of free theatre is a changing 
dynamic process. Just as the movements that are born, operate, move and eventually die out. But does 
anything in Finland die out? The key to the significance of political movements lies in their impermanence. 
Perhaps the question is not so much about their breaking through and having their position be recognised 
in the traditional sense, but more about the simple opening up of different opportunities. And of course 
there is recycling, so not everything has to die out. The groups have gone through, and will continue to go 
through, coups d’état and radical changes to bring in new blood.

Fluid boundaries – hands-on approaches

Many of these groups produce devised theatre which means theatre focusing on collaborative and  
compositional processes instead of staging a play. This kind of theatre can be interpreted as a backlash 
against the playwright-director relationship or against the omnipotence of the author-director, and the 
supremacy of the director. This has meant the shift from the playwright and director towards the perfor-
mers and the collective. We could say that this new performance art shares Grotowski’s idea that theatre is 
something “ that takes place between the audience member and the actor”. All the other things are  
unnecessary extras.

Hans-Thies Lehmann´s book, Postdramatic Theatre, was published in 1999 and although it was translated 
into Finnish rather late, it has become quite embedded in Finnish stage practices paving the way for the 
paradigm shift towards performative aesthetics and aesthetics of presence.  =Many of the trends could be 
conceptualised in the frame of the performative turn and performance art. In general, human behaviour 
is conceptualised within the framework of a performance and performing, which means a disinterest in 
the written text. Performing means something entirely different to acting in the contemporary Finnish 
theatre. When it comes to contemporary postdramatic theatre the frame of reference has radically altered, 
the barriers between different forms of arts, between theatre, dance and new circus have come down. One 
of the key concerns is the power and autonomy of the performer, his or her role in the process. Perhaps 
performance art has partly become the artisan handcraft of performing arts. The performance artists are 
increasingly thinking about the immaterial value of their art in a world faced with an economic crisis and 
cultural climate with an emphasis on material values.
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We could talk about the new wave against the psychologically-orientated realistic drama based tradition. 
Contemporary Finnish theatre renegotiates the traditional status of the text through the inclination of an 
actor. A non-figurative way of performing, a non-performing presentation rather than representation, is 
finding its territory in the Finnish theatre. We have more and more experimental theatre where the perfor-
mer is not acting a character, not expressing in the traditional way, but performing where the performer 
and the role are not essential and where the body which earlier was suppressed by the logos and psychology 
will now get assume power. The new theatre practices are interested in the presentation of ordinariness 
– the human readymade – in which the performer is relocated. This new way of performing relies on the 
power of the body and the power of the encounter between the performer and the audience.  

New contemporary theatre offers new narratives with no theatrical plots. It has abandoned the linear 
narrative traditions. Instead, it uses time and duration for a new kind of an encounter between the perfor-
mer and the audience. These often nomad performances happen outside traditional theatre venues. They 
challenge conventional perceptions of performance and reality, of seeing and being seen. The aesthetics of 
minimalism deconstruct the performance into elements. Drama and the text-based theatre and traditional 
authorship have become contested concepts. “Theatre is a practice in which societies negotiate around 
what the body is and means.” Simon Shepher´s statement is highly applicable in contemporary Finnish 
theatre. 

New interactive and dialogical forms and “hands-on strategies” of performances could be also analysed 
in the frame of reference of Nicolas Bourriaud’s dialogical aesthetics. His central premise is that artistic 
practice in the 1990s can be understood in terms of a paradigm shift in which artistic practice is “focused 
upon the sphere of inter-human relations … and the invention of models of sociability”.

Hanna Helavuori
Director, TINFO – Theatre Info Finland
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Saara Turunen
Saara Turunen (1981) is a Finnish playwright born in Eastern Finland. 
Turunen is known for her straightforward and edgy style. Her plays are both playful and aggressive, often 
related to the world of fairy tale and pop culture. Her writing combines trivial verbal approach to clear 
poetic images. 

Her most well-known play is BUNNY GIRL (Puputyttö) which first premiered 2007 at the Theatre  
Academy Helsinki and was later invited to the repertoire of the Helsinki City Theatre. Bunny Girl has 
been translated into several languages. The play has been published in Mexico by the Paso de Gato 
Theatre Editorial. In addition to the Finnish productions, it has been staged in Spain and Hungary. It will 
premiere in Mexico in October 2011. 

Turunen´s provocative shortplay The Little Jesus premiered 2009 in Barcelona as a part of the Theatre 
Lliure’s repertoire. In September 2011 Turunen´s newest play Broken Heart Story will premiere at the  
Q-Theatre in Helsinki.

Turunen has been invited to participate among others in the International Forum of the Theatre Treffen 
in Berlin, Forum of Young European Playwrights Neue Stücke aus Europa in Wiesbaden, the Festival of 
European Contemporary Playwrights by the Theater Husets in Copenhagen and l’Obrados d’estiu de la 
Sala Beckett in Barcelona.

Maria Kilpi
Maria Kilpi's play THE END OF THE ROAD (Harmin paikka) was the first Finnish play to be accepted 
by the Stückemarkt of the Berliner Theatertreffen. In 2007, it was selected as the best play of the texts 
chosen to be presented in Berlin. The prize included the world premiere at the Maxim Gorki Theater in 
Berlin in autumn 2007. The play was also successful in Austria where it was premiered in early spring 
2008.

Maria Kilpi (born 1979) starts a piece of work by getting her hands on new material. The central aspect of 
her work is not the creation of something new but the re-arrangement of something existing.

"It is exactly for this reason that I like to work on dramatisations. I feel that my primary work is not the 
creation of text but to arrange whatever material into a dramaturgical whole."

Kilpi calls herself a dramaturg and a short-term theatre maker and she has directed, made light design, 
taught and written. Kilpi's way of working is based on profound background work which she carries out 
for each project.

"Writing a play requires you above all to study content and traditions. The most important thing is to be 
interested in the things you write about", Kilpi recaps. 

(Source: www.naytelmat.fi and extracts from Mirja Vinberg-Mäkinen's interview.
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Heini Junkkaala
Heini Junkkaala (born 1975) is a playwright and dramaturge from Helsinki.She graduated in 2006 with a 
Master’s Degree in Performance Arts from the Finnish Theatre Academy, before which she had studied 
Finnish literature at the University of Helsinki. Themes central to Junkkaala’s works include generational 
differences, gender diversity and the paradoxes of Lutheran faith.

Junkkaala’s  BRIDE OF CHRIST (Kristuksen Morsian) was premiered at the Finnish National Theatre in 
2010. Her newest play, Play for me, Billy will be premiered in September 2011 at Theatre Jurkka.
In addition to her career as a writer and a dramaturge, Junkkaala also teaches dramaturgy and writing for 
the stage. Junkkaala has won the Nordic Drama Award of Finnish Dramatists’ Union (Sunklo) in 2010.

Okko Leo
Okko Leo (born 1971) is a playwright and dramaturg from Helsinki who also teaches creative writing. 
Leo’s play PITCH (Kenttä) is a political tragedy. It is a depiction of a society in which people are merely  
bystanders in their own lives. The play’s main characters are two caretakers of a sports field which is just 
about to be closed down. The only task the two long-term unemployed have in this temporary job is coun-
ting the days go by.
 
Okko Leo wrote his latest play Mistä on isot pojat tehty? in collaboration with Marko Järvikallas and 
Harri Virtanen. It was premiered at the Finnish National Theatre in March 2011. The men we see in this 
politically incorrect and sexually charged play are from today’s world and nothing manly or masculine is 
unknown to them. Women are not given a voice.

Mikko Roiha
Mikko Roiha (born 1971) is a theatre director and dramaturg, currently living in Berlin. Together with 
Eva Maarika Schmitz and Raoul Grünstein he forms the artistic team of the Stage Helsinki Theatre  
Festival 2011.

Mikko Roiha has directed for theatre for over ten years. His productions were staged at the City Theatres 
in Kajaani, Joensuu, Vaasa, Oulu and Kuopio as well as at KokoTeatteri, Lilla Teatern, TTT-Theatre and 
Minimi Dance Theatre. In 2001-2002, he worked as the artistic director of the Seinäjoki City Theatre.
Roiha often works with classical Finnish texts which he adapts to our time and age to bring a contempo-
rary version to the stage. He has directed amongst others, Seven Brothers by Aleksis Kivi, Anna-Liisa by 
Minna Canth and Juha by Juhani Aho. The latter was a production by Dance Theatre Minimi which will 
be performed at Intercity Festival in Sesto Fiorentino, Italy in October 2011. 

Among his latest works is Philip Ridley’s play Vincent River which was a co-production premiered at the 
Stage Festival in 2010. In 2008, Mikko Roiha was awarded the State Prize for Theatre by the Arts Council 
of Finland.
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TINFO cooperates with performing arts professionals: artists, theatre producers, programmers, dramaturges and 
festival managers. TINFO facilitates artistic networks and supports international co-productions and partnerships.  

TINFO provides material and advice on: MOBILITY, INTERNATIONAL NETWORKS AND  EXCHANGE,  
FINNISH THEATRES AND ARTISTS

TINFO promotes contemporary Finnish touring performances in co-operation with Theatre Centre  
(www.teatterikeskus.fi) and Finnish drama with drama agencies, playwrights and translators. 
Drama agencies: Nordic Drama Corner (www.dramacorner.fi) and The Finnish Dramatists’ Union in co-operation 
with Agency North  (www.finnishplays.com). 

TINFO organizes events, seminars, workshops, drama readings and showcases in co-operation with  
different partners. 

TINFO participates in international networks and various projects. Recent projects are:
PRACTICS – dealing with information about EU cross-border mobility in the cultural sector [2008 – 2011]
TAIVEX – a training program for art exchange and cultural exportation [2009 – 2011]

TINFO publishes yearly theatre statistics, covering the repertory, spectator, employee and economic  
figures of Finnish professional theatres.

TINFO Crew
Director Hanna Helavuori | +358 9 2511 2121 | gsm +358 44 3631722 | hanna.helavuori@tinfo.fi
Press and Communications Sari Havukainen | +358 9 2511 2124 | sari.havukainen@tinfo.fi
International Coordinator Krista Koskinen | +358 9 2511 2126 | krista.koskinen@tinfo.fi
Executive Producer of International Projects Jukka Hyde Hytti | jukka.hytti@tinfo.fi

Finland is a small superpower of performing arts!

Photos in spiral order from upper left corner: Und Er Libet | Giselle | Photo Uupi Tirronen  
The Finnish National Theatre | Mr. Vertigo | Photo Antti Ahonen 

The TTT Theatre | A Little Money | Photo Jyrki Tervo 
Myllyteatteri |  The Island | Photo Heli Sorjonen

Performing Arts Society | Ode to Love | Photo Pekka Homanen 
Kotka City Theatre | Kymmenen tikkua laudalla | Photo Heidi Noponen

Nya Rampern | Conte d’Amour | Photo Marcus Öhrn 
Oblivia | Entertainment Island | Photo Eija Mäkivuoti 

The Finnish National Theatre | Globally Tired | Photo Timo Teräväinen 
Reality Research Centre | Belief  | Photo Jan Ahlstedt 

Rovaniemi Theatre | Tourisme | Photo Timo Lindholm

TINFO - Theatre Info Finland | Meritullinkatu 33 A | FIN-00170 Helsinki | www.tinfo.fi
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All you need to know


