OSKAR SCHLEMMER

It depends as well upon the inner tmn.jﬁ):ffﬂdfion of the spectator — Man as alpha and omega of
every artistic creation which, even in its realization, is doomed to remain Utopia so long as it daes net

ﬁnd intellectual and spiritual receptivity and response.

NOTES

1 Schlemmer’s reference to the automaton is based on the story Der Sandmann from the Nachsstiicke
of E. T. A. Hoffmann (1776-1822), where appear the mad physics professor Spalanzani and
his “daughter” Olimpia, a machine, The characters were also used by Jacques Offenbach in his
Tales of Hoffmann (1881). The second reference is to Heinrich von Klelst’s (1777—1811) famous
little essay [lber dos Marionettentheater, a philosophical speculation on the essence and aesthetic
implications for man of the free and “anti-grave” marionette. The essay is available in a transla-

tion by Lugene Jolas as “Essay on the Puppet Theater,” Partisan Review, XIV (1943), 6774,
(Translator)

2 Schlemmer quotes {Edward) Gordon Craig (1872—1966) exactly; the latter speaks of an “Uberma-
rionette” n his On the Are of the Theatre (Chicago, Browne, 1911), p. 81. (translator)

FURTHER READING
Lahusen, 8. (1986). “Oskar Schlemmer; mechanical ballets?” Dance Research: The Journal of the Society for

Dance Research 4(2) Autumu, pp. 65-77.

Trimingham, M. (2004). “Oskar Schlemmer’s research practice at the Dessau Bauhaus,” Theatre
Rescarch International 29(2) July, pp. 128 42,

SOURCE

W. Gropius and A. 5. Wensinger eds {1961). The Theatre of the Bauhaus. Middleton, CT: Wesleyan
University Press, pp. 17-32.
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FROM TOWARDS A POOR THEATRE

]erzy Grotowski

In this extract, the Polish director Jerzy Grotowski lays out the principles and the methodology
that underpinned his theatrical experiments. He introduces the concept of “via negativa” used in
actor training and proposes a theatre stripped back to its essentials in which nathing is hidden
from the audience. He places the “confrontation” between the actor and the spectator at
the core of all his research. In the full version of the essay he acknowledges his long-term
collaborative partnership with the designer Jerzy Gurawsld in the formulation of his ideas and
the realisation of his aesthetic vision.

I am a bit impaticnt when asked, “What is the origin of your experimental theatre produc-
tions?” The assumption seems to be that “experimental” work is tangential (toying with
some “new” technique each time} and tributary. The result is supposed to be a contribution
to modern staging — scenography using current sculptural or clectronic ideas, contemporary
music, actors independently projecting clownish or cabaret stercotypes. | know that scenc: 1
used to be part of it. Our Theatre Laboratory productions are going in another direction. In
the first place, we are trying to avoid eclecticism, trying to resist thinking of theatre as a
composite of disciplines. We are seeking to definc what is distinctively theatre, what separ-
ates this activity from other catcgories of performance and spectacle. Secondly, our produc-
tions are detailed investigations of the actor—audience relationship. That is, we consider the
personal and scenic technique of the actor as the core of theatre art.

It is difficult to locate the exact sources of this approach, but I can speak of its tradition. 1
was brought up on Stanislavski; his persistent study, his systematic rencwal of the methods
of observation, and his dialectical relationship to his own earlier work make him my per-
sonal ideal. Stanislavski asked the key methodological questions. Our solutions, however,
differ widely from his — sometimes we reach opposite conclusions.

I have studicd all the major actor-training methods of Europe and beyond. Most import-
ant for my purposes are: Dullin’s rhythm exercises, Delsarte’s investigations of extroversive
and introversive reactions, Stanislavski’s work on “physical actions,” Meyerhold’s bio-
mechanical training, Vakhtanghov’s synthesis. Also particularly stimulating to me are the
training techniques of oriental theatre — specifically the Peking Opera, Indian Kathakali, and
Japanese No theatre, I could cite other theatrical systems, but the method which we are
developing is not a combination of techniques borrowed from these sources (although we
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sometimes adapt elements for our usc). We do not want to teach the actor a predetermined
set of skills or give him a “bag of tricks.” Ours is not a deductive method of co]]ecting skills.
Here everything is concentrated on the “ripening” of the actor which is expressed by a
tension towards the extreme, by a complete stripping down, by the layin g bare of one’s own
intimity — all this without the least trace of egotism or sclf-enjoyment. The actor makes
a total gift of himsclf, This is a technique of the “trance” and of the integration of all the
actor’s psychic and badily powers which cmerge from the most intimate layers of his bejng
and his instinet, springing forth in a sort of “translumination.”

The education of an actor in our theatre is not a matter of teaching him something; we
attempt to eliminate his organism’s resistance to this psychic process. The result is freedom
from the time-Japse between inner impulse and outer reaction in such a way that the impulse
is already an outer rcaction. Impulse and action arc concurrent: the body vanishes, burns,
and the spectator sces only a series of visible impulses.

Ours then is a via negativa — not a collcetion of skills but an eradication of blocks.

Years of work and ol specially composed exercises (which, by mcans of physical, plastic
and vocal training, attempt to guide the actor towards the right kind of concentration)
sometimes permit the discovery of the beginning of this 1'9ad. Then it is possible to carefully
cultivate what has been awakened, The process itself, though to some extent dependent
upon concentration, confidence, exposure, and almost disappearance into the acting craft, is
not voluntary, The requisite state of mind is a passive readiness to realize an active vole, a
state in which one does not “want to do that” but rather “resigns from not doing it.”

Most of the actors at the Theatre Laboratory arc just beginning to work toward the
possibility of making such a process visible. In their daily work they do not concentrate on
the spiritual technique but on the composition of the role, on the construction of form, on
the expression of signs —i.e., on artifice. There is no contradiction between inner technique
and artifice (articulation of a role by signs). We believe that a personal process which is not
supportcd and expressed by a formal articulation and disciplined structuring of the role is
not a release and will collapsc in shapelessness.

We find that artificial composition not only docs not limit the spiritual but actually leads
to it. (The tropistic tension between the inner process and the form strengthens both, The
form is like a baited trap, to which the spiritual process responds spontaneously and against
which it struggles.) The forms of common “natural” behavior obscure the truth; we com-
posc a role as a system of signs which demonstraic what is behind the mask of cormmon
vision: the dialectics of human behavior. At a moment of psychic shock, a moment of terror,
of mortal danger or tremendous joy, a man does not behave “naturally.” A man in an
elevated spiritual state uses rhythmically articulated signs, begins to dance, to sing. A sign,
not a common gesture, is the elementary integer of cxpression for us.

In terms of formal technique, we do not work by proliferation of signs, or by accumula-
tion of signs (as in the formal repetitions of oriental theatre). Rather, we subtract, secking
distillation of signs by eliminating those elements of “natural” behavior which obscure pure
impulse. Another technique which illuminates the hidden structure of signs is contradiction
(between gesture and voice, voice and word, word and thought, will and action, etc.) —
here, too, we take the via negativa.
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It is difficult to say precisely what clements in our productions result from a consciously
formulated program and what derive from the structure of our imagination. T am frequently
asked whether certain “medieval” cffccts indicate an intentional return to “ritual roots.”
There is no single answer. At our present point of artistic awarencss, the problem of mythic
“roots,” of the clementary human situation, has definite meaning, Towever, this is not a
product of a “philosophy of art” but comes from the practical discovery and use of the rules
of theatre. That is, the productions do nat spring from a priori aesthetic postulates; rather,
as Sartre has said: “Each technique leads to metaphysics.”

For several years, [ vacillated between practice-born impulses and the application of a
priori principles, without seeing the contradiction. My friend and colleague Ludwik Tlaszen
was the first to point out this confusion in my work: the material and techniques which
came spontancously in preparing the production, from the very nature of the work, were
revealing and promising; but what [ had taken to be applications of thcoretical assumptions
were actually more functions of my personality than of my intellect. I realized that the
production led to awareness rather than being the product of awareness, Since 1960, my
emphasis has been on methodology. Through practical experimentation 1 sought to answer
the questions with which I had begun: What is the theatre? What is unique about it? ‘What
can it do that fihm and television cannot? Two concrete conceptions crystallized: the poor
theatre, and performance as an act of transgression.

By gradually eliminating whatever proved superfluous, we lound that theatre can exist
without make-up, without autonomic costume and scenography, without a separate per-
formance arca (stage), without lighting and sound effects, ctc. It cannot exist without the
actor—spectator relationship of perceptual, direct, “live” communion. This is an ancient
theoretical truth, of course, but when rigorously tested in practice it undermines most of
our usual ideas about theatre. It challenges the notion of theatre as a synthesis of disparate
creative disciplines — literature, sculpture, painting, architecturs, lighting, acting (under the
direction of a metteur-en-scenc). This “synthetic theatre” is the contemporary theatre, which
we readily call the “Rich Theatre” — rich in flaws.

The Rich Theatrc depends on artistic kleptomania, drawing from other disciplines, con-
structing hybrid-spectacles, conglomerates without backbone or integrity, yet prescnted as
an organic artwork. By multiplying assimilated clements, the Rich Theatre tries to escape
the impasse presented by movies and television. Since film and TV excel in the area of
mechanical functions (montage, instantaneous change of place, etc.), the Rich Theatre coun-
tered with a blatantly compensatory call for “total theatre.” The integration of borrowed
mechanisms (movie screcns onstage, for example) means a sophisticated technical plant,
permitting great mobility and dynamism. And if the stage and/or auditorium were mobile,
constantly changing perspective would be possible. This is all nonsense.

No matter how iuch theatre expands and exploits its mechanical resources, it will
remain technologically inferior to film and television. Consequently, I propose poverty in
theatre. We have resigned from the stage-and-auditorium plant: for each production, a new
space is designed for the actors and spectators. Thus, infinite variation of performer—
audience relationships is possible. The actors can play among the spectators, directly contact-
ing the audience and giving it a passive role in the drama (e.g. our productions of Byron's
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Figure 37.1 View of the scenic action for Kordia based on a text by Slowack, drawing by.
Jerzy Guravski.

P e o “"?;
x

Figure 37.2 The Constant Prince based on the text by Calderon-Slowacki, drawing by ].erzy Gurawski.
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Figure 37.3 1963 Dr Faustus based on Marlowe’s text, drawing by Jerzy Gurawski,

Cain and Kalidasa’s Shakuntala). Or the actors may build structures among the spectators and
thus include them in the architecture of action, subjecting them to a sense of the pressure
and congestion and limitation of space (Wyspianski's dkropolis). Or the actors may play
among the spectators and ignore them, looking through them. The spectators may be separ-
ated from the actors - for example, by a high fence, over which only their heads protrude
(The Constant Prince, from Caldcron); from this radically slanted perspective, they look down
on the actors as if watching animals in a ring, or like medical students watching an operation
(also, this detached, downward viewing gives the action a sense of moral transgression). Or
the entive hall is used as a concrete place: Taustus’ “last supper” in a monastery refectory,
where Faustus entertains the spectators, who are gucsts at a baroque feast served on huge
tables, offering episodes from his life. The elimination of stage—auditorium dichotomy is not
the important thing - that simply creates a bare laboratory situation, an appropriate arca for
investigation. The essential concern is finding the proper spectator—actor relationship
for ecach type of performance and embodying the decision in physical arrangements.

We forsook lighting effects, and this revealed a wide range of possibilities for the actor’s
use of stationary light-sources by deliberate work with shadows, bright spots, etc. It is
particularly significant that once a spectator is placed in an iluminated zone, or in other
words becomes visible, he too begins to play a part in the performance. It also became
evident that the actors, like figures in El Greco’s paintings, can “illuminate” through per-
sonal technique, becoming a source of “spiritual light.”

We abandeoned make-up, fake noses, pillow-stuffed bellies — everything that the actor

puts on in the dressing room before performance. We found that it was consummately
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theatrical for the actor to transform from type to type, character to character, silhouette t,
silhouette — while the audience watched — in a poor manner, using only his own body and
craft. The composition of a lined facial expression by using the actor’s own muscles and
inner impulscs achieves the effect of a strikingly theatrical transubstantiation, while ¢he
mask preparcd by a make-up artist is only a trick.

Similarly, a costume with no autonomous value, existing only i connection with g
particular character and his activities, can be transformed before the audience, contrasted
with the actor’s finctions, cte. Elimination of plastic elements which have a life of their own
{i.c. represent something independent of the actor’s activitics) led to the creation by the
actor of the most clementary and obvious objects. By his conirolled use of gesture the actor
transforms the floor into a sea, a table into a confessional, a piece of iron into an animate
partner, etc. Elimination of music (live or recorded) not produced by the actors cnables
the performance itsell to become music through the orchestration of voices and slashing
objects. We know that the text per sz is not theatre, that it becomes theatre only through the
actors’ use of it — that is to say, thanks to intonations, to the association of sounds, to the
musicality of the language.

The acceptance of poverty in theaire, stripped of all that is not essential to it, revealed
to us not only the backbone of the medium, but also the deep riches which lie in the very
nature of the art-form.

FURTHER READING

Tones, C. (1993). dvant Garde Theatre: 1892 -1992. 1ondon: Routledge.
Mitter, 8. (1992). Spstems of Rehearsal: Stanislavski, Brecht, Grotowski and Brook. Londen: Routledge.
Schechner, R. and Wolford, L., Eds. (1997). The Grotowski Sourcebook. T.ondon: Routledge.

SOURCE

). Grotowski (1969). “Towards a poor theatre” in Towards a Poor Theatre, ed. E. Barba, trans.
T. K. Wiewiorowski. London: Methuen, pp, 15-21.
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WOMAN, MAN, DOG, TREE

Two decades of intimate and monumental bodies
in Pina Bausch’s Tanztheater

Gabrielle Cody

Gabrielle Cody's analysis of Pina Bausch’s Wuppertal Tanztheater (dance theatre} links her work
to some of the most radical performance practice of the twentieth century, The bodies of
Rausch’s dancers are inscribed with their own personal histories, and, pushed to their physical
limits in performance, they often appear to be suffering real pain, Cody examines the way that
Bausch implicates the audience in this suffering by exposing the power relations implicit in the
act of watching.

You're right in demanding that the artist have a conscious relation to his
work, but you are confusing two ideas: solving a problem and posing a

problem correctly.
— Anton Chekhov, Letters te A. S. Suvorin

Choreography too will reassume tasks of a realistic nature. It is a mistake
of recent time that it has nothing to do with the depiction of “people as
they really are.” . . . In any case a theater that bascs everything on Gestus
cannot do without choreography.

— Bertolt Brecht, Little Organon

All life Murphy, is figure and ground.
— Samuel Beckett, Murphy

There is an eerie and seductive moment, right at the beginning of Pina Bausch's 1994
revival of Tiro Cigarettes in the Dark, when Mechthild Grossmann enters the stage in an
evening gown, crosses down to the audience, and with the masterful delivery and conspira-
tiorial tone of a career hostess declares: “Why don’t you come in, my husband is at war.” It's
difficult not to want to follow this urban Clytemnestra into the gruesome psychic ante-
chambers of Bauschland, to eat her promise. And we do, perhaps because we know we are
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