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Abstract

Sarah Sigal observes that the ‘theatre-maker/writer/deviser Chris Goode has referred to
[...] a ‘phoney war’ between writing and devising’.! This dissertation proposes a new
method of playwriting, a (play)box, which in its ontology rejects any supposed binary
division between writing and devising or text and performance. A (play)box is written not
only in words, but also in a curated dramaturgy of stimuli — objects, music, video, images
and experiences. Drawing on Lecoq’s pedagogy and in its etymology, a (play)box makes
an invitation to playfully investigate its stimuli. It offers an embodied, sensory route into
creation that initiates playful, affective relationships between the performers and

provocations, harnessing the sensory capacities of the body in authorship.

By writing using the affordances of afferent stimuli combined with language, |
draw on and extend recent experiments in collaborative authorship. A (play)box is inspired
by the ways that music, things, stage directions, a collaborative generation of ideas and
physical devising tasks have shaped, structured and authored the work of recent
collaborative theatre-makers. | offer a context and methodology of Practice-led Research,
illustrated by the rehearsals of my collective responding to the (play)box, Provenance,

where outcomes appeared that may not have been arrived at using conventional play-text.

! Sarah Sigal, Writing in Collaborative Theatre-Making (London: Palgrave, 2017), p. 3.
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Introduction

This research project charts my creation of, and investigation into, a new mode of writing
for theatre that combines original play-text and material objects as a provocation for
theatre-making. | have named this curated dramaturgy of stimuli a (play)box — a stimulus
for theatre-making written not only in words but also in ‘things’ that immediately initiate
embodied, affective relationships in real space and linear time between the performers and
prompts, and which guide creation towards visual and physical modes of performance.? |
explore the epistemic nature of this dramaturgical ontology and what happens in a
rehearsal room when stimuli for theatre-making that are not usually combined by
playwrights are offered together at the start of a rehearsal process. In doing so, I aim to
expand the understanding of play-writing to encompass not only what John Freeman
defines as ‘performance writing and dramatic writing’, but also paratextual materials, and
explore how this new method of play-writing generates material for performance in a

rehearsal room.®

Theoretically, my concept of a (play)box could contain any combination of text-
based and non-text-based stimuli for devising theatre. However, those in the example |
have created and discuss here, Provenance, include fragments of original scripted play-text
with named characters existing in a dramatic arc expressed in dialogue and stage
directions; other kinds of text more often found in performance texts and scores such as
lists, letters and instructions; things (including newspaper, plastic wrap, red wool, and
make-up); short film clips; music and images. This approach follows what Joanna

Bucknall describes as the ‘democratic, collaborative, interdisciplinary approach to

2 | draw on Martin Heidegger, Bill Brown and Robin Bernstein in choosing the term ‘things’ rather than
objects. This will be discussed in chapter four.

3 John Freeman, ‘Performatised Secrets, Performatised Selves’, Contemporary Theatre Review, 14 (4), 2004,
54-67 (p. 54.)



performance-making that has its genealogy in the paradigm shift into performance of the

1960s’ and particularly to Fluxus and the Fluxkits they created (discussed in chapter two).*

While using a (play)box is itself a method, Jacques Lecoq’s (Lecoq) playful
pedagogy and working methodology underpins the conceptual creation of my approach
and working method in rehearsals for Provenance. This influence, derived from my studies
at the L Ecole Internationale de Thédtre Jacques Lecog (2005 — 2007) underpins my
work.® My collaborator Maiya Murphy also trained in Lecoq’s pedagogies, so these ideas
strongly influence the creative process of my theatre collective, Autopoetics, comprised of
myself, Maiya and Chelsea Crothers.® Ultimately, this investigation will consider how
theatre-makers can be guided to work in a playful way that principles creation led by the
physical and the visual and how elements of Lecoq’s pedagogy can be written into the

structure of a (play)box.

A (play)box creates a performative world using stimuli which include fragments of
dramatic play-text with named characters existing in a dramatic arc, however, the working
method it aims to suggest is specifically Lecoq’s - where stimuli are explored through
doing, in motion and in play. Simon Murray and John Keefe identify play, discussed in
chapter three, and complicité for Lecoq as ‘critical in the realisation of a vibrant and

immediate theatre’.” Complicité, describes ensemble sensitivity where performers are in a

4 Joanna Bucknall, ‘The daisy chain model: An approach to epistemic mapping and dissemination in
performance-based research’, Performance as Research: Knowledge, methods, impact, ed. by Annette
Avrlander, Bruce Barton, Melanie Dreyer-Lude, Ben Spatz (Oxon and New York, Routledge, 2018), p. 51.

5 <http://www.ecole-jacqueslecog.com/> [accessed 26 August 2018].

® Please see our website, www.autopoetics.com for more details about myself and my collaborators — Maiya
Murphy and Chelsea Crothers and our performance of Provenance. [Accessed 24 August 2018]. Maiya
trained at the London International School of Performance Arts (LISPA). She lecturers in theatre at the
National University of Singapore (NUS). Maiya has been prominent in shaping my ideas while researching
for and writing this thesis. She suggested that I consider Gibson’s work on affordances introduced me to the
idea of enaction. Moreover, Maiya and Chelsea’s ideas are embedded throughout the development of the
(play)box Provenance and its resulting performances.

7 Simon Murray and John Keefe, Physical Theatres: A Critical Introduction, 2" edn (Oxon and New York:
Routledge, 2016), p. 181. Complicité is also the name of a theatre company now led by Simon McBurney,
originally founded by graduates from the Lecoq school in Paris.
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state of ‘[p]hysical and emotional/psychological openness [and] are in symbiosis with each
other’, which emerges through ‘deep listening, looking, touching, smelling, sensing,
thinking, repetition, pleasure, boredom’, the open, active, affective, sensory state | aim to

invite with a (play)box.®

Lecoq describes his methods and his school simply as ‘[a] school in motion’ and
proposes that ‘tout bouge’ (everything moves).® His approach, founded on a close
observation and recreation of the natural world through movement, creates an aesthetic of
physically and visually-led theatre, where visual images are often created by the body and
objects performing in non-naturalistic and stylised ways. I adopt Patrice Pavis’ definition
of ‘stylization’ as ‘eschew[ing] the mimetic representation of a complex reality or
whole.’1® However, ‘style’ depends on the working aesthetic adopted by the theatre-
makers in question. For my collective working on Provenance our aesthetic is strongly
shaped by Lecoq, and to a lesser extent by Suzuki as Chelsea is trained in Nobbs Suzuki
Praxis.!* While a theatre-maker using a (play)box could take any approach, our aim is to
create using non-naturalistic, visually and physically-led theatre in the Lecoq tradition, and
to ‘explod[e] the traditions of gesture and text in search of a new language and new
meanings’.*? In chapters three, four and five, | discuss how these aims are realised in the

performative outcomes of this investigation, which intend to challenge traditional theatre

8 lbid.

% Jacques Lecog, The Moving Body: Teaching creative theatre, trans. by David Bradby, 2™ edn (London and
New York: Bloomsbury Methuen Drama, 2002), p. 8., Tout Bouge is the name of Lecoq’s lecture
demonstration. Simon Murray, ‘Tout Bouge: Jacques Lecog, Modern Mime and the Zero Body: A Pedagogy
for the Creative Actor’, Jacques Lecoq and the British Theatre ed. Ralph Yarrow and Franc Chamberlain
(Oxon, New York and Canada: Routledge, 2002), p. 43

10 patrice Pavis, Dictionary of the Theatre: Terms, Concepts and Analysis (Canada, Buffalo and London:
University of Toronto Press Incorporated, 1998), p. 372.

11 John Nobbs and Jacqui run Oz Frank Theatre, which trains performers in a devolved version of Suzuki,
sanctioned by Tadashi Suzuki who they trained with. http://www.ozfrank.com/ [accessed 21 September
2018].

121 ecoq, The Moving Body, p. 8.
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approaches and offer a more integrated method that utilises text and non-text-based

strategies that have previously been understood as binary.

Context: The post binary landscape

In the late twentieth and early twenty-first century, Western theatre culture has seen a
division made by critics, funding bodies and educators that places different kinds of theatre
and theatre-making into conflicting binaries: of text and performance, non-text-based and
text-based work, dramatic and postdramatic. In Postdramatic Theatre (1999), Hans-Thies
Lehmann argues that there is a division between ‘dramatic’ and ‘postdramatic’ theatre. '3
He uses ‘the adjective ‘postdramatic’ [to] demote a theatre that feels bound to operate
beyond drama, at a time “after’ the authority of the dramatic paradigm in theatre’.* Liz
Tomlin argues that Lehmann’s monograph consolidated the ‘emerging binary’ between the
avant-garde and ‘the dramatic text-based form’, a binary that a (play)box in its ontology

rejects.r®

A division between drama/theatre and performance in education became apparent
with the advent of Performance Studies and those who advocated it, notably Richard
Schechner whom Stephen Bottoms observes was ‘so instrumental in establishing’ ‘the
performance studies paradigm’.!® Performance Studies can be seen to accentuate a
supposed dichotomy between ‘dramatic’, text-based theatre and performance. Michael

Mangan makes the case that Performance Studies ‘in its ‘strongest’ form [...]

13 Translated into English in 2006.

14 Hans-Thies Lehmann, trans. by Karen Jirs-Munby, Postdramatic Theatre (UK, Oxon, USA, New York
and Canada: Routledge, 2006), p. 27.

15 Liz Tomlin, Acts and Apparitions: Discourses on the real in performance practice and theory, 1990-2010
(Manchester: Manchester University Press, 2013), p. 44.

16 Stephen Bottoms, ‘In Defense of the String Quartet: An Open Letter to Richard Schechner’, The Rise of
Performance Studies: Rethinking Richard Schechner’s Broad Spectrum, ed. James M. Harding and Cindy
Rosenthal (New York & Basingstoke: Palgrave Macmillan, 2011) p. 23.



determinedly and aggressively differentiates itself from its predecessors, Theatre Studies
and Drama’.}” Schechner describes Performance Studies as ‘unsettled, open, diverse and
multiple in its methods, themes, objects of study, and persons. It is a field without fences.
It is “inter” — interdisciplinary, intercultural’.*® Schechner references Barbara Kirshenblatt-
Gimblett who observes that performance is ‘an artform that lacks a distinctive medium

(and hence uses any and all media), [...] attending to all the modalities in play’.®

These descriptions do not necessarily create a division, however, Tomlin finds that
‘Schechner aligns experimental (or avant-garde) practice explicitly with non-text-based
work, and positions text-based work as a production of tradition’.2% Similarly, Bottoms
refutes Schechner’s argument that ‘‘the staging of written dramas’ — will be the string
quartet of the 21% century: a beloved but extremely limited genre, a subdivision of
performance’’.?* Bottoms observes that “we now seem to be living with a strangely
dichotomous situation, in which much that once would have been regarded as “theatrical”
has been annexed off and relabelled as “performative”.?? Bottoms argues that ‘all too
often, theatre is now categorized as the acting out of dramatic literature in a purpose built-
building, whereas performance is taken to encompass pretty much anything and everything
else’.?® However, Bottoms, Tomlin, Duska Radosavljevi¢ (2013), W. B. Worthern (2011),

Peter Boenisch (2015) and others have questioned this binary and as Freeman espouses,

17 Michael Mangan, The Drama, Theatre and Performance Companion (London and New York: Palgrave
Macmillan, 2013), p. 9.

18 Richard Schechner, Performance Studies: An Introduction 2™ edn (New York, Oxon and Canada:
Routledge, 2006), p. ix.

19 Schechner, p. 3.

20 Tomlin, Acts and Apparitions, p. 37.

21 Bottoms, ‘In Defense of the String Quartet’, p. 23.

22 Stephen Bottoms, ‘The Efficacy/Effeminacy Braid: Unpicking the Performance Studies/Theatre Studies
Dichotomy’, Theatre Topics, 13:2, (2003), pp. 173 — 187, (p. 173).

2 1hid.



aim to make an ‘attempt at breaking down traditional distinctions between

text/performance, theatre/performance and performance/life’.2*

This binary was not only suggested in education and theatre criticism, but also in
the way that arts funding bodies categorise, assign and distribute grants. Radosavljevié¢
notes the suggestion that in the UK the ‘gap between new writing and devising was
potentially being perpetrated by political and economic rather than aesthetic and
methodological factors.”?® Likewise, Tomlin observes that funding bodies and arts
organisations which promote artists can also create arbitrary divisions between.? So, in the
late twentieth and early twenty-first century we see a collection of external influences in
funding bodies, education, and theatre criticism that categorised creatives into sometimes
arbitrary and conflicting binaries. Recent literature by critics such as Tomlin, Boenisch,
Bottoms and Radosavljevi¢ has shown that theatre-making today cannot be easily divided
into these categories, and that theatre is now in a post-binary landscape. A (play)box
cannot be placed on either side of this supposed binary as it comprises elements that some
commentators might divide — ‘dramatic’ play-text and ‘aesthetic and methodological’
approaches that could be considered ‘postdramatic’. Chapters three, four and five will

demonstrate how such divisions are irrelevant to creation using a (play)box.

Terminology

In this section, | will define the terminologies that are associated with a (play)box and the

collaborative working method | propose and use in my own practice. In making these

24 Freeman, New Performance/ New Writing, p. xii.

% Dugka Radosavljevi¢, Theatre-Making: Interplay Between Text and Performance in the 21 Century
(London and New York: Palgrave Macmillan, 2013), p. 86.

% bid.



definitions I place myself and this research in the UK context as the formative experiences
that have shaped my work, including the majority my training was in the UK, including
my first experience of Lecoq’s ideas at the Royal Conservatoire Scotland (RCS).?” As
Sigal notes in Writing in Collaborative Theatre-Making terminologies ‘have a particular
meaning within different writer-company collaborative practices. Although some
definitions of terms overlap in meaning from company to company or practitioner to
practitioner, others differ within the context of the work being made’.?® Boenisch agrees,
noting that ‘terms such as ‘straight’ theatre and ‘devising’, ‘dramaturgy’, ‘performance’
and ‘postdramatic’, to name but a few, resist easy translation and often add to the

mésentente’.>®

Terminologies shift following changing cultural and historical contexts in their
understanding and application. Pertinent to a (play)box are the shifting understandings of
devising and collaborative theatre-making (and their relationship to each other), the
idea of a theatre-maker, stage-directions, functional and literary text, traditional (or
conventional) theatre, dramaturgy and writing. Defining a ‘shared understanding’ of
these elements is useful in as Boenisch suggests in avoiding a ‘mésentente’. Moreover,
using a (play)box these terms become operational working methods. So, for example,

practitioners who dislike and automatically eliminate stage directions might dismiss the

21 At RCS | studied a BA (Acting) (1995-1998), where three of the full-time faculty had trained at Lecog.
Fay Lees Lecoq, Lecoq’s wife, also trained at RCS and there are strong links between the two institutions.
While my two years in Paris at Lecoq (2005 — 2007) were enormously influential, I also received much ad
hoc training through workshops with British theatre companies in the UK including Complicitié, Told by an
Idiot, Shared Experience and Frantic Assembly. Additionally, Leocq’s ideas have been enthusiastically
embraced by British theatre schools and theatre companies. Lecoq’s influence on practitioners in the UK is
noted in his obituaries. Martin Esslin, ‘Jacques Lecoq obituary’, The Guardian, 23 January 1999,
<https://www.theguardian.com/news/1999/jan/23/guardianobituaries>, [accessed 26 September 2018], John
Calder, ‘Obituary: Jacques Lecoq’, The Independent, 28 January 1999, <
https://www.independent.co.uk/arts-entertainment/obituary-jacques-lecog-1076692.html>, [accessed 26
September 2018].

28 Sigal, Writing in Collaborative Theatre-Making, p. 11.

29 peter Boenisch, Directing Scenes and Senses: The Thinking of the Regie (Manchester: Manchester
University Press, 2015), p. 2.
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creative opportunities they provide if their understanding of them is as rigid and dictatorial
(a notion discussed shortly). Finally, as my collaborators and I are from different countries,
with training and education that both overlaps and diverges, in defining these
terminologies | offer the common approach we established working together, to

understand and use the (play)box Provenance.®

‘Traditional’ theatre is defined by Radosavljevi¢ as ‘the practice of staging a
play, which dominated theatre production process in Europe and America at the turn of the
twentieth century and continues to be the primary mode of production in many cultures to
date’.3! In a traditional structure, practitioners are usually assigned specific roles and
remain within them, whereas devised theatre-making (and Lecoq’s vision of actor-creator)
opens opportunities for a flow of ideas and tasks between the different creatives. Lavender
and Harvie note the commonality in much theatre of ‘accepting the director as a visionary
leader or author/auteur, using text as a starting point, valuing psychological realism,
structuring narrative around conflict, and practicing theatre itself as a set of conventional
practices.’*? In the UK, these ‘conventional practices’ - of text-based, psychologically
realistic, director-led theatre have, as Radosavljevi¢ suggests ‘dominated theatre

production process’.

Sarah Grochala agrees with Radosavljevic¢ that ‘there is a tendency within British
theatre culture to make a sharp division between text-based and non-text based
performance as if they were discrete, diametrically opposed forms of theatre’ and that

‘[n]on-text-based performance is often characterized as [...] progressively avant-garde,

30 Chelsea Crothers received her BA in Applied Theatre from Griffith University and has studied extensively
Nobbs Suzuki Praxis extensively with OzFrank Theatre. Maiya Murphy gained her BA in Theatre Studies at
Yale and a PhD from the University of California in Drama and Theatre. She also studied Lecoq pedagogy at
the London International School of Performing Arts (LISPA).

31 Radosavljevi¢, Theatre-Making, p. 27.

32 Ed by Jen Harvie and Andy Lavender, Making contemporary theatre International rehearsal processes
(Manchester and New York: Manchester University Press, 2010), p. 2.



produced through collaborative devising processes and privileging visual over textual
dramaturgy. Text-based theatre is, in comparison, thought to be conservative and
reactionary in its form and mode of production’ but notes that ‘Radosavjlevic points out
that these binaries are far too simplistic’.>® Likewise, Vicky Angelaki cites Radosavljevié
to discourage ‘the segregation of plays into categories rigidly defined under terms such as
'text-based” and argues that in the 21% century ‘the binary between alternative and
mainstream became forever blurred’.3* My concept of a (play)box develops the arguments
of critics including Boenisch, Grochala, Tomlin, Angelaki and Radosavljevi¢ exposing
these projected binaries as irrelevant when considering theatre in Britain (and beyond)

today by offering a mode of practice that resists such neat division.

Devising re-defined as theatre-making

A (play)box directly challenges ‘traditional’ theatre approaches by offering an integrated
method that combines dramatic play-text and non-text-based approaches that have
previously been understood as binary. It proposes a curated dramaturgy of stimuli as the
initial provocation in a theatre-making process that could be described as devised. While
devising is a widely-used terminology, it is can also engender confusion as it is fluid and
shifting in what it defines but cannot be considered in binary opposition to writers or play-
text. Devising can be understood as the creative development of ideas using a variety of
processes and strategies, usually with a range of creatives with varying skills sets, ending

in a performance for an audience.® Govan et al. make the important distinction that

33 Sarah Grochala, The Contemporary Political Play: Rethinking Dramaturgical Structure (London and New
York: Bloomsbury Methuen, 2017), p. 13-14.

3 Vicky Angelaki, Social and Political Theatre in 21st-Century Britain: Staging Crisis (London and New
York: Bloomsbury Methuen Drama, 2017), p. 6., p. Xi.

3 Radoslavljevié notes that the growing ubiquity of performing for an audience has been complicated by
developments in performing using new media and technology. Duska Radoslavljevi¢, The Contemporary
Ensemble: Interviews with theatre-makers (Oxon, New York and Canada: Routledge, 2013), p. 13.
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devising is ‘processes of experimentation and sets of creative strategies — rather than a
single methodology’.*® Heddon and Milling agree, finding that ‘devising is best
understood as a set of strategies’ and Radoslavljevi¢ notes that it is a ‘methodology rather
than a genre of performance’.®’ Likewise, a (play)box, while it can be understood as a
methodology in itself, also encompasses a range of methodologies, creative strategies and
processes of experimentation in its structure. The processes and strategies that could be
associated with devising include acting, direction, creation of text (texts of movement,
sound and image) though improvisation, writing and adaptation, dance, design of set,
costume and lighting, composition and use of sound or music, projection and puppetry or

object manipulation.

Cathy Turner and Synne K. Behrndt in Dramaturgy and Performance reference
Heddon and Milling as they suggest that ‘[d]evising, in the strictest sense of the word,
implies a process where ‘no script — neither written play text nor performance score —
exists prior to the work’s creation’’.® However, they observe that ‘many (perhaps most)
companies do use some form of script, verbal text or score, sometimes as a starting point,
sometimes introducing it at a point during the process’.3® A conflict between devising and
text was suggested in Alison Oddey’s seminal but now outdated 1994 text, a division that
is clearly no longer, if it was ever, the case. Oddey argues that ‘devised work is a response
and a reaction to the playwright-director relationship, to text-based theatre, and to
naturalism, and challenges the prevailing ideology of one person's text under another

person's direction’.*° In their 2006 (revised 2016) text, Heddon and Milling observe that

% Emma Govan, Helen Nicholson and Katie Normington, Making a Performance: Devising Histories and
Contemporary Practices (London: Routledge, 2007), p.7. (Emphasis in original).

37 Deirdre Heddon and Jane Milling, Devising Performance: A Critical History (Hampshire: Palgrave
Macmillan, 2006), p. 2., Radoslavljevi¢, Theatre-Making, (2013) p. 24.

38 Synne K. Behrndt and Cathy Turner, Dramaturgy and Performance (Basingstoke and New York: Palgrave
Macmillan, 2008), p. 170. (Emphasis in original).

% 1hid.

40 Alison Oddey, Devising Theatre: A practical and theoretical handbook, (Oxon: Routledge, 1994) p. 4.
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‘some of the rhetoric that has surrounded devising suggests that it emerges from a distrust
of words or a rejection of a literary tradition in theatre’, but also note that ‘any simple
binary opposition of devising to script work is not supported by the briefest survey of the

actual practice of companies who choose to devise’.*

Mermikides and Smart note that Ana Sanchez-Colberg argues ‘a motivating factor
in the development of movement-based theatre forms’ stems from a ‘progressive
devaluation of language and [...] a mistrust of language’.*?> However, they also observe

that:

Artaud, Grotowski and Meyerhold, while each espousing the belief that the body
was the locus of a deeper, core primal truth than language, all worked with
playtexts. What they rejected was the authority of the word and, by extension, of

the playwright.*®

Despite a ‘mistrust’ of language and ‘the authority of the word and [...] the playwright’
there is a long tradition of ‘devised’ theatre-makers working with writers and text.** Not
only Heddon and Milling, and Mermikides and Smart, but Radosavljevi¢, Harvie and
Lavender, Sigal, and Govan et al. all provide examples of devised theatre-makers working

with writers and/or text.

It is not devising and text then that are in opposition, or language that is mistrusted
in devised theatre-making, instead there is a shift of focus, interests and working methods.
Govan et al. argue that ‘devised performance shows practitioners interest in exploring

physicality before textuality, and experimental ways of working that emphasise the

41 Heddon and Milling, p. 6.

42 Alex Mermikides and Jackie Smart, ed Devising in process, (London: Palgrave Macmillan, 2010) p. 9.,
Ana Sanchez-Colberg, ‘Altered States and Subliminal Spaces: Charting the Road towards a Physical
Theatre’, Performance Research, 1:2 (1996), pp. 40-56 (p. 41).

4 Mermikides and Smart, p. 9.

4 |bid.
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creative freedom and spontaneity of both performers and spectators’, which does not
preclude text, but changes the nature of the relationship between text, author and the other
creatives, and therefore any pre-existing structures of power and authority.*® A (play)box
combines text, ‘physicality’ and ‘experimental ways of working’, its structure troubles the
notion of authorial authority and aims to show how text, somatic and experimental

working methods can resist binary oppositions.

How useful the term devising is remains moot, particularly considering the role of
the writer. Radosavljevi¢ suggests there could be ‘the attempt at a departure from the term
‘devising’ [because of its] [...] implied binary opposite to text-based theatre’.*®
Mermikides and Smart ‘do not attempt to construct any singular definition of devising’,
which suggests not only the complexity and scope it covers as a process of theatre-making,
but also the confusion it can generates as a definition.*” Govan et al. also find that devising
‘defies neat definition or characterisation’.*® Radosavljevi¢, acknowledging the confusion
surrounding the term ‘devising’, suggests the term theatre-making and observes, ‘my
recourse to the term theatre-making’ is intended to register a certain change of climate’.*°
This change of climate, exemplified by the work discussed in chapter two, inspire my
approach, which further develops their collaborative explorations. A (play)box expands the
understanding of the tools a writer may use beyond text, to include images, sounds and
afferent and visceral experiences and, like Lecoq’s approach aims to stimulate intellectual,

emotional and tactile responses. Radosavljevi¢ observes the movement away from limiting

binaries to an expanded understanding of writing and texts, such as those proposed in a

(play)box.

% Govanetal., p. 8.

46 Radosavljevi¢, Contemporary Ensemble, p. 10.
47 Mermikides and Smart, p. 3.

48 Govan etal., p.7.

49 Radosavljevi¢, Contemporary Ensemble, p. 13.
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| will adopt Radosavljevi¢’s suggestion of ‘theatre-making’ as a term to describe
the expanded practice of using a (play)box, moving away from the confusion that
surrounds the term ‘devising’ particularly concerning writing and text. Theatre-making, as
Radosavljevi¢ notes, is ‘a term which is increasingly gaining currency in the twenty-first
century’ that is now often used with, or in place of ‘devising’, as demonstrated by
Radosavljevi¢ and Harvie and Lavender.>® Harvie and Lavender also link their definition
of devising, a ‘method of performance development that starts from an idea or concept

rather than a play text’ to theatre-making.>! They describe how:

processual refining takes place over time and in actual space, so that theatre-
making is understood to be as plastic and time- and space-oriented as the medium
of its output. This relatively recent shift towards devising’s received orthodoxy as a
theatre-making method reflects a handful of crucial and concurrent changes within

theatre culture and beyond.%?

Theatre-making can be understood as describing a performance made by a group of
creatives, also free to work with or without a pre-existing text (and other stimuli) created
by a writer who contributes actively as part of the rehearsal process. A theatre-maker
generates material in the creative evolution of a piece of theatre, usually in conjunction
with others. Theatre-makers include, but are not limited to, actors (or other performing
artists), directors, writers, sound, set, lighting and costume designers, dancers and
musicians.>® Theatre-makers create theatre, often using devising as a strategy but also

work with writers and text(s).

% bid, p. 12.

51 Harvie and Lavender, p. 2.

52 Harvie and Lavender, pp. 2-3. (Emphasis in original).

53 Radosavlijevi¢ observes that while theatre-maker is a common term which has, for example, been used
previously by David Tushingham in his ‘Live’ series, she owes her definition of theatre-making as a ‘key
denominator of contemporary practice’, to Lyn Gardner who describes actors who chose not to wait for paid
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The benefits of ‘not-knowing’

Theatre-making can in some formats embrace epistemological uncertainty, where theatre-
makers actively choose to place themselves in a position of ‘not knowing’ where the
stimuli will take them, or what shape the final performance will take. Discussing The Arab

and The Jew by Gecko, Smart notes that:

Lahav emphasised how important he felt it was not to know everything a show
might be about at the beginning of a process as, he felt, this could close down
essential aspects of the creation exploration. ‘Not knowing’ is something Gecko

celebrate.>

Likewise, Third Angel discuss the importance to their process of ‘the unpredictable
emergence of ideas of solutions out of accident, boredom or exhaustion.”®® Similarly,
Catherine Alexander’s account of the creation of The Elephant Vanishes describes how its
director Simon McBurney actively choose a rehearsal state where ‘nobody, especially not
Simon, knew what was going on [and] [...] Simon pushed us further into the chaos of
unexpected discovery.”®® Despite the temptation to make a process more directional by
giving as much information and as many answers as possible, both my own experience and
those of other theatre-makers suggests the importance of building areas of ‘not knowing’

into a process.

The tactics employed in the (play)box Provenance to create areas of ‘not knowing’

included presenting the scenes without an order, as Stephens does with Pornography

work but instead make their own ‘devised work’ and whom she ‘would call theatre-makers rather than
actors’. Radosavljevi¢, Theatre-Making, p. 22 — 23.

54 Mermikides and Smart, p. 172.

55 Mermikides and Smart, p. 114.

% Harvie and Lavender, p. 73.
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(2008), and Johnson with The Unfortunates (1969); (and indeed Deleuze and Guattari’s A
Thousand Plateaus, which ‘presents itself as a network of “plateaus” that are precisely
dated, but can be read in any order’).>” Additionally, | aimed to offer uncertainty with
through the inclusion of stimuli without a clearly directional purpose. Rebellato notes that
Stephens, Caryl Churchill, and Martin Crimp have all written plays where the scenes can
be presented in any order, marking this as one of ‘several perceptible dramaturgical shifts
beginning in the mid-1990s characterised by writers abdicating from aspects of their plays
that they formerly may have been expected to control’ and creating opportunities for
shared collaborative authorship.%® Similarly with Provenance | aim to offer a
dramaturgical shift of authority from writer to theatre-maker, however, as discussed in

chapter five, these areas of uncertainty occasionally proved problematic in rehearsals.

Collaboration

My creation of a (play)box aims to engender a collaborative working process in the
rehearsal room. Methodologically, working with the diverse stimuli a (play)box offers
best suits collaborative practice. The understanding of devising and collaboration are
sometimes elided as they are often used together, though certainly distinct. Collaboration
suggests a group of theatre-makers who all contribute to a creative process. This supposes
an equality of purpose which is not always the case in a devising process, particularly now

when, as Mermikides argues, ‘with the mainstreaming of devised theatre-making directors

57 The Unfortunates (1969) by B. S. Johnson is an experimental book, presented in a box in twenty-seven
unbound sections, and which apart from the first and last chapters can be read in any order. (See Charles
Taylor’s 22" August 2008 article in the New York Times ‘Piece This One Together’.
<http://www.nytimes.com/2008/08/24/books/review/Taylor-t.html?pagewanted=all& r=0> [accessed 15
September 2018]. Gilles Deleuze and Felix Guattari, A Thousand Plateaus: Capitalism and Schizophrenia,
trans. Brian Massumi (Minneapolis, MN: University of Minnesota Press, 1987), p. ix.

% Dan Rebellato, ‘Exit the Author’ in Contemporary British Theatre: Breaking New Grounds (Basingstoke
and New York: Palgrave Macmillan, 2013), kindle edition, location 887.
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and theatre companies have created marketable brands which achieve commercial success
leading to a downgrading in the importance of creative collaboration’.>® (I use the term
mainstream to refer theatre performed in commercial theatres in London’s West End or
other large venues, widely accessed by a large cross section of the public. This theatre has,
until recently, been largely naturalistic and text-based). Mermikides cites War Horse as a
lucrative exception despite its long creative gestation, noting that devised theatre-making
can be used as a tool in commercial theatre when it sees it value, while collaboration
which is more a philosophical working choice than a skill set or system is not so valuably
lucrative.®°

Inherent in the idea of collaboration is that there is some self-determination in the
role and individual artistic input of these creators, but that this can alter and overlap within
the collaboration. Govan et al. offer a differentiation of devising and collaboration by
noting that devising is 'a process of generating a performative or theatrical event, often but
not always in collaboration with others'.®* Collaboration must be with other people,
devised theatre-making not necessarily so. A group of theatre-makers can collaborate to
create a piece using devised theatre-making strategies. Drawing on Lecoq’s collaborative
pedagogy, where groups of students are required to collaborate to present weekly
autocours (short pieces of theatre responding to a theme), | aim to suggest a collaborative
process with a (play)box, where the ideas and creative impulses of a group of theatre-

makers are focused together in response to its rhizomatic structure, a flexible paradigm

% Alex Mermikides, ‘Brilliant theatre-making at the National: Devising, collective creation and the
director’s brand’, Studies in Theatre & Performance, xxxiii: 2, (2013), 153-167 (p. 164.).

80 Theatre-makers who started subsidising their own work have moved up the ranks and into positions of
authority in the mainstream, exemplified by Emma Rice of Kneehigh taking over the Artistic Directorship
of the Globe. Mark Brown, ‘The Globe’s Emma Rice: If anyone ever bended gender it was Shakespeare’,
The Guardian, 5" January 2016, < http://www.theguardian.com/stage/2016/jan/05/shakespeares-globe-
emma-rice-if-anybody-bended-gender> [accessed 21 May 2018].

> Govanetal., p. 4.
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with multiple points of entry and exit.®? This collaborative process will be explored in

chapters three, four and five.

Play or performance: Dramatic, literary, and functional text

I have argued that the unhelpful division made between ‘dramatic’ theatre and
‘postdramatic’ performance is limiting to theatre-making in general and a (play)box cannot
be narrowed into either of these supposed spectrums. A (play)box uses a variety of texts,
both word texts (dramatic or literary play-text, and ‘functional’ texts such as instructions,
lists, letters, and stage directions) and material texts (images, things, music and video).
‘Literary’ texts in the UK are particularly associated with the notion of the ‘well-made
play’ crafted by a playwright whose intentions are sought to be understood by those who
stage it. Much has been written on this and on how text relates to performance, which will
not be explored here, however it is necessary to note its importance and impact on theatre
in the UK.% Radosavlijevi¢ cites the ‘highly literary works’ of the postdramatic
generation’ to make the case that ‘theatre-making’ is a framework for ‘writing for
performance’ that ‘will accommodate both the literary and the functional writing for
performance.’® Like a ‘literary’ text, a (play)box can be taken and used again. It does not
aim to be only a functional record of a performance, enabling technical assistance and

guiding the performers.5®

62 Deleuze and Guattari offer the term ‘rhizomatic’ in A Thousand Plateaus (1980), which will be further
defined and discussed in chapter one.

8 The ‘name given in the nineteenth century to a play characterised by the perfectly logical arrangement of
its action. Both the expression and the play itself are attributed to E. SCRIBE.” Pavis, p. 438.

8 Radosavljevi¢, Theatre-Making, p. 97.

85 An Oak Tree by Tim Crouch was initially rejected for publication by Faber & Faber ‘on the grounds of
‘the second actor conceit render[ing] it “not a proper play”’. Cited in Radosavlijevi¢, Theatre-Making, p.159.
The functionality of a text that sees one performer giving directions to the actor, and therefore includes an
element of improvisation does not, as Crouch’s work demonstrates, preclude it from also being literary.
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A (play)box could be taken and re-staged by different theatre-makers, unlike
entirely functional records of performance that, arguably, cannot be re-staged. Tim
Etchells observes in Certain Fragments of the textual records of Forced Entertainment’s

performances that:

These texts are ghosts. They were made in the midst of clumsy and long
performance-making processes [...] They were not made for other people to ‘do’

them [...] I haven’t tried to make a ‘play’ from what was not.®

Etchells appears to make a distinction between ‘play’ text and his non ‘play’
(performance) text. Part of this differentiation may be in the intention (or not) for this to be
text as stimulus, or text as record. Govan et al. note that when Forced Entertainment were
‘approached by someone wanting to stage its show Speak Bitterness (1996), [they were]
[...] in the words of John Deeney, ‘unconvinced that it could be performed by other
people’.5” I reject the limiting distinction that Etchells implies between texts that are ‘play’
and texts that are ‘performance’. Like Andy Field, I suggest that ‘[a] text is simply a
blueprint for performance and a basis for making something happen. [...] It might equally
be something inscribed in or on the bodies of the performers — a series of movements or
gestures or acts. It might similarly be a set of rules for play.’®® Just as Field proposes that
writing, text and authorship can be found in more diverse forms than what is written on
paper, my approach to theatre-making will illustrate how different kinds of stimuli create

texts of sound, visual image and movement, examined in chapters three, four, and five.

% Tim Etchells, Certain Fragments (Oxon and New York: Routledge, 1999), p. 113.
7 Govan et al., p. 6.
% Ibid.
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Stage directions

Stage direction in this dissertation refers to text that is not dialogue that may describe the
actions of characters or aspects of the mise-en-scéne. My stage directions aim to ignite
Imagination with poetic suggestions for movement and image, rather than act as
prescriptive instructions, following experiments by writers such as Lavery, discussed in
chapter two. As discussed, stage directions may receive antagonism from theatre-makers
who view them as a limitation. Nubling, who has worked regularly and successfully with
Stephens, notes that “one of the first things I asked Simon: please don’t write stage
directions, I have an imagination on my own”.%° He is not alone in considering stage
directions intrusions from the writer into the director’s imagining of a text into
embodiment in theatrical space. This antagonism could stem from the authority that
some writers have demanded for them, notably Beckett. Beckett, and since his death
his estate, insist on his stage directions being followed as instructions, limiting the

agency of the other creatives.”

Those, like Nibling, who argue that stage directions are unnecessary posit
that good writing can supply all the pertinent information about character action
and the mise-en-scene in the dialogue. David Mamet in Writing in Restaurants
claims that ‘good drama has no stage directions. It is the interaction of the
characters’ objectives expressed solely through what they say to each other — not
through what the author says about them.’’* Pavis agrees that text 'can do without any

stage directions when it already contains all the necessary information’ but also quotes

89 Sebastian Niibling, ‘Foreword’, Plays 4: Simon Stephens (London: Methuen, 2015), p. ix.

This was famously exemplified when the Beckett estate withdrew the rights to Deborah Warner
and Fiona Shaw’s production of Footfalls in March 1994, after Shaw-Warner had changed a few
lines of the text and stage directions. See Mel Gussow, ‘Modify Beckett? Enter, outrage’, New York
Times, 26" March 1994, < http://www.nytimes.com/1994/03/26/arts/modify-beckett-enter-outrage.html>
[accessed 24 September 2018].

"I David Mamet, Writing in Restaurants, (London, New York & Toronto: Penguin Books, 1986), p. 14.
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Corneille arguing that: 'the poet takes great care to mark in the margin the same actions
which do not warrant his burdening his verses with them, and which would even take away
from their dignity’.’?> Corneille’s assertion that a play’s language is weakened if all
information must be written in the dialogue can be supported in modern examples.
Nick Payne’s play Constellations begins with a stage direction which is arguably
impossible to include in the dialogue: ‘an indented rule indicates a change in

universe’.”

While it may be true for the kind of highly naturalistic theatre Mamet writes
that all the action can be included in the dialogue, the same cannot be argued for
theatre which works strongly with image and uses physical modes of performance.
Graham and Hoggett discuss how the writers they work with understand that the
text is but one form of address, [...] any particular moment might be delivered by a
lighting cue or the considered movement of someone’s hand’.”* Stage directions,
particularly in non-naturalistic theatre, can move beyond being merely descriptive
and help to provide somatic, sonic, and visual suggestions and open new avenues

for the other creatives.

The dislike of stage directions exemplified by Mamet and Nibling may stem
partly from a lack of clarity in their origin. Their authority is diminished when it is
unclear who wrote them, at what point and for what purpose. Stage directions in
published texts may be written by the writer before or after the production, or by an

editor describing the original production. A distinction should be made between

72 Pavis, p. 356.

3 Nick Payne, Constellations (London: Faber and Faber, 2012), p. 10.

™ Scott Graham and Steven Hoggett, The Frantic Assembly Book of Devising Theatre, 2" edn (Oxon:
Routledge, 2014), p. 46.
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these different types of stage directions as even those created by writers vary in

their function. They include descriptions of:

e The mise-en-scéne.

e Characters — 1. appearance, 2. actions and 3. the way a line could be said.

e Other action, naturalistic or non-naturalistic.

e Interstices: silences, pauses and beats.

e The intangible, for example an emotional state.

e Sonic elements.

Visual elements apart from the mise-en-scéne.

It is understandable why an actor might resent a line reading, or a designer feel a stage
direction limits their creative scope. Simon Stephens is quoted by Lyn Gardner in The
Guardian blog discussing The Curious Incident of the Dog in the Night-Time: ‘he made
the point that the show would never have ended up as it did if he had written stage
directions detailing exactly how it should look and sound’.”® Contradictorily, Gardner
argues ‘the idea that stage directions are sacrosanct is changing, not least because theatre is
no longer in thrall to naturalism and is often most exciting, as Dan Rebellato has observed,
when it is being metaphorical and is not limited by notions of resemblance’.”® The
opportunities provided by this kind of stage direction, metaphorical and ‘not limited by

notions of resemblance’ are those that I propose with a (play)box.

> Lyn Gardner, ‘Exit the stage direction’, The Guardian, 25" November 2014,
<http://www.theguardian.com/stage/theatreblog/2014/nov/25/stage-directions-simon-stephens-winters-tale>
[accessed 16 September 2018].

8 1bid.
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Defining dramaturgy in relation to a (play)box

A (play)box can be understood as a rhizomatic ‘dramaturgy’ of stimuli for theatre-making.
Definitions of dramaturgy and the role of the dramaturg are broad and as Turner and
Behrndt note ‘the term ‘dramaturgy’ a is ‘slippery term’ and not easily defined’.”” In the
most basic terms, a dramaturg is someone who works on a production, while a dramaturgy
denotes a broader understanding of a structure or framework related to the creation of a
performance. For a (play)box, ‘dramaturgy’ describes the rhizomatic structure it offers,
providing theatre-makers ‘a weave of elements’.’® Early dramaturgs were understood as a
‘critic-theorist’ or literary manager, following in the model of Lessing (usually considered
the first dramaturg), or the critic Kenneth Tynan (the first literary manager at the Royal
National Theatre).”® A dramaturg might be responsible for helping select plays for a
theatre’s season, translating or adapting existing play-texts, or supporting the construction
or re-structuring a new piece of theatre. While dramaturgy is often associated with plays,
play-texts and writers, it has a broader role and function. Dramaturgical analysis extends
beyond merely considering text now that, as Turner and Behrndt observe, ‘both the ‘open’
text and devised work demand that we consider the composition of the performance as
awhole’ and look ‘beyond the immediate structures of a play, to the play’s performance in

a specific social and historical context’.8°

" Turner and Behrndt, p. 17. As discussed, rhizomatic structures will be further discussed in chapter one.
8 Turner and Behrndt, p. 39.

™ Michael X. Zelenak, ‘Why We Don't Need Directors: A Dramaturgical/Historical Manifesto’, Theatre
Topics, Volume 13, Number 1 (2003), 105-109 (p. 105). Gotthold Ephraim Lessing (1729-81) is usually
considered to be the first dramaturg. Initially employed as a playwright, he moved into acting as resident
critic at the Hamburg National Theatre where he wrote a collection of critical essays - the Hamburgische
Dramaturgie.

8 Turner and Behrndt, p. 30., p. 39.
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Magda Romanska describes a dramaturgy that has expanded beyond theatre and
text and ‘is now permeating all kinds of narrative forms and structures: from opera to
musical theatre; from dance and multimedia to filmmaking, video game design and
robotics’.8! Further, she sees the dramaturg as ‘the ultimate globalist: inter-cultural
mediator, information and research manager, media content analyst, interdisciplinary
negotiator, [and] social media strategist’.82 Turner and Behrnt consider that ‘‘dramaturgy’
is an overarching term for the composition of a work, ‘the internal structure of a
production’ as well as, it would seem, a word for the collaborative process of putting the
work together’ 8 Tori Haring-Smith suggests that the dramaturg helps to ‘assure that both
director and spectator understand the rules of meaning-making within a script or
production’.®* Romanska agrees that the dramaturg works to help with meaning making,
arguing that ‘{mJodern dramaturgy sees itself as a field, profession, skill, and verb; as a
tool of inquiry, a liberal art, and theatrical practice’ and that the ‘definition of dramaturgy
is expanding and the concept is being refined as we speak, as verb, skill, and function, to

include many modes of meaning making’.8°

Just as the role of the dramaturg and dramaturgy has expanded beyond working in
theatres with text to become “verb, skill and function’, so a (play)box is a dramaturgical
structure that | have designed to offer ‘many modes of meaning making’ in a theatre-
making process. Here, as Turner and Behrndt argue ‘we see one of the clearest
manifestations of the usefulness of the dramaturg’s role’ as ‘in devising, the content, form

and structure are determined as the process unfolds. The performance text is, to put it

81 Magda Romanska, ‘Introduction’, The Routledge Companion to Dramaturgy ed. Magda Romanska (Oxon
and New York: Routledge, 2016), p. 14.

82 hid.

8 Turner and Behrndt, p. 17.

8 Tori Haring-Smith, ‘Dramaturging Non-Realism: Creating a New Vocabulary’, Theatre Topics, Volume
13, Number 1, March 2003, 45-54, (p.46).

8 Romanska, p. 7., p. 14.
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simply, ‘written’ not before but as a consequence of the process’.2® A (play)box, offers
‘many modes of meaning making’ (meaning made from play-text, non-play-text, music,
things, sounds and images) and forms a part of the creation of content, form and structure
written through the process. I will argue that a (play)box is a mode of practice and a ‘tool
of inquiry’, giving examples from my rehearsal process for Provenance, answering and
exploring the questions the stimuli propose. Conceptually, a (play)box’s rhizomatic
structure is constructed, as discussed with areas of not knowing, to create ‘organised
chaos’ and uncertainty.®’ It is a structure that invites ‘the chaos of devising’, a process that
is “both chaotic and organized simultaneously’.®® Theatre-makers who encounter a
(play)box can enter its rhizomatic structure of organised chaos at any point, choosing,

discarding or eliminating the stimuli at any point.

The weaving together of different elements into a performance is described as
dramaturgy by Eugenio Barba, who explains that the ‘word ‘text’, before referring to a
written or spoken, printed or manuscript text, meant a ‘weaving together’’.8 Barba
suggests that ‘the ‘text’ (the weave) of the performance can be defined as ‘dramaturgy’
[...] the “work of the actions’ in the performance.”® A (play)box offers routes to what
Barba describes as ‘actions’. Barba argues that in ‘a theatrical performance, actions
(concerning the dramaturgy, that is) are not only what actors do and say, but also what
sounds, noises, lights, changes in space are used’.* A (play)box weaves things, sounds and

proposals for changes in space or tempo together by connecting them to scenes to become,

8 Turner and Behrndt, p. 170.

87 Jessica Kaplow Applebaum, ‘Finding our hyphenates: A new era for dramaturgs’, The Routledge
Companion to Dramaturgy, p. 199.

8 Sarah Sigal, ‘The expansion of the role of the dramaturg in contemporary collaborative performance’, The
Routledge Companion to Dramaturgy, p. 187-188.

8 Eugenio Barba, ‘The Nature of Dramaturgy: Describing Actions at Work’, New Theatre Quarterly, vol.1,
1(1985), 75-78, (p. 75).

% |hid.

% 1hid.
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in Barba’s terminology, actions. Barba claims that the ‘objects used in the performance are
also actions, transforming themselves, acquiring different meanings and different emotive
colorations’.%? A (play)box offers a dramaturgical weave of actions - sounds, texts, music,
things and images, to create what Barba describes as a dramaturgy. It is a dramaturgy of

actions and possibilities.

Chapter overview

Having established the context and terminologies for this investigation, | will now provide
an overview of this dissertation’s structure. Developing the terminologies and context in
which this investigation sits, in chapter one, | discuss the theories and methodologies that
shape my approach. James J. Gibson’s notion of affordances is integral to the way that |
propose a (play)box should be understood — as something that affords a specific range of
actions and reactions in a theatre-maker, where ‘[t]he object offers what it does because it
is what it is”.% This focus on how the body responds to a material stimulus leads to a
consideration of notions of embodiment. Therefore, | take a phenomenological approach
that places the body’s lived experience as central to theorising my concept. Maurice
Merleau-Ponty proposes that we are only able to perceive the world because we have a
body and that ‘[t]he body is our general means of having a world’.% Developing this idea,
Phillip Zarrilli explains ‘I begin with experience because it is embodied in the here and
now’.% The embodied interaction of performer, (play)box and the way that performance

material is generated in the rehearsal room is central to this investigation. Like Zarrilli, |

%2 | bid.

% James J. Gibson, ‘The Theory of Affordances’, in R. Shaw & J. Bransford (eds.). Perceiving, Acting, and
Knowing: Toward an Ecological Psychology, (Hillsdale, NJ: Lawrence Erlbaum, 1977), p. 78.

% Maurice Merleau-Ponty, The Phenomenology of Perception, trans. Donald A, Landes, originally published
Paris, 1945 as Phénoménolgie de la perception (Oxon, New York and Canada: Routledge, 2012), p. 147.

% Phillip Zarrilli, ‘Negotiating Performance Epistemologies: knowledges ‘about’, ‘in’ and ‘for’’, Studies in
Theatre and Performance (2001) 21:1, 31-46 (p. 31).
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use the ideas of cognitive scientists, linguistics and philosophers who, drawing on
Merleau-Ponty propose that ‘[f]or Merleau-Ponty, as for us, embodiment has this double
sense: it encompasses both the body as a lived, experiential structure and the body as the

context or milieu of cognitive mechanisms’.%

Francisco J. Varela, Eleanor Rosch and Evan Thompson develop the ideas of
phenomenology to propose a theory of enaction that | will use to illustrate how cognition
and meaning arrive using a (play)box. Varela et al. argue that ‘cognition is not the
representation of a pregiven world by a pregiven mind but is rather the enactment of a
world and a mind of the basis of the variety of actions that a being in the world
performs.”®” As Teemu Paavolainen explains ‘enaction is to movement much as
embodiment is to the body’.%8 I will show that the enactive cognition a (play)box initiates
may not arrive using a conventional play-text. To demonstrate this, | adopt a practice-led
methodology and illustrate my argument with examples drawn from my own practice
using an original (play)box that I have written, Provenance. Additionally, | adopt Gilles
Deleuze and Félix Guattari’s theory of the rhizome, to suggest that a (play)box is a
rhizomatic structure with multiple points of entry and exit that promotes non-linear and
collaborative authorship in theatre-making. I consider discussions relating to authority in
authorship to develop my argument that in writing a (play)box the playwright abdicates
elements of authorial ownership to instigate collaborative authorship. To place these
theories in context, chapter one also includes a description of Provenance, its contents and

my aims and intentions in its writing.

% Francisco J. Varela, Evan Thompson, and Eleanor Rosch, The Embodied Mind: Cognitive Science and
Human Experience (Cambridge: MIT Press, 1991), p. xvi.

Varelaetal., p. 9.

% Teemu Paavolainen, Theatre/Ecology/Cognition: Theorizing Performer-Object Interaction in Grotowski,
Kantor, and Meyerhold (New York and Basingstoke: Palgrave Macmillan, 2012), 49. Emphasis in original.
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In chapter two, | construct a genealogy that locates my work within a body of
existing practice and examines the influences on my approach. I will consider the
‘performance turn’ of the 1960s, Fluxkits, and writers and collaborative theatre makers
who inhabit an expanded understanding of playwriting. A (play)box is in natural
succession to the avant-garde performance practices of the twentieth and twenty-first
century and with them the development of the ‘creative performer’. I offer examples of
contemporary writers and collaborative theatre-makers who inhabit an expanded
understanding of writing from the UK theatre context that has been my primary influence
as a theatre-maker. The collaborative partnerships I will consider include Tim Crouch and
his regular collaborators, Simon Stephens and his work with Sebastian Nibling, Polly
Teale writing and directing for Shared Experience and Bryony Lavery’s work with Frantic
Assembly. These theatre-makers provide examples of shared authority, where writing in a
variety of texts across a body of work has been accomplished through reciprocal

collaborative authorship, a process | emulate with a (play)box.

I then consider how my (play)box, Provenance, generated material in the rehearsal
room. My arguments in chapters three, four and five will be illustrated by moments of
practice using Provenance and in doing so I will ‘unpack’ the original form a (play)box
offers and discuss how it creates embodied, affective relationships leading to the creation
of visually and physically-led performance material. Considering the ontological structure
of a (play)box, in chapter three | examine how it articulates theories of ‘play’ drawing on
the work of Donald Winnicott, Lev Vygotsky, Victor Turner and Mihaly Csikszentmihalyi

to show that playful structures and restrictions offer theatre-makers creative opportunities.

In chapter four, | develop an understanding of the objects in a (play)box using

Martin Heidegger and Bill Brown’s definition of objects as ‘things’ and ultimately Robin
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Bernstein’s characterisation of ‘things’ as ‘scriptive’.% Bernstein notes that she uses ‘the
term script as a theatrical practitioner might: to denote an evocative primary substance
from which actors, directors, and designers build complex, variable performances that
occupy real time and space.’*?° From this, she proposes that ‘a “scriptive thing,” like a play
script, broadly structures a performance’.?%! Likewise, a (play)box is an ‘evocative primary
substance’ that ‘scripts’ behaviour in the theatre-maker. The ‘scriptive things’ in
Provenance structured our actions as we explored their affordances in rehearsals. Drawing
on examples from our rehearsals for Provenance I show that the ‘things’ in a (play)box
afford a range of actions ‘scripted’ within a specific dramatic context to produce material,

principally led by enactive creation rather than intellectual analysis.

In chapter five, | provide further insights into my ‘practice-led’ research (PLR), a
term | take from Linda Candy.%> From the perspective of my own practice, | explore what
value lies for theatre-makers in the sensory experience of encountering material
provocations ‘scripted’ into a dramatic context and show that these haptic provocations
produce a different afferent response in theatre-makers than that produced by working with
text alone. In situating the localised and subjective nature of my own practice as central to
my research, | draw on theories of Practice, particularly those of Robin Nelson and his
model of praxis, discussed in chapter one.1% As Estelle Barratt observes ‘[s]ince creative
arts research is often motivated by emotional, personal and subjective concerns, it operates

not only on the basis of explicit and exact knowledge, but also on that of tacit

% Robin Bernstein, ‘Dances with Things: Material Culture and the Performance of Race’, Social Text 101,
Vol 27, NO. 4 (Winter 2009), 67-94.

100 Bernstein, p. 69.

101 |bid.

192 Linda Candy, ‘Practice Based Research: A Guide’, Practice Based Research: A Guide. Creativity and
Cognition Studios Report V1.0, 2006, <https://www.creativityandcognition.com/resources/PBR%20Guide-
1.1-2006.pdf> [accessed 29 April 2018].

103 Rohin Nelson, Practice as Research in the Arts: Principles, Protocols, Pedagogies, Resistances
(Basingstoke and New York: Palgrave Macmillan, 2013).
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knowledge’.2%4 I will make the case that the localised and subjective nature of my own
practice provides learning and knowledge through my own ‘lived experience and personal
reactions.’'% Barrett explains that ‘[1]earning takes place through action and intentional,
explicit reflection on that action. This approach acknowledges that we cannot separate
knowledge to be learned from situations in which it is used’.X%® Thus, in chapters three,
four and five I give examples of my intentional explorations and reflections on them and

how this operated as a methodology of praxis.

Finally, in the conclusion I will answer the research questions that have been
investigated in this process to show that a (play)box presents a new method of playwriting
that creates afferent pathways to creation that inspire physically and visually-led modes of

performance that may not arrive using a conventional play-text.

104 Estelle Barrett and Barbara Bolt, Practice As Research: Approaches to Creative Arts Enquiry (London &
New York: I.B. Tauris & Co. Ltd, 2007), p. 4.

105 Barrett and Bolt, p. 5.

106 |hid.
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Chapter One
What’s in the box? The theories and strategies inside a (play)box
Introduction

A (play)box is an alternative approach to playwriting, a stimulus for embodied action in
the rehearsal room that generates performance material in ways that play-text may not.
This chapter explores the theories and methodologies that underpin my concept and
‘unpacks’ the material contents of the (play)box, Provenance, that | have written and
developed through this process and with which | test my claims. My methodological
approach to this investigation is research led by practice. Although practice is not offered
as part of this submission, my arguments will be illuminated using examples from the
rehearsals of my theatre collective for Provenance.'®” An entirely theoretical approach to
this new concept could not demonstrate whether my claims for it are justified, as it is a
new method and there is no existing body of work on (play)boxes from which to draw
conclusions. As | propose that embodied doing is fundamental to the functioning of a
(play)box, to test this it is essential to employ lived experience, therefore this research is
led and underpinned by practice.

I aim to replicate elements of Lecoq’s playful pedagogy by offering creative
limitations that initiate a playful approach to theatre-making in a (play)box. Therefore, |
introduce play as a strategic approach before it is developed in chapter three. Gibson’s
concept of affordances will be adopted to develop the suggestion | make in chapter four,
that the material things in a (play)box offer concrete actions to a theatre-maker by placing

them immediately in spatial, temporal and physical relationships. Next, | suggest that

107 When | began my MA, Birmingham did not offer an MA by practice and at the point they introduced this
as an option it was too late to change courses. As discussed in the introduction, my theatre collective
Autopoetics is comprised of myself, Chelsea Crothers and Maiya Murphy. https://autopoetics.com/
[accessed 26 August 2018].
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Deleuze and Guattari’s concept of the rhizome can be applied to the collaborative process
of working with a (play)box. I argue that it is a flexible, rhizomatic structure that offers
theatre-makers multiple points of entry and exit to the stimuli and in doing so invites
collaborative authorship.

To define the experience of working with a (play)box as embodied and enactive |
draw on the work of cognitive scientists and philosophers, particularly Varela et al. and
Noé who, after Merleau-Ponty, argues that ‘[p]erceptual experience acquires content
thanks to the perceiver’s skilful activity’ and who define the body’s lived experience in the
world to produce cognition using the term enaction.'® | consider George Lakoff and Mark
Johnson’s ideas about how our understanding of the world, demonstrated by linguistic
metaphor is developed through our embodied experience.?® These ideas are situated in the
context of actor training techniques including Lecoq’s by Rick Kemp, John Lutterbie and
Maiya Murphy, whose ideas | consider and extend.

Zarrilli, Shaun Gallagher and Dan Zahavi are discussed to show that this
investigation centres on the experiences of the lived body (Lieb). | extend this
consideration of the experiences of the body to use Josephine Machon’s (syn)aesthetic
approach to performance theory, which suggests that our senses help us to make sense of
the world in an instinctual, physical manner, in which, as Gibson suggests, physical and
emotional responses to stimuli arrive before analytic or interpretive responses. These
arguments will be considered using examples from Provenance in chapters three, four and
five. A (play)box instigates a collaboration that disrupts the supposed authority sometimes

assumed for an author, and so | will examine these arguments, particularly considering the

108 Alva Nog, Perception in Action (Cambridge and London: MIT Press, 2004), p. 3.
109 George Lakoff and Mark Johnson, Philosophy in the Flesh (New York: Basic Books, 1999).
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work of Roland Barthes and Dan Rebellato. Initially, the concrete example | draw upon for

this research, the play(box) Provenance and its contents will be examined.

Provenance: contents

In its stimuli, Provenance offers a variety of provocations and structures that propose
different strategies for theatre-making — visual, aural, haptic, emotional and narrative.
Fundamental to my aims for a (play)box is that it invites collaborative writing in a variety
of texts, therefore, as | will discuss in chapter five, not only in the prompts themselves but
in the structure of Provenance | aim to abdicate authorial ownership and authority. As |
suggested in the introduction, these prompts aim to create a physically and visually-led
performance style that I have linked to Lecoq’s pedagogy though, of course, may be used
in any way. In doing so, | confound the arbitrary and illusory boundaries between
traditional ‘dramatic’ elements such as character and narrative and avant-garde, alternative
strategies for performance making, and am inspired not only by Lecoq, but also by
Fluxkits, Fluxus scores, the work of John Cage, and more recent experiments with text
such as Claire McDonald’s In Bed.!? As Cathy Turner observes, theatre has become ‘an
increasingly interdisciplinary form, where the boundaries between theatre and live art are
frequently indistinct’.*** Like In Bed, Provenance aims to ‘return questions of agency and
authorship to the players’.1*2 However, while McDonald’s work has ‘no narrative, no
drama and no content’ Provenance employs these tools and offers sections of original
play-text, other kinds of text, including instructions, letters, lists, stage directions as well as

things, images and short video and music clips.**®

110 Claire McDonald, ‘In Bed’, Studies in Theatre and Performance, 30:1 (2010), 59-61.

111 Cathy Turner, ‘Learning to Write Spaces, Contemporary Theatre Review, 23:2 (2013), 114-119 (p. 114).
112 McDonald, p. 59.

113 | bid.



33

Play-text

The sections of play-text trace a narrative based around Alice, and her daughter Agatha.!*
In order to avoid giving the scenes a linear order, the sections of play-text were rolled up,
so that the theatre-makers would be required to give them a sequence. These provide an
incomplete plot, inviting the theatre-makers to resolve, reject or re-make it. The narrative
provided shows that Alice, a hoarder, is in financial difficulties and her home in a
dangerous state of disrepair. Agatha is trying to move her mother into an old people’s
home, but Alice is resistant. Agatha discovers a statue — a head, which she believes may be
valuable and takes it her workplace, Christies, intending to sell it but cannot prove its
provenance. Despite this, Agatha allows the head to be auctioned and it is bought by
Caroline, who is in the process of divorcing her rich husband. Provenance explores the
value we give to things and people, and the connection between art, beauty, relationships,
and commerce. It contrasts the collected and the curated to ask what makes an object

beautiful or valuable, and what happens if the balance in our relationships with people and

with things tilts too far in one direction.

Other Kkinds of text: lists, instructions, stage directions

The lists, letters, instructions and stage directions in Provenance are dramaturgical
strategies to invite authorship and agency in theatre-makers. They are ‘open’ texts that ask
theatre-makers to make choices about how, or whether they should be used. Following
Cage and Fluxus, McDonald suggests that rather than beginning with ‘narrative and
storytelling” language can be ‘graphic, sonic and visual material; with words as things;

with writing as mark making and with scripts and scores as machines for making

114 See the appendix for different drafts of the written elements of Provenance.
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performance.’'*® The instructions and stage directions aim to function as dramaturgical
performance machines, providing offers to, for example, explore a list of body parts that
‘could be spoken by several people, or just one. We could hear them repeated, or only
once. They could be sung, laughed, filmed, echoed, whispered, or written ’ 116 These
instructions and stage directions aim to be provocative, poetic and imagistic rather than

dictatorial.

Material stimuli

The material stimuli in Provenance fall into two categories — those that are easily
transformative and offer a range of a flexible range of affordances and more ‘set’ things
that can transform, but immediately propose a more naturalistic function.'!’ My aim for
these ‘things’ is that they are used as they would be at a Lecoq school, explored for their
inherent affordances and used in a range of transformative functions. At Lecoq, the
materials are explored for their inherent affordances — what they look like, feel like, how
they move and how they incite the body to move, leading to what Lecoq calls
‘identifications’. Here, the movement of an element or material is imitated by the student.
They ‘become the different elements of nature: water, fire, air, earth. To identify
themselves with water, they play at being the sea, but also rivers, lakes puddles, drops of
water’ and the same technique is applied to materials, such as those included in
Provenance.® At Lecoq, an exploration of an object’s affordances is also the basis for
object manipulation, a form of puppetry. With Provenance, in addition my proposition to
explore the anthropomorphic qualities of these prompts (hoarders are reported to

‘anthropomorphise’ their things), some are connected to the dramatic scenario of a specific

115 McDonald, p. 92.

116 See appendix.

117 See figures 1- 10 below.
118 | ecoq, p. 41.
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scene and offer a more naturalistic function, discussed in chapter five.!!® Finally, the
make-up, clingfilm and wool can push, pull, squash or colour the bodies of the performers,

offering routes a visual dramaturgy.

Figure I Red wool Figure 2 Clingfilm and plastic wrap

Figure 3 Newspaper Figure 4 Image of the head from a
Greek statue - Acropolis museum,

Athens, Greece

119 See, for example Chong Siow Ann, ‘The hoarder’s anguish and inability to discard things’, The Strait’s
Times, 28 October 2017, https://www.straitstimes.com/opinion/the-hoarders-anguish-and-inability-to-
discard-things [accessed 20 September 2018].
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Figure 5 A selection of care items including hand-
cream, scent, a toothbrush and toothpaste

Figure 7 Paperwork describing the head's
provenance

Figure 6 Make up

Figure 8 A chest x-ray

36
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Figure 9 A collar-box containing collars, a pipe, an old battery, necklaces and buttons

Music and video clips

I created two short videos using google earth to show locations that were salient to the
story, Christies, where Agatha works, and the approach to Alice’s home. We used the
latter to create a game-like time constraint in which to explore a range of actions,
discussed in more detail in chapter five.'?® Music, as discussed in chapters two and five,
offers rhythm, an aesthetic and a structure on which to base improvisations. | included
Schuman’s lieder Ich Grolle Nicht, Pur ti miro, Pur ti godo from L ’incornonazione di
Poppea and a video clip of Janet Baker singin