kﬂfhﬂ ﬁim{miﬂuﬂtﬂt - -Trhiakﬂe,

people ask me what I do in the theatre.

this is a selection from my list of answers:
an internal critic

an intimate participant

an outspoken audiencemember

a collaborator

an extra eye

I work in dialogue with the director and thewriter(sszg?éhefe ave awy.
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I help asking questions and finding doubts..”

the questions are essential, answers and solutions

are part of the end of a process., we don't-alwa ys find them.
Ixherpx EXREIREXKXEAZINEAX
I try tgeégard those basic questions as thes work develops.

those questions become part of a vocabulary of work.

I keep the whole in mind - an overall stiructure,

which frees others in the process 10 lose themselves
in details. |
I give my opinion about just about everything.
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People either listen to my advice, my opinions,
or they don't.
I talk endlessly. with the diredtor, with writer(s),

with some actors who find me useful.

I talk after working hours.
men XRXXXAWEX .
what wonderful work for someone who likes to talk a lote.

usually, hopefully I am part of ihe process ifrom
beginning till end - from the earlier stages of thinking

till the last day of performapge.




what I do changes. it is different in different stages of the work.
it isagg??g%gnt in working on known material

or in starting a piece from scratch. _

what I do is fluid E

and, as I am writing this I realizs,

hard to describe.

In the traditional theatre dramagurgs read and select
plays, chpdse the reprioire of an existing company,
sometimes translate pdays, write program%otes,

give historical backgrounds and literary explanations
of plays and write theoretical articles about the theatre.

I have done several of those things too.
I have translated plays (from English xxx and French |
into Dutch, from Yiddish into Ebglish), I have o
adapted plays with different friends/directors,

1 have Gl written ouE programi;wte.ﬁ,

|
But I have mainly worked inx theatre and with people
who believe in and thrive on collaboration and

dialogue, a theatre in which functions merge and

overlap in the earlier stages of work.

"I and "we" - g note on collaboration.

as I am trying to define my work, label it,

isolate it from its context, I a m discovering

how difficult it is to use "1I".




"', Xetxax2EIXERYY v EanSEIRHSRERIY
1deaily in the first and basic

sta ge of the WOI‘k, there 1g g mee'tj_ng of @'inds,

an openness 10 ezch others concerns and ways of
thinking, a merging of 1ideas,.

In ghysxxtx the kind of collaborstive work

I'm trying to describe, a context of thinking-
working is established, a fruitful ground from

which ideasSprout.

I will use "we',

I tried to define myself ty absence.

would the endresult have been different without me?
yes .

how?

I don't know .

but yes different.

"

another notes S NoT O RBE my,;u;
e a0 collaboriationwith equal input

or democratic veaimmm~proceduregt.

In reality some people's 1nput is more inspired and

inspiring. often actors are on different levels

of acting-experience and x consciousnessr(ﬁnds:ﬁ%
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As a dramaturg I try to givégfhé process of working

-SlsE®, which might be described in these stages:

the different stages of work- the changing guestions.

stage 1:

we define the area of exploration.
we try to find the guestions we wil concern ourselves with

and open them up.

questions:
what has value for us to attempt to express,

personally, theatrically, socially, politically?

what are we attempting to explore and express with

this work?

we in't try to find solutions, answers,
but we promote a dialogue, a consciousness about

these questions.

atx this stage the differpent labeled funcions

in the work merge and overlap. actors, director,

writer(s)i@ invited guests, dramaturg - all

contribute according to their own ability and skill.

the dramagturg contributes to the texture of thought.

together with the questions, we start to extablish

a vocabulary, a code, a common wark-hiﬁgafy.

a cross-current of work is going on between writers,
actors, director, dramaturg, thpaough improvisation,

divising of excercises and through dialogue.




stage 2+

we develop and shape materiale

[ i . = . - = T = = - = . .-.--.-- o= e, )
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we mow-develop criteria for making choises.

the quesbions become more focused:

what is transmitted, what igs evoked?

what can be repeated?m¥eryiRimXXIIXXX

everything is still fluid in this stage of the work. |
everything still seems to be possible, but it isn't.

this stage is about necessary limitation, é,bout finding
FUc e ARE N LoageR

a focus, a dirsctiocim. i

uniimited possibilities.

some ideas sound wonderful, but when they are brought up

and tried out, nothing happens.
does the idea stink?

maybe the writer is not inventive enough
or do the limitations of the agztors/creators stop

the idea from growing?

some lideas just dey up, we have 1o give them up.

some ideas create a wonderful 1initial excitement,
but the improvisation could never be repeated
and nobody can find the impulse Xkxzkx again.
the idea has to be dropped.

SAMEXXX uuﬂumﬂﬂum
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some ideas are wonderful and exciting, the work

coming out of them is wonderful and exciting,

but it all turns out to belong to a different piece. /
] )} o LA —aple {c wres t= e
It's hard to give those up. 7 a/*/é-w:_.%
| . /Jﬁ" e
IR R IR NAX TR EX R RN EXRRANIREY
In this stage some of the differe nt functions
re—emerge. - .
the actor, whetheﬁﬁae is working on materia 1
s/he has created, necds feedback. >
the differentiation between those who &e, act
THE EHaiéN ""” % . ; i
and have to repeat iar hose 1 shape the raTERIAL
porz.becomes claar ke
in this stage we start eliminating, chosing, cutting.
trying out sequences, finding a beginning structure.
$XxtxxX
whe “working on Nightwalk Joseph-Chaikin-and I
ORCE—&: nd_in crroles sicamsentedmenys Iop 2
days.,. tryi - f—imre“oﬁv&ﬁﬁeq&ence* g
when we worked on théﬁ““ bbulgWe went to the beach
with 4 of"“"b-ha,,_,_g.gtors -- whose opinioBs we learned
to respect) and figl re%out a~ghape of tkex Act II,,
_ %m
the wedding. i
%;'it;-ﬁ;-MEZ e ey howvans 1 C i (- P - hﬁd ke ' mm,
Pttt HaV 0.8 s o WE {t.sr Changed
we Mﬁwﬂf."?’f" S
many things“;‘“bu”w_ &L Dasic structure “forund em that
day on the bLeadh, weskmi j
| A




in this stage too, we ask the actors to tell the story
WVFD2MEDS
of thelpiece.

i§ woT FUuRMED  HAS T2 BE
very often thememismwe- story fet, so it D & invented on
the spot, improvised. and we learn from those storijes,

ab out what is alive, wha t is important, w hat we miss,

AEXEXEREXARIETYRY

when I first translated the Dybbuk foom the original

Yiddishy I translated most of the materizl tha t I
thought we might use, very closely to the original

Yiddishe.
Anski's Dybbuk opens with a number of man who hang out

in the synagogue and tell sompet®tive stories abuut .
miracle-rabbis. Since these specific stories were not

ihteresting, we decided to look for other Chassidic

stories that meant something to us. We found a few.Bﬁ”t{J*E’Eﬁ

MAREIA-JEAN wy@Td

However, xmxx when 3 of the actors (Malrciae-BLuse—ari~Coney )

and the director (Joseph Chaikin) started telling and
somethmes acting the dxffexexm story of the play, they

k consistently forgot those opening-stories.
We decided to cut them and felt relieved.

ol ol ;/ F SCHER




stage Js
in this stage the piece is starting 1o emerge,.

it is finding its shape.

at this stage we can still change things, cut scenes
and speeches, change the seguence, add a scene here

and there, but we are losing comtpol, power..

by this time none of us participant anlookers

is 'objective'. we have to recognize the limitation

of our perceptions. We are too involved,.

our questions change. we cannot ask those gquestions
among ourselves any longer, we need 'rea l' outsiders

faxzxkx and ask them gquestions.

at this stage we invite fxximzds friends, friendly outsiders,

our first, still safe, audiences.

safe, because we are als o© vulnerable. the wrong thing
ANVY © NV

said to ae=meder at the wrong time can closex possibilities .

we now ask:

what does the piece actually express?

what do yo¥fa%udi%¥53, outsiders perceive or understand?

Sml
is anything of what we thought, wanted, planned, iried

to express 7




at this stage we, the non-actor
difficudt re-adjustment.

PXOmXIR I EEXRIXEIZ IR X
we have to re-create distance, to re-see, re-examlinej

we have 1o listen to outsiders' comments, judgements,
criticism

ReAL L) F Fad
we have to figure out what is™Hherey, vinst 3@ not thera,
rather than wish it were there. we have to give up
ideg s that don't work, even if we s8till hgve some

hope that they might work.

but we also have to evaluate other people;s comments,

pick out thne perce ptions that are valuable to the

intentions of the work,. screen them, use them carefully,

w§ HAVE T "Ht
and especially: /s tay ope% 'T;

eXe
the first time we invited friends and related people

to see Nightwalk, the plece lasted 2 daysa The piece
that was finally called Nightwalk Xzstzd was I=bews

ané—o-minules éﬁjt 70 minutesgfe

z/somewhat

l':
a
»




stage 4:
the perflormance has found its independent life.

at this stage we have to find even pmore distwnce,

painful sepmration.
we have to find out what this crestion has become.

this 18 the end of a process, a time for re-evaluation.

in this late stage, details can be changed,

small changes can be mades

the gquestions now become questions gbout
repetition, acout how to keep a piece glive,.

about maintaining xm or deepening intentionse

this is .the FExamx point a t which we hg ve to
let go, accept the limitations of thé work done,
appreciate and stimulate the actors in wha t
remains interesting and strong. we have to
becom.e a supportive eye and give the piece over

to the a ctorse

€X»
when we started working on the Dybbuk we hit

on many of the things we hab®e rejected in our relationship
to being Jewishs. At an e2rly stage of the work we thought
that we would offend many Jews with our version of the playe
but looking at it later, when the plgy was living its

own life, testing it with many differént audiences, 418

it was clear that the play had not pecome offensige.

on the contrary, what showed was our love, concern, tenderness:
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about dramaturgs and Critics:

the max fluid function I pgve been tdying to describe
1s little known in this country.

In the commercisal theatre, the producer serves as dramaturg.

most producers have invested finahcial interest in
& production, so theatre becomes merchandise. the
basic questions asked are related to consumption.

what will make more pecple want to zyXEYIRdXEREXtTEm
buy tickets.,

the producer is the artists employer. the artists inxithax
working in the tha@atre are gconomically dependend on the
producer. So the artist hzs to serve the taste of the

T IEST
producer (no matter what hj_% tastéd). the producer™§ erveg
the public, s/he skxadsxhreyiwwanxike is an intermediary
between the phablic and the artists, -

the reviewer comes at the end of a process. s/he somes

to see a product. s/he sits there, wakmkimgxax thinking
about the article s/he has to write (often the same night}

formulgting sentences and opinions. The critic's mental

L MAY
pre—occupation?{imitg his/her seeing..

'}
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ideallm//the function of thg ecpritic and the dramaturg

overlape. a good critic can help define the limitations,

..‘.rb-;F-
gaps, flaws of a work ang help @gi-%% ways of

thinking whixz that a e usefyly 4o iMPRVE A wWiRk |
mainly reviewers have no problem u nyw,

the level of criticism in thijg gountry is limited
mainly to "I like 1t" or "I 4o not like it", a
congideration that is totally usglesé t0 an;yone‘ creating

anythinge.

as a dramaturg I am limited in who I can work with.
I can help make something better, clearer, only
when the basic Working-.—relationship is one of
mutual respect. Not uniformity of thinking and
feeling (there is no creative qialogue possible

in uniformityy, total agreement ), but a basis of
sympathye Ideally with everyone involved in the
Processe. -

5S¢ I can really only work with friends. When I run

out of friends tc work with in the theatre, I
will C‘/(r.: ga#e%iu\-j’ '¢iﬂﬂ.

everyone &&Eﬁgem the theatre should take breaks,

should enter other fields, should expeBrience other

s e P .
- LT X - al - .
; e i - ¥

worlds.

1 ohce met a n o0ld actor whokxa played 500 partsy 61.44?}4‘:;81!’ .;_-,-{&J
P IV R A T o o

he was s8till an actor, but the person was gone..

L
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ggt non=actors in the theatre (shapers, developers,

critics, reviewers, dramaturgs) should be consci ous 7of the

limitations of %erceptwns,(ﬁ' tired eyess Only

with that consciousness can we constantly rs-open

ourselves to experience anew. At least we should trye.




a few mors examples of dramatyurgical questions:

X+ $

when we started working on Nightwalk, we envisaged

a journayer and a guide

is, a recepticle of eXDOriencs, "rgporter, and

how boring-guides usually aps, boring and pompous and
,a%’i':k/n;;ing;:? ,.

S0 one day, on the way 10 wing and Jgpanese food,

we found this idea: that kg gne of the travellers
would be a creature, Sum=hy who gees for the farst
time, Who XXxXRXIXXRSANTMILngywgrkx views the passing
worlds with a fresh eye. The creaturds 'guide' was

another Traveller, a human being, someone who has seen

much, but can still s%i.

“€Xe
when we started working on s pshie , we startsd ous
f;iiinf;{ing that on this Joullney we would have 2 Journeyers
on different journeyss N

xx after many weeks of Strugeling with that idea,

we ended up with one Journeyer, who has different
encounters with persons, who gre all journeyers
themselvess The many different j1ives they have iived

are journeys.




X ¢
‘the original "Dybbuk" had many different storyies.
the character of the messenger in the original version

was 'tu.:a all-knowing, too much g mysterious link between
heaven and earth. so we changed him into a maggid,

a travelling storyteller. The maggid told 2 stories

The Heart and the Spring, a Story by Reb Nachmen from
Bratzlav, adapted by Corey Fisbhep who played the maggid
and a very straight paragle about the selfishness of
richness. we listened to the first story without tiring

of it, byt opinions were divideg oh the second story.

then we d8cided that the neSSage of the second story

was already clearly in the Play. and that we could use

that story-telling space to tel} something more pertinentsf.
one of the ideas we tried tc make clear was that

in this world that we were Creéatin g, the imagination

about death was unlimited, x. So one day some of us

sat together and invented a Btory about differant
images of dyinge. % About a man who couldn't die, .l

only dream about death.

€Xe
when I first translated the Dybbuk, we discoverad:

that zu®m a word in Yiddish has many differcnt krxms¥xyiow
possibliities of translatidm. Sometimes more than one

word covers one word én the origiyna} language, sometimes
it is hard to know which way of Baying sometiing is better..
so I made a multipe chogse translation, X2ZYXRE giving

the actors a chance to feel out different ways of saying
something, giving us a chancéd to listen. But also

indicating to the actor that s/he 1 hags a right to think.
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second year that we are meeting with actors, musicilans,

comlposers, writers to work on IAEZXTIRE questions of
theatre,

what are the questicns that are 1mportant g ask in the

theatre now?
wWho is the gudience?
CXps ! npe
ﬁﬁ_what?é;ane transmitted?
waht are the limits we want to test?
what do we like to seed- in the theatre ag an zugience?
what is funny?
— how do people see? how AXAXXAX is their Seeing influenced

by the person Ixgyiyuxzanexwiti they are sitting next to?
DOow does an audience see the action 'through! gnother person?

this year we x wm will try to test different questlions
with different audiences:

specific groups (e.g..all men, all Women, all children, r“\
all black ghetto-kids, all Jews, etc, )

in this project we are not planning to Make 3 unified
Piece on one thneme, but to find form S and structures,
éxcercises and material, ways to test Some of the questions

that we asSKe

b
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the works I referred to are:

"Nightwalk", the last Piece of the Open Theatre,

a Journey of 2 beings, the Creature and the Praveller,
through many different worlds. The piece hgd 5 number

of writers , who were mainly absent.

EtElBCtraH, writer RBRobert Mohtgommery. We did Electra
twice. Remmxwitk The first time with M!iChelle Collison

playing Electra, the se@ond time Tina Shepardj

"A Fable", writer J-Cl. Van Itallie,

e e 95y ST R Gy

' 1 : ;0N
Thetﬂgg£§gger meets different paople (xe.g. a pers

under a stone, the hanged woman, the hermit, the grandmother ).

"The Dybbuk", written by S. Anski, translated by me from

the okiginal Yiddish, adapped, changed, reshaped bY

Joseph Chaikin and me with input of -s the actors,

"The Winterproject", a very special theatre-research

in ite second yea r of exploration.
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the ending of Anki's original story 1Sx ZERRRXINIEEXY

1f a person would work on his soul
the way this acrobat warks on his body
what deep abysses could e Crossg

on the thin/;delicate thread of }1jfe,




thought-
an idesg. Before we started Joseph Chaikin knew tp. piece
lmage = would be a journey, the Piece would De aho,+ sleeps

he books we read:
Dante's Inferno
Ted Hughes' Crow

Castaneda's Journey to Iiian
nvited guests:

Joseph Campbell came angd talked to us about; journeyers and
Journeys and guides and shamang,

:mmanxmmmﬁhIhimhnhﬂt |
and many concerns, feelings, counsclousneases,

the
10p1326t059¥he§ﬂe°t6d
years of people's working togetber, & kxxy vocabulary

that sounds like jargon to an outsider's Earj

that were mystsrious tgeve

in sta ge 1,

together with the

questions, we start t0 estahﬂ_ish
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different stages of work - the changing questions.,
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stage 1:
we define the area of exploraticn.

we try to find the questions we will concern ourselves with
and open them up.

_guestionss v b
what has value%c; attempt to express,

personally, theatrgcally, socially, politically?.

we don 't try to find solutions, answers,

out we promote a dialogue, a consciousness about

these questions.

-
e

EI-:

in working on the D§tbbuk, one of the questions
We were concerned with was: what is it like to he
a waman in traditional Judadsm? how can we make

the position of the woman clear without promoting
and therefore reinforcing it?

We created, more or less successfully, a. community
of wogien and I wrote a scdne w in which the women

prepare Leah, Xkaxixids for her wedding.,
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al this stage the different labeled functions N et J
in the work merge and overlap. a ctors, director, _
writer(s), invited guests, dramaturg - a 11

contribute g.ccor.ding to their own ability and skill..

the dramaturg contributes to the texture of thoughto..
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