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actors ’

Integration of the stage action and the

public

methods we propose. The actor must uncover those hidden,
secret areas of his inner spiritual life . . . and not only of
his own life, but of the life of the community, of the group.
He must search out in himself those collective complexes—
what one might call ‘collective disabilities’—things that
express themselyes in myths and archetypes . . . in massive
outbursts of hate or manifestations of hope. . . .

In the small town of Opole there has been a National Theatre
for some time but it was not until recently, due to governmental
policy, that the ‘Theatre of 13 Rows’ was given official
sponsorship.

It is difficult in England to image the purpose, the need and
the impact of this theatre. The only contact is through a few
booklets, articles in European periodicals, and a film made by
Michael Elster which is shown only at specially arranged
viewings. This film from which the above quotes have been taken,
includes shots of preliminary excercises, rehersals, excerpts
from a performance and an interview with the director.

Grotowski does not believe that his Laboratory is the keystone
of contemporary drama—he is ready to admit that he may not be
pointing the way to the future, but nevertheless he has the
satisfaction of knowing that he is fulfilling a need.

Many of his ideals are based on the theories of Edward Gordon
Craig and the Chinese Kabuki drama where everything is created
by the actors alone—even to the sound effects. His use of sound
in an abstract way is brilliant. As Faust awaits his damnation he
expels a noise something like water gurgling down a deep hole.
The effect is altogether more explicit than words.

To Grotowski and his literary colleague Ludwik Flaszen no
script is sacred—it is cut and remodelled to fit their purpose—
sounds replace words and locations are re-chosen. This is no
box office gimmick but is done in order to bring the meaning
of the play closer to the audience’s comprehension. ‘Faust® was
performed in a monastery. ‘Acropolis’, a Polish classic (by
Wyspianski) taking place in ancient Greece was given within the
context of a concentration camp.

A Point of View
by Bryan Smith
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Usually, Studio 19 is very much like any art school painting
studio, with its maze of easels, paintings and people, and all
the paraphernalia of materials and equipment in anarchistic
disarray.

But, for four weeks, Studio 19 became a highly organized
environment, characterized by an extreme formality of spatial
arrangement. | was excited by a sense of discovery; the studio
seemed to attain an order of objects and elements sufficiently
interrelated to effect a c and ind dent entity, and
thus give it a life and reality of its own.

I saw the studio as a roomscape which embraced all its
elements, even the most remote and disparate, in an ordered
spatial labyrinth of holes, angles and planes caught inamuaive: 3.~
structure of interlocking verticals, horizontals and ;
That initial response determined the WHY and WHAT of my
painting; the most preoccupying problem was the HOW. I had
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What is ’Pataphysncs?

The painting by Bryan Smith .
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As | already mentioned, he loves dictionaries, and
has a great collection of them in nearly all languages.
If he finds the words he likes, he uses them in his poems,
even though sometimes he has not the faintest idea how
to pronounce them. So, in a peculiar way, they become
even purer sound.

I asked him if, like Schwitters, he tries to use basic
primeval sounds. This, I said, seemed to me very
difficult because of basic differences between languages.
For instance, a sound which comes naturally to a
German or a Frenchman would not come naturally to
us.
He said: “One can get through modern languages,
however established and involved they are—to more
archaic sounds on which all languages are built.”

The turning point which Cobbing feels to be very
important is the moment when the human voice
becomes inadequate and machine poetry takes over.
Instead of using several live voices simultaneously
(which doesn’t really work, especially with the spoken
word) one uses recorded superimposed tapes. This
opens many more possibilities.

I asked him, why he doesn’t mark his poems with
some sort of a code to indicate how they should be
read : was it because he preferred to leave to the reader
all the freedom of interpretation?

Yes, he said, he prefers to leave his poems without
reading instructions. The words themselves should
suggest the way of reading them. He himself improvises
when he reads aloud, but usually the words take care
of themselves. And he added: “Somebody may come
along and read them far better than I ever imagined.”
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is obviously important that audience should be aware of the
intentions of composer. Cage for the performance of his ‘water
music’ places an enormous reproduction of the score in front of
the audience, while Cardew, in his score shown here, gives
everyone explanatory notes.

This score consists of sounds built up in space around a grand
piano, and as well as being a sort of audio-sculpture in space,
it has elements of social comment. Cardew describes the piano
as ‘a sad instrument, an element of a dying age’, and although
recognising its rich contribution to musical development, he
would not mind if all the pianos in existence were destroyed. I
later noticed—not without a touch of relief—that he had a large
grand piano in the next room. He, at least, would be unlikely
to start such a cruel campaign.

The contemporary artist/musician seems to prefer to stand
in the position of initiator—creating something which then takes
on its own ever-changing rhythm. There is a growing detachment
—an awareness of forces stronger than himself, and the work of
art, no longer a complete statement of individual expression,
becomes merely an object that brings these forces into play—
‘a factor of equilibrium and of adaptation to modern society and
no longer a simple cry of anguish or revolt’ (Schéffer).

Cornelius Cardew, by permission of Hinrichsen Editions, London
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Three Phonetic Poets by Ann Robinson

Phonetic poetry is sound-poetry. It should be read
aloud and listened to. None of the poems printed in this
article can be properly appreciated, unless read out loud.

iji iji-baru ijo

iki iki iki-jibiki

ika ikaku ikakucho
ikana ikanago ikasama

." /

R 4
iki iki iki=jibiki ‘

| N

! :
iki iki iki=jibiki !“ :
ikkan ikkana ikkiku e out of N
ikasu iken iketsu
iki iki iki-]ibiki

iji iji-baru ijo interested in{th&ESound.
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As I already mentioned, he loves dictionaries, and
has a great collection of them in nearly all languages.
If he finds the words he likes, he uses them in his poems,
even though sometimes he has not the faintest idea how
to pronounce them. So, in a peculiar way, they become
even purer sound.

I asked him if, like Schwitters, he tries to use basic
primeval sounds. This, I said, seemed to me very
difficult because of basic differences between languages.
For instance, a sound which comes naturally to a
German or a Frenchman would not come naturally to
us.

He said: “One can get through modern languages,
however established and involved they are—to more
archaic sounds on which all languages are built.”

The turning point which Cobbing feels to be very
important is the moment when the human voice
becomes inadequate and machine poetry takes over.
Instead of using several live voices simultaneously
(which doesn’t really work, especially with the spoken
word) one uses recorded superimposed tapes. This
opens many more possibilities.

I asked him, why he doesn’t mark his poems with
some sort of a code to indicate how they should be
read: was it because he preferred to leave to the reader
all the freedom of interpretation?

Yes, he said, he prefers to leave his poems without
reading instructions. The words themselves should
suggest the way of reading them. He himself improvises
when he reads aloud, but usually the words take care
of themselves. And he added: ‘“Somebody may come
along and read them far better than I ever imagined.”
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Albert Hall

photographs by John Miles

Beat Poets at the Albert Hall
by Anne Davison

Programmes 1s., twelve lines of small
type on brown paper beginning “England
awake! Awake! Awake!™ and ending
“Eternity! Nobody’s Crazy Immortals
Forever!” Now the spotlight is on and
Ginsberg begins to bellow (chant?) accom-
panying himself with small cymbal noises.
All the poets who are ‘with it’ are gathered
in the arena drinking, while 6,000 people
in the audience humbly watch.

A woman in a multi-coloured scarf,
brandishing a ciné camera, pesters
Ginsberg. The spotlight comes on the
striped T-shirted Michael Horowitz
reading his poems with Bruce Lacey
producing sounds on a Theremin’s ‘wave
box’.

A tape recording of William Burroughs’
voice is very poor and I cannot hear a
word. The reading over, somebody apo-
logises for it as not being his best, anyway.

A woman with a ciné camera pesters
Ginsberg. George Macbeth starts with a
joke, that as Ginsberg was there he,
Macbeth, should really read ‘Owl’ (re-
ferring to ‘How!l’, I suppose), but he
follows this remark with some interesting
poems.

One poet who really struck home was
Adrian Mitchell, who read two topical
poems about Vietnam and Alabama. They

were strong and honest and expressed
everybody’s (I hope) feelings. And they
were good, too. Then Harry Fainlight,
who had especially flown from New York
that day, embarked on his ‘junky’ poems.
After a long time he was shouted at to
stop but he insisted on going on, and only
gave up after saying it all. I don’t
remember what it was.

Then Ginsberg read a poem full of
unprintable words. They actually became
printable since he used them first ten years
ago; perhaps then there would have been
a roaring response, but now the audience
was just mildly amused.

All said and chanted, he walked away
to the back of the hall, his arm around the
woman with the ciné camera.

Christopher Logue’s soft nasal voice
made good listening, to me, anyway. Now
a Viennese poet, Jandl, was introduced
and he repeated one word *“frau” over and
over again, dividing it into syllables and
sounds ““frrr, frrrau, au.” It boomed
around the hall and I could feel the atmo-
sphere relax. Perhaps this was what we all
had been waiting for. Jandl’s concrete
poem was not full of words, words, words
as all the others, it had no de-e-e-ep mean-
ing, it was vibrated through the audience
and this was exciting.

Space Poetry

photographs by Gerald Howson
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recent exhibition at the ICA was aptly called ‘Between Poetry
and Painting’. o] ‘

Perhaps so called ‘happenings’, which have been taking place
during the last 10 years, are a culmination of this synthesis of
art-forms. They certainly demonstrate the emergence of a strong
theatrical trend. They began when Allan Kaprow developed his
object collages into ‘environments’—rooms full of unrelated
objects—and noticed how visitors played an important part in
them. He began to give people specific actions to perform within
the given environment, and this idea developed into ‘happenings’
—a medium which Kaprow ‘finds refreshing to leave untitled’
and which, he claims, provides some engaging situations. The
happenings occur at pre-arranged time, before an audience who
participates, but are mainly carried out by people who have
rehearsed the action and timing beforehand. Places in which
they have ‘happemed’ include such strange settings as the inside
of an enormous model of a mouth or a deserted tenement on a
bombed site, and, perhaps for this reason, they often arouse the
suspicion of the police who arrive on the scene only to find them-
selves inextricably involved in the action.

The idea of simultaneous disconnected actions, which is an
essential element of happenings, was widely used in Dadaist
groups. John Cage, who has been acclaimed the originator of
the avant-garde in music has also used it in his compositions.
He sees his music as ‘giving people things to do, opening up an
experience’ and ‘detests the dogmatism of those who insist on
making judgements’. (Peter Dickinson, Music and Musicians).
Composing is for him a way of life; he believes that a com-
poser should draw upon all his experiences when writting music,
and regrets the separation of music from other art forms.
Perhaps the increasing importance of visual movement in the
arts is partly due to a fact poignantly formulated by Cage. He
pointed out that civilisation, which has been a print culture for
some centuries, is now moving into an electronic culture.
Communication is as likely to be by watching pictures on a
screen as by reading words. (P. D. as above). He advocates the
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Toshi Ichinayagi, score, music for electric metronome (U.S.A.)

From *The Arts in Fusion® exhibition at the Tyler School of Art of
Temple University, Philadelphia

Sarah Read Audio-Visual Links
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He sees his music as ‘giving people things to do, opening up an
experience’ and ‘detests the dogmatism of those who insist on
making judgements’. (Peter Dickinson, Music and Musicians).
Composing is for him a way of life; he believes that a com-
poser should draw upon all his experiences when writting music,
and regrets the separation of music from other art forms.
Perhaps the increasing importance of visual movement in the
arts is partly due to a fact poignantly formulated by Cage. He
pointed out that civilisation, which has been a print culture for
some centuries, is nmow moving into an electronic culture.
Communication is as likely to be by watching pictures on a
screen as by reading words. (P. D. as above). He advocates the
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De-differentiated ambiguity versus Un-differentiated ambiguity

Above are examples of de-differentiated representations of the human
figure by modern masters (Klee, Miro, Dubuffet),
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Mr. Grotowski writes (o us that if any
théatre studenls would-be interested in

“eomingvapwerk irahisi theatréifor-a time,

perhaps with a Poliskdor ‘British grant
(contact—the—Polisi—Embassy—or  British
Council in London) he would be very glad
to see them.

The settings are not designed in terms of scenery but organised
by, an architect—Jerzy Gurawski—who creates a space within
which action will take place. THig mayinvelvethe whole theatre

with-atidieoednd actors, miCé togéier-n this way ABE Yprctd-O
tor is forced to take axljagt;{\c_pn'l'r'hdhe pmduc(iun,‘}\[ﬁélék Payt
such as trestles, iron beds, efc., #f€4put togerher, duringt thiet

performance as needed—by the actors; of courses,

Although it would be unfair to criticise Grotowski’s work
without observing it at first hand, it wonld perhaps be of interest
to pin-a few comments below; o4

Because of the peculiar arrangements the spects tofshaye to
beof a very Timited number—it is theréfore a theatre for the
small audience—an elite whe-attend regularly. —

I asked Nb haél Elster if Grotowski had ever brought a’smile
to the faces pf his audience—to his Mowlédge he had nof.Tn a
country’ whith has a\ history of ¢ mination, sapression and
savagery culminating 'in the atrocities of|the last war, people

“cling to the {ragedy of life-they|do not want to forget it, thence
£ the need for strong drama whith keeps dlive_this clemg{!g’gf;
4 - - 7 A

g "i@sod‘m‘\‘?w humour and enjoyment wejgh onrthé-nafiona

seansciepced-dnihie West whe:c-,we«p\fef‘ér‘-tf’«}éuggr-wmessigles‘
with Buniouf|, this heavy drama may-de difficult to,acoeptiThe

extreme emotional  environment would{"maybe, embargassotie

most experimentally inclined:audiente? The nedre
cometo this in England was/the Theatre 6f Crug¢
Artaud’s theories. vV Vo R T

Like ‘Artaud, Grotowski is trying to use the actor within the
limits of his|ow value-for he feels that this difdetcofifact is the
only thing whidh themtrescan €laim over film pF fefevision. But
from the actor’s point of view, to be so rigidlyi@mitrolled»b{ the
director sp that freg expregsion is crippled’; and eath performance
varies not oneinthfrom the one before, douldibe very frustrati:\E

S we dave

AN

Nevertheless ddespite these_questions and many others whi¢h
may occur'ther¢ seems to he one undeniablé fact. Anyone w
Tias seen this company in performance agrees about one thing—
IT WORKS. -
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