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Constituting Theatricality : the social

negotiation of dramatic performance

Margaret Mary Cockburn

ABSTRACT

This thesis promotes a consideration of theatre as an essentially
social skill rather than a dramatic one. It argues that theatre is
dependent for its very existence on the social context and the available
representational grammars which are firmly grounded in that context.

It examines the theatrical experience through field work and a number

of interviews with those involved in that experience. It considers the
author and the basis and extent of his authority; the director and his
perceived part in the production process; the history of criticism and
the critics' current role; the actor and his relationship with the
audience for whom he plays, and the ways in which the particular style

of participation in performance is negotiated both at an acceptedly
"theatrical' occasion and a situation where the definition of performance
is pushed to its limits. It proposes that the study of theatricality,
much hindered by the persistent and now clichéd metaphor of life as
theatre, is the study of sociality itself. The institution of theatricalify
is a set of patterned norms for representing social experience and this
makes its study peculiarly pertinent to a sociological approach. It
suggests that dramatic performance is the use of general interpretive
modes for a particular reason, that being precisely to highlight that

society consists of just such ways of being together.
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INTRODUCT ION

To mention 'fiction' is to conjure up the image of a realm of
experience which is diametrically opposed to that of our 'real' lives.
Fictional performances be they films, stage-plays, novels, poems,
paintings or sculptures are generally talked about as if they could be

relegated to a domain wholly cut off from our everyday lives.

I intend to promote an alternative view of fictional experience
which places it, not in an arena diséretely opposed to 'real' experience,
but on a continuum with that experience. Fictions are, after all,
communications just as doctors' instructions and neighbourly chats are.
What delineates fictive experience from non-fictive experience is the style
of attention we give to a particular experience which involves distinctive

assumptions, expectations and responses,

Fiction may then be seen as constituted through particular modes of
participation in the social world but is emminently of that world not apart
from it. That what is 'real' appears to be unproblematically obvious is
likewise the outcome of individuals' practical procedures: the real and
the fictive are continuously constituted realms not absolute givens. There
will of course be ambiguous cases but in each and every instance partici-

pants decide for all practical purposes how an event is to be taken.

The cues for decoding, ways of attending and store of possible
expressions will alter with each historically particular society. The
social milieu, the social organisation of the means of production and the
media of communication available (celluloid, printed page, oral narrative etc

will signal particular ways of attending to experience and the pattern and

mode of constitution will consequently change.

<)y



This thesis explores a field of fictive experience, both participatory
and performative, which has been termed 'drama' or 'theatre'. Theatrical
performance is never a solitary endeavour but involves interaction between
actor and audience. Having set that interaction as minimally necessary
the constantly negotiated and constituted nature of theatre forbids any
attempt at further definitions. Elements commonly associated with the
theatrical enterprise - texts, authors, stages - are elements that have, and
presumably will, change with time and social location. To attempt a
static definition in these terms undermines the socially constructed

nature of theatre and sends the would-be enumerator on a ceaseless quest,

Theatre's participatory nature makes it a paramount example of fictive
experience as a social construct and, as such, suggests that a sociological
study of the field may have particular purchase., That it is a social
construct, a result of individuals communicating in specific ways, means
that such a study will be relevant not only to theatrical matters but, in
so far as the methods and abilities used to successfully carry off a
theatrical enterprise are those relied upon in constituting other social
occasions, it will have consequences for any analysis that takes social

interaction as its topic.

While theatre would seem toc be particularly amenable to sociological
study and theatre as a metaphor doubtless exercises a powerful attraction
on the sociological mind, George Gurvitch's claim of several decades ago
(Gurvitch, 1956) that "the sociology of the theatre is still in its infancy"
so far as any comprehensive approach to Thespian activities is concerned
remains equally valid today. It has become a commonplace that 'all the
world's a stage' whilst consideration of what the 'stage' is let alone

the 'world would seem to exert less appeal.



Approaches to the theatre are patently not limited to the sociologist-
historians, literary critics, philosophers and practitioners amongst others,
have all said much on the matter. I shall attempt to clarify the field
somewhat by looking briefly at a few of these approaches while paying
particular attention to how they differ from the approach I propose, That
is to suspend judgement on the necessary elements of the theatrical enter-

prise and treats it as a constituted realm,

The overview I offer (chapter I) is based on a scheme which stems
from the way theatre has been treated under these various approaches
namely: 1looking at theatre as a topic in itself, using the theatre as
a means to look at life and taking life to be itself tantamount to a

theatrical enterprise.

I then (chapter I1) look at the higtory of the institutionalisation
of theatre offering such a history as one way of talking about the dramatic
undertaking. This leads me to a consideration of styles of theatrical
enterprise and a discussion of style itself, a term which is to be used

as a major analtyic organiser of the thesis. (chapter III)

In chapter IV I outline my own perspective and methods of study and
the five subsequent chapters offer analyses of particular Thespians and
theatrical occasions based on this perspective: i.e. I looked at an author,
a director, an example of "polymorphic' theatre, a oritic and an example

of "intrusive' theatre, (see pp. 97-105) for explanations of these terms).

Whilst I have structured the sequence of these chapters around what may
be commensensically taken as the order of events involved in producing a

play, and this structure reflects the chronology of the field work I carried



out, any suggestion that it reflects the temporal string of events moving
from private to public acts is a delusory one. Were the thesis to be
organised to reflect a sequence of more or less important considerations
in the theatrical enterprise then its order would, indeed be reversed and
the prime position given to that chapter which deals most directly with
interpretative resources available to the audience for whom the drama is

prepared.

This work takes as given the existence of a universal "dramatic
impulse” not in the sense that it. searches for the differences between
realistic and fantastic representation, for instance, but in so far as
it is concerned to elucidate some of the social resources which make
representation possible at all. The thesis bases itself on a constant
concern with divulging the grounds for representational adequacy with
which those involved in the theatre - as practitioners or audience - work,
Such grounds are part of the very fabric of the social life of the community
whose members recognise any theatrical enterprise and it is indicative
that the chapter on authorship, which is generally taken as the least
public stage of the drama, is actually concerned throughout with the
consideration of the audience for whom the play is being authored. Author-
ship, although it may devolve on the head of a single person, is still an
emminently social task and seeks its authority through a constant consideration

of the audience.

The chapter on directing also deal with the director's concern for
his audience. He works with ideas of himself as chief interpretor but he
is deeply aware that styles available to him in directing a play, and by
that I mean the very possibility of manipulating a representational grammar

rather than taking style to be some sort of aesthetic category (for a



discussion see pp. 86-9%6 of the present work), are tied to the social
context of audience expectations and this makes the process a more nego-

tiable one than may at first be thought,.

It is important to point out at that the dramatic impulse I have noted
is not limited to the instances of 'theatrical' action which I consider
here but may be present in other ''staged" incidents - in both mobs and
football crowds at one end of the spectrum and ceremonial presentations
or political rallies at the other. I do not speak for either of these
areas but acknowledge that the dramatic impulse does not limit its expression
to activities which are commonly defined by members as ''theatrical'. I am
not attempting a definitional job but examining some of the social skills

and interpretive procedures relied on to get theatre done.

It will be useful at this stage to define certain terms which are
central to the - project, in particular: script, text, play, performance,
theatre and drama. The definitions offered are not to be taken as rendering
the terms mutually exclusive, indeed, considering the list presented above
the later terms will embrace and contain @udlier ones, Neither are the terms
to be taken as necessary stages in any theatrical production; not every

type of theatre works through each term.

Using Schechner's diagrammatic representation (1973 pl7) for my own ends),
the terms may be thought of as represented by concentric, overlapping circles,

the size of the circle being taken to indicate the conceptual area covered:-




The Script we shall take as the written matter of the play; the
characters on the page which may initiate the theatrical performance. Not
all theatres will possess scripts in this sense, they are necessarily

limited to litera*a societies.

The Text is the map for the theatrical performance; it is the instruction

for the event. So text will include script (though it may be of a wholly

oral nature), but will incorporate alsc the total form of the play and its
narrative structure which is itself semiotic. So the script of a 19th

century play was owned by the author and a commodity which could be sold

by him. The prompt books, on the other hand, which detailed the physical

and mechanical side of mounting a production and which form part of the

text of the play and an important source of current conventions on staging
were the property of the actors/directors responsible for animating the

script. (See Vardac, 1949)

The Play will be used as a term interchangeable with text. The play
in common usage is often used to refer to the performance of a text -
'‘Was it a good play?'; but it is used also to refer to text itself, and

we will find it useful to limit its meaning to this latter one,

A Performance is the occasion of the practical manifestation of a
particular text; its enactment and display by a specific group of performers
for a specific audience. There are times when 'to perform' is used in its
lay sense of 'to execute', or 'carry out', but this will be obvious from

the context.

The Theatre will indicate the physical building (if there is one),
where performance takes place, or the setting for that performance. It

also indicates the experience itself - what happens to the actors and the



audience during the performance of a play and the entire constellation of
events, many of which pass unnoticed, occurring during, immediately before,
and immediately after the performance. Theatre includes, in other words,

the 'going to' and the 'dispersing from', a particular event and the practical

social experiences these involve.

The Drama is the term with the widest constellation of meanings and
is composed of all that has gone before, It is the composition and the
presentation of plays (in their broadest sense) and it refers to what has
been picked out as an instinct basic to man, that is, the articulation of
a language of representation by an actor for an audience. Set, costume,
lighting and sound are all elements which may be rendered theatrical but
the four elements of text, stage space, actor and audience are the only

ones necessary.

Drama resides in the framework of someone (actor), somewhere (stage
space), communicating some thing (text) to someone else. There is then, a
difference between the theatrical experience (theatre) and the theatrical
enterprise (drama), which refers to the conglomeration of activities - hy
writers, set-designers, carpenters, seamstresses, directors, or producers -

which may be involved in mounting a dramatic production as a whole,

Such an enterprise is patently open to study in a wide variety of ways
which I do not attempt to tackle here. It is also a subject which lends
itself to the skills of a variety of people other than sociologists -
historians and students of literature among them. It cannot be stfessed
enough, however, that the script or text which may be studied by English
scholars is not the same as the live performance, the theatrical experience

which is quintessentially a relationship between actor and audience. It



is a live, wild, immediate, communicatory experience and, whilst the event
may be analytically split into the elements of Script-Actor -Audience,
theatre resides in none of these alone but precisely in the relationship

be tween them,

To ignore one or the other is to rip away the social practice which
is the theatrical experience and transmute it to some other form, neglectful
of the participation and interaction between people which constitutes the
event,

"The script on the page is not the drama any more than
the clod of earth is a field of corn."

(Styan, 1975, p.viii)
My primary concern is to study fictive experience as a social construct.
To look at how interpretative cues are given, recognised and constitute

the topic ''theatre' itself.

Goffman's term "frame' is a useful one here:

"I assume that definitions of a situation are built up in
accordance with principles of organisation which govern
events - at least social ones - and our subjective involve-
ment in them: frame is the word I use to refer to such of
these basic elements as I am able to identify. My phrase
"Frame Analysis" is a slogan to refer to the examination in
these terms of the organisation of experience."

(Goffman, 1975, p.l1l0)
In "Frame Analysis' Goffman shifts from the theatrical metaphor of his
earlier days to a cinematic one. Amongst other things this does provide
.us with a vocabulary which, without descriptive category exhaustions (see
Ditton, 1976, p.329) can deal with the fact that what happens on stage ''really"
happens. We can talk of "Keyings' the set of conventions by which a given
activity, one already meaningful in terms of some primary framework, is
transformed into something patterned on this activity but seen by the

1]

participants to be something quite else, "- keyings'" of fabrications and

other levels of transformation forever,



What Goffman does not do is go outside the conventions of 'traditional'
theatre (see especially op.cit., pp. 124-155) or look in detail at a
specific occasion of someone accomplishing a successful framing and what
authority is necessary for participants corporately to register and carry

off an activity as any particular type of frame.

While the broad sense of "frame', as principles of organisation which

govern events, is one I intend to hold onto during this thesis, my enterprise
does not stop at the statement that framing forms an integral part of any
theatrical enterprise. My task is to tease out as fully as possible how
framing operates in practically handling an event and constituting it as
acceptable amongst that category of occurrences commonly talked of as

theatrical ones.

Apart from "frame' there are two further specifically sociological
concepts which recur in my discussion - member and account. In attempting
to explain these terms some consideration of various other central concepts

in the studies of the ethnography of speaking must be undertaken.

Such considerations are by no means peripheral to the present study of
theatricality. In so far as those involved in the dramatic enterprise,
whether as performers, organisors, or appreciators of a piece of staged
drama, are attending to conventions which govern such communicative basics
as lucidity and effectiveness, they are concernaed precisely with the
conventions employed to accomplish effective communication through speech.
For these reasons it can be usefully argued that a theatrical public is

analogous to a speech community.



Recent work in the ethnography of speech further underlines the analogy,
as with Bauman's work (1977) which looks at verbal art as a performance
accomplished through collaboration. The dramaturgic aspects of contemp-
orary sociolinguists are not coincidental and constitute an important

aspect of the methodological presuppositions of my study of theatricality.

The concept of a speech community is significant in that it is a move
to repair the grammatical bias of focusing upon language in a way that can
easily ignore the fact that it is used by specific people in specific
contexts. As Hymes (1974 p.47) points out: "If taken seriously, it
postulates the unit of description as a social rather than a linguistic

entity."

A speech community is, then something held in common by people who
share concerns and/or situations and it is a facility necessary for extended
pragtical action.

"To the extent speakers share knowledge of the communicative
constraints and options governing a significant number of
social situations, they can be said to be members of the same

speech community."

(Gumperz and Hymes, 1972, p.16)

As the community itself is constituted through the concerns of
practical experience the ways of speaking employed may mix several
"languages' and be themselves situationally patterned by differences in
status and concern:

"Such a community is an organisation of diversity, insofar as

this knowledge and ability (i.e. access to, and command of,

resources for speaking) are differentially distributed amongst

its members; the production and interpretation of speech are

thus variable and complementary, rather than homogeneous and constant

throughout the community."

(Bauman and Sherzer, 1974, p.6)



The concept of community used here is not an idealisation of intimacy
but refers to a highly pragmatic concern with communicative resources which
may be inferred from members' everyday accomplishments in any variety of

settings and tasks.

The concept as a tool in sociolinguistics raises a number of problems
which need not be studied here but there is one point which touches
crucially on my own project. That is, as Hymes (1974) points out, the
idea of belonging may obscure what are important differences between
membership and participation, It would be quite possible to have grasped
a functional knowledge of at least one form of speech and patterns of use
by a particular group - professional thespians, for example, but still be
labelled as a non-member., Such a distinction may be traded upon by actors
or other insiders in exploiting their theatrical competence vis a vis more

naive participants such as casual members of an audience.

In general, however, the relevance of speech community to a study of
theatricality will be clear. The concept is employed to group those able
to display an ability and a competence to participate. Able both through
a grasp of means of expression (what is often called a repertoire of codes,
both linguistic and paralinguist) and through a grasp of norms of usage
such as differences related to variations in settings, status differences
between participants, and differences in strategies employed to accomplish
specific tasks. In relation to dramatic performance members' competence,
that is an ability to utilise resources to participate in institutionalised
performance, will be displayed in ways which I hope to make clearer. Such

displays, of course, function further to constitute the orderliness of



institutionalised expectations. There is a danger of confusion here
because the distinction between competence and performance (which may
roughly be taken as a distinction between resources and practice) is so
fundamental to studies of speechthat performance as verbal art may become
hopelessly elided with performance as dramatic art, In fact I think a

clear dividing line can be drawn.,

Performance in every sense implies that the manner of accomplishment
has to be considered by the audience as well as the manifest content.
"Performance sets up, or represents, an interpretative frame
within which the messages being communicated are to be under-
stood, and that this frame contrasts with one other frame, the

literal."

(Bauman, op.cit., p.9)

It is implicit in the very idea of performance that some attention
be paid to the relationship between performer and audience and it is, at
least in part, through the manipulation of this relationship that the
performer displays his artfulness, Bauman implies this perspective when
he goes on to say that it is a common mistake to see art as something
which is all or nothing; it is more feasiblya continuum of complexity of

ways of staging.

He gives as his definition of "cultural performances':
"scheduled events, restricted in setting, clearly bounded, and
widely public, involving the most highly formalized performance

forms and accomplished performers of the community.'

(op.cit., p.28)

I do not in practice want to limit the study of theatricality to the
type of cultural performances that Bauman seems to be envisaging here,
but to the extent that his work directs us to differences in degree of
lamination in performance it may be used as the basis for a suggestion that

gertain modes of performance will be associated with certain specialised



speech communities, It is in this way that I shall use the term member,
to refer to one who can competently use communal resources with the
implication that the community in question is more probably a focussed
theatrical public than something on the scale of British culture in

general,

That those groups who attempt to rupture conventional expectations
for theatre audiences and with whom I spent much of my research time
find their own work hardto articulate on this score underlines the
problematic nature of the concept. In assuming during a tour of working
men's clubs, for example, that the audience to whom they play is not a
conventionally competent one groups may blur, or expect tc be blurred,
some formal features of theatricality - the proscenium arch, elaborate
costumes and conventional proprieties - and because of this be accused of

being patronising or preaching at their audience.

On the other hand the ideological import of disproportionate expenditure
on performances of traditional '"classics' as instances of British culture
is articulated through presuppositions of automatic membership. The warrant
for such performances is taken for granted and their accessibility simply

assumed for any 'normally" competent member of the culture,

The ideological ramifications of concepts of membership within the
community between theatrical publics should not come as a surprise, neither
are they peculiar to theatricality. Dialects used by certain groups carry
status connotations and styles of taste are also used as expressions of
social position - as for example through which television channel is
preferred. It would seem that the stratifications of taste which Bourdieu

has called the transmission of cultural capital through appropriate codes



for deciphering and appropriation (1973)are an important part of the
persistence of cultural hierarchies such that stereotypes can often
become self-fulfilling prophecies, This leads me to the second concept
I want to discuss at this stage and that is the idea of an account.
Traditionally the term has been used to refer to the justifications and
excuses Lyman and Scott (1968) work within taking accountsas a linguistic
device employed whenevef an action is subject to valuative inquiry.

In this thesis account stands for any members' methods, not necessarily
verbal, for rendering visible the orderly and rational properties of
everyday life. In other words instances of a distinct style of taste
can be used as accounts constituting membership of a community in which

that style is legitimate.

More generally, social organisation in any institutionalised sphere
is not something discovered by members as a pre-existing struceture to be
inhabited. It is instead accomplished intersubjectively thraigh language
so that structure emerges in the process of interaction, in the interlocking
of accounts. The process of emergence has also been noted by Bauman in
relation to verbal performance and his remarks are relevant to that class
of performances I am calling for the present cultural performances:

"The emergent quality of performance resides in the interplay

between communicative resources, individual competence, and

the goals of the participants, within the context of particular

situations... Relevant here are the keys to performance, genres,

acts, events, and ground rules for the conduct of performance

that make up the structured system of conventionalized performance

for the community."

(op.cit., p.38)

It is precisely because that which is being staged in cultural
performances is not contained within the text or script of the play that

members' accounts in legitimating and defending actions provide for the



practical constitution of theatricality. The reflexivity of this process
cannot be exhausted by a survey of instances and so one could not list

types of theatrical publics to establish communities of taste in contem-
porary British culture, In elucidating methods for constituting theatricality
I have not therefore attempted to representatively cover common styles but
have listened closely to the accounts of members at the edges of conventional

publics.

To an extent if we take theatre in its broadest sense, to include any
dramatic performance for radio, television or cinema, the areas that
Gurvitch enumerates as topics which could form the basis of a sociology of
theatre - the theatre's public, the performance itself as worked out within
a specific social framework, the actors as a social group, the relationship
between one type of society and the content of theatrical performances, the
social functions of the theatre and the manner in which its functions vary
in different societies - albeit rather inconsistently, have been covered in
a number of studies., If we limit the drama as I have done to a consideration
of "live" theatre, i.e. performances given by an actor/s to an audience, in
a face-to-face situation rather than via some technical medium, then the

extent of the studies is much contracted.

As already noted Gurvitch himself declares: ''the sociology of the

' Several decades later the situation

theatre is still in its infancy.'
would seem to be little changed with Peterson (1975-76, p.671) noting again
the lack of any comprehensive study of culture as a whole. He suggests
that although a reading of sociological theory would imply that culture

is treated as a central concern, in empirical works ''culture" is focal in

very few.



”Yet"( Pe terson adds) "although the term is seldom used, a
goodly number of us labouring in the sociologies of art,
science, religion, knowledge law, media and education,
sports and popular music, are researching culture and doing
so in a common way by focusing on how culture is produced."

(ibid. p.671)

Culture, he suggests, is seldom directly mentioned as a main concern
in such studies because the habit is to focus attention on the ways in
which culture is related to social structure rather than explore the ways

in which it is produced,

He notes three distinct perspectives which govern analyses in the
field of cultural studies:
First, the autonomous culture cycle which takes culture and society as
autonomous systems which evolve independently, according to quite
different rules.
Second the materialist view which assumes that social structure creates
gulture: "Culture is seen as a more or less accurate mirror of social
structure so that the content analysis of cultural porducts provides a
convenient, unobtrusive measure of social structure.
The third is in the idealist position which assumes that culture creates
social structure. The could include symbolic interactionists, social
linguists and semioticists (See also Hall, 1979, for a discussion of

theoretical traditions in the sociology of culture),

These categories describe some of the features of perspectives which

I shall also treat critically, but Peterson's solution differs from my own.

He suggests that the production of culture approach turns "attention

-

from the global corpus of habitual culture and focuses instead on the

processes by which elements of culture are fabricated to those milieux



where symbol-system production is most self-consciously the centre of

activity".

"Culture", he states, explaining the orientating assumption of the
genetic perspective which incorporates the commitments of the production
perspective, "is the code by which social structures reproduce them-
selves from day to day and generation to generation. In this view, culture

plays the same role in sociology as genetics plays in biology." quqs; . 678)

The production perspective does avoid some of the problems of a
totally static approach but still fails to explore the code itself, It
focuses on that code as a given element which may be plucked out of the social
fabric and considered in isolation rather than being seen as itself a

production.

Peterson considers the code apart from the social practices which
continuously beget it and it is here that our approaches fundamentally

differ.

If the institutional artefacts of the theatre - the buildings, the
proscenium arch etc. - were to be stripped away, we would still be left
with the interpretive processes which are considered in the following

chapters.



Chapter One

THE DRAMA STUDIED, USING THE DRAMA TO LOOK AT LIFE

AND THE THEATRICALITY OF LIFE



The Drama Studied

Popular Culture Approach to Theatre

To explore the first of the three approaches to theatre I have noted -
theatre as a topic in itself - I shall look at what I term the ''popular
culture" approach to drama, an approach exemplified by a systematic
separation of the artistic productions of a society from that society as

a whole.

Its analysis of text, per formance and audience is guided by this
separation and is in direct opposition to my own dictum which insists that
artistic activity is an insegral part of society and can never be adequately

studied if its contextual and processual nature is ignored.

One work which typifies just such a popular culture approach is
'The Sociology of Dramd' by Goodlad (1971) and I shall briefly look at this
work to explicate some of my objections to the static treatment of, to use

again Styan's term, ''wild experience'.

Goodlad's book opens with a consideration of '"Drama - a mirror or
model for society'.

"The interesting question about popular drama in a community

is whether it is merely an expressive aspect of culture-

reflecting people's beliefs about their community, or whether

it is an instrumental aspect of culture showing pesople how

they should behave, for example'.

(1971, p.4)

He takes popular drama as a form of mass communication, considering
plays for cinema and TV as well as live theatre, and sets as his aim the

provision of answers to such problems as whether 'popular drama may function



instrumentally as a medium through which a community repeatedly instructs
its members in correct behaviour' (ibid. p.7); and whether it serves to
inform members of a community about social structure and 'the behaviour
expected from individual members of the community if social structure is
to be preserved'. He is concerned in other words, with drama's part in

providing a monitor of morality.

That such questions are the questions posed stems largely from
Goodlad's espousal of a functionalist model of society which much
simplified, treats society as an organism composed of various organised
systems of human activity, all of which function to maintain the organism's
equilibrium, Any activity, then, has a part to play in maintaining the

social system and drama is simply one of these,

Leaving aside any general criticism of functionalist theories (viz.
e.g. Berger, 1969, and Brown, 1978), with respect to the theatre swh an
approach consistently refuses to acknowledge the accomplished nature of
drama or to appreciate that drama is not, for example, simply a text
pointing the way to behave to its readers, but is one mode of experiencing
the world., It is a mode of experience which is historically specific, forms
part of a particular social context, and exists only in the intersubjective
communication of members of a society. Theatre as an institution may have
an existence independent of members' practices - buildings stand up and
texts are available from libraries - the theatrical experience itself, however,
is a unique event possible only by virtwe of establishing a relationship

be tween actors and an audience.

Goodlad does consider the role of the audience but he does so in the,

by now classic, fashion of mass media students. That is to say he looks at
the drama as a stimulus directed at an audience on which it will have some

effect.
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TV drama, Goodlad's major consideration, does differ from the live
theatre experience in so far as there can be no face-to-face interaction
between actor and audience. The TV performance exists, in one sense,
independently of the audience in a manner in which a theatrical performance
can never do. The stimulus-response approach is however, inadequate for
even television performances in that it ignores the interpretive processes
that the audience undertake in watching the television in a particular
situation and with particular people. It presumes an unequivocal message
which may be discovered through some form of systematically undertaken
content analysis. This very phrase locates the meanings in the text rather
than in the work done by the person who is attending a performance based
on the text, As Mendelsohn notes with regard to mass entertainment in
general:

"people who seek and experience mass entertainment do not

do so as isolated, autonomous individuals - as theorists

of "mass society" suggest - but, rather as group members,

and in social contexts that call for a high degree of

interr®rsonal communication,”

(1966 p.74)

An approach which regards 'culture', in whatever form, as effectively
the ieing on a cake composed of the more weighty ingredients of economic
and political structures, for instance, must violate the processaal and con-
textual nature of cultural enterprise. It favours a stance which can
stimulate questions only about such matters as the role of culture. Does
it, for example, have an expressive or an instrumental function, does it,

in other words, reflect or control society and how?

Acknowledging that culture is largely a case of expression through
language should alert us to the limitations of such a split. There exist

in the world 'brute' facts which we mauy encounter but such facts are

\

\



perceived through language and in the very act of being labelled their
nature is constituted. Each culture makes its world through its own
linguistic structures and in accounting for something its nature is both
described and prescribed. We construct our world through the grammar of
our language. Attempting to hold apart a society and its culture must
fail. Language is the very means through which we see the world and
language, or way of speaking and culture, or way of life, arz in a deep

sense coterminous.

Ignoring the constitutive role of the audience is not limited to
studies following such a pobular culture approach., Remarkably few of the
works that deal with theatre extend much importance to the audience and
this omission would seem to be general to cultural studies on the whole
(other than mass media studies whose dealings with audiences tend to
remain on the fairly gross level of statistics and a conceptualisation
of "the audience' as a generalised homogenous collectivity) As Dyer
(1979, p.182) states in reference to film studies 'the audience is

conspicuous by its absence."

Dyer himself recognises the crucial position any concept, stated or
tacitly assumed, of the audience plays and is honest enough to point out
that he uses terms which make no sense without reference to the film
audience yet his own references remain largely unexplored and the concept
of audience he relies on remains an unexplicated resource:

"How one conceptualises the audience - and the empirical
adequacy of one's conceptualisations - is fundamental

to every assumption one can make about how stars, and
films work. It is not as if we aren't ignorant enough

in other areas (text and various formal or interpretative
approaches to media texts) .... yet these weaknesses are
as nothing compared to our ignorance theoretical and
empirical, of how films work for, on, with audience - and
which preposition you plump for is crucial."

(Dyer, loc.cit.)



There are, of course, exceptions to such neglect though not all works
which consider the audience extend to them the pivotal position which I
advocate here. Fiske and Hartley (1978) for instance, consider the
television audience concluding that:

"Television, according to our analysis of its message, function

and mode, communicates a metonymic 'contact with others', in

which all Levi-Strauss's lost storytellers, priests, wise men

or elders are restricted to cultural visibility and to oral

primacy: often indeed in the convincing guise of highly

literate specialists, from newsreaders to scientific and

artistic experts. This selective communication is what we

have termed television's bardic function and it restores

much of the personal autonomy to the viewer in the sense

that he supplies the conditions, both semiotic and social,

under which any specific message becomes meaningful."

(ibid., p.126)
Fiske and Hartley credit him with supplying the conditions which give
meaning to the message being relayed via the technical medium of television
though they also espouse an over-simplified view of the relationship
between television and the audience's world: '"Television does not
represent the manifest actuality of our society, but rather reflects,
symbolically, the structure of values and relationships beneath the surface."
(ibid., p.24) What they do not discuss is how he also provides the grounds
for the specific manner in which the representational and dramatic under-
taking which is television is accomplished. A particular historical
audience will have available particular semiotic codes as a resource for
making sense, and displaying the sense of, the medium and its message -
as Dyer (op.cit., p.121) lists with reference to the building of character
and audience foreknowledge of films - familiarity with the story, its
characters, promotional publicity which directs attention to particular

aspects of the film, star/genre expectations and published reviews, all

provide directions for the way in which the film may be attended to,



That list considers the semiotics of decoding the film once produced
but the cultural resources of any particular audience come into play at
the stage when the film, television programme or theatrical play is being
conceived as a possible enterprise., It is at this stage that the ideology
of a society, and I take ideology to be ''that set of ideas and represen-
tations in which people collectively make sense of the World and the
society in which they live" (ibid.,, p2) will set the parameters for perform-

ability itself,

The theatrical institution, its texts, spaces, professional and
amateur companies available, system of finance, and so on, provide certain
limits to what may be envisaged as an acceptable theatrical enterprise.
The entire social context in which practitioners and the audience alike
are situated - including their language both verbal and non-verbal,
conventional ways of telling stories - their narrative or otherwise
organised structure, notions of character, heros and heroines, particular
expressable social values, attitudes to public and private life, male/female
relationships, the family, and so on, will provide the constraints within

which an intentionally dramatic project may be undertaken,

Using the distinction I have made between the theatrical enterprise
as a whole and the theatrical experience of an occasion (see p. 2) it is
possible to include a play specifically designed to be unperformable in
amongst the theatrical resources of a society whilst refusing to describe
it as a theatrical experience so long as it remains tied to a page as a

v

script or text, indeed any form, which cannot be dynamically performed for

an audience,
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So the surrealist enterprise of subverting conventional understandings
of the traditionally aesthetic and directing their "manifestations"
precisely against an audience's literary and artistic preconceptions and
presumptions provoked certain of its followers to write plays which
defied staging through the inclusion of devices such as absurd technical
directions, non-human performers or whatever. Committed individuals such
as Jean—-Claude Barbe,notes Matthews in his chapter on Surrealist Poetic
Expression (1976 pps. 162 &174): "demonstrated their fidelity to surrealism
by writing plays that defied staging, so firmly stressing the precedence
of surrealism over theatre in the scale of priorities.... surrealist
subversion aimed directly at the idea of drama as a means of communication
resting upon a basis of common trust in which playwright and his public

1

share without reservation.’

Others who have considered the audience directly in their studies
include Berger, 1971, Sanders, 1974, who considers audiences though not
specifically theatrical ones, and particularly Righter, 19624who traces
directly the changing relationship between audience, stage and actors.

She considers the Mystery plays when the audience played the part of
mankind and were thus directly included in the play, and the later Morality
plays when they were addressed directly by the Vice from time to time but
not otherwise incorporated. It was at this point, she notes, that a split
occurred in the participant's relationship to the fictive act and ''the
audience began to assume the possession of Reality while illusion and

and imperfection became the property of the stage.'" (ibid., p.28)

(1961)

Righter[charts the historical progress which resulted in the treatment
of the play as a totally self-sufficient entity. Plays were no longer

written about a world that was shared by the audience and reflected their
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reality but aimed to take them somewhere else. A hundred or so
spectators inside someone's front room, for example, became unwieldy
and the play established its own world, with its own particular
interesting characters while the audience were relegated to a separate

sphere strictly demarcated from that of the play.

Ignoring the audience completely or seeing it as having only g
passive part to play is insufficienf for the concept of drama put
forward in this thesis or indeed for any study which claims to consider
the theatrical experience. The audience has an indispensable role to

play as Styan forcefully notes in his book entitled Drama, Stage and

Audience:

"In his Reflexions sur l'art, Volery believed that 'a creator
is one who makes others create': in art both the artist and
the spectator actively cooperate, and the value of the work
is dependent on this reciprocity. If in the theatre there is
no interaction between stage and audience, the play is dead,
bad or non-existent: the audience like the customer, is
always right."

(op.cit., p.224)

Again addressing some issues in the specifically ''popular culture"
treatment of performance Goodlad provides us with a statement of the
problems of maintaining perspective and being at the same time analytical
in a detailed way; taking a rose to pieces, counting its petals, stamens,
and sepals and noting its colour will have accomplished a detailed analysis
of a rose but all the qualities that make a rose a rose are destroyed.

He continues by listing some well known content analyses (McGranahan, 1947,
& Gerbner, 1964), and ends by stating that the major problem is that the
analyst can either look at a large amount of material in little detail,

or a small amount in great detail, and in assuming that 'drama is dramatic

because of its fundamental subject matter - its theme'.
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His sensitivity to the possibility of destroying what is being
studied by approaching the research in a strictly compartmentalised way
does not go deep enough for him to gquestion such assumptions as that
which holds popular drama to be 'a case of social fantasy - the psychological
constellation in a dramatic work indicates sensitive areas in the person-
ality of those for whom the work has appeal; their needs, assumptiong and
values are expressed in the drama' (ibid., pn430). Or that which iquuite

happy to analyse performances by applying a long list of variables to

t )

them as an indicator of what they 'say' to an audience,

Content analysis deals with the performance precisely before the
audience has done anything at all with it, and in this lies its most

vitiating element.

Drama is not dramatic because of its theme, its text, or the fact
that it is 'performed' - the Royal Court studic mounts productions which
pay less attention to properties, audience participation or position, and
use less text than events at the Old Bailey. What distinguishes drama

and art is a manner of display and use.

To treat drama as some sort of epi-phenomenal guide to an underlying
collective conscience is to ignore the fact that meanings are not inherent
in a text but are expressed through its use. The questions that then
become relevant are not in the order of 'what does drama do?', so much as
"how is drama done?'. The considerations become ones of how it is sensible
to use the term drama at all and what interpretative work is undertaken to

get a performance recognised as just what it is and no other thing.

Stylisticians also treat the text as inherently meaningful and see the
part of the reader as that of getting out of an already ordered text,
filled with significances, the meanings that it possesses prior to, and

independently of his activities.
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},‘Shifiéb (1973, p.148), recognises that this separation between the
deséripfioﬁ@and the interpretation of observable facts is '"'more than a
proce;ur§£ distinction but underlies what is ultimately a different notion
of wh;trig is to be human'. This difference is between regarding 'human
beiqgs aé'passive and disinterested comprehenders of a knowledge external
to théﬁ kfhat is, of an 'objective' knowledge), and regarding human beings
as at everi stage creating the experienﬁal spaces into which a personal’
knowledge flows'. What it ignores is the interpretive activity by virtue

of which meanings occur, the fact that descriptive and interpretive acts

are one and the same thing..

It is Qorth noting here that refusing to acknowledge a distinction
be tween de§cription and interpretation must incorporate a refusal to
distingﬁish be tween style and meaning, a distinction which again rests
on the treatment of text in a static fashion so that something may be
unproblematically designated context (the what) and held apart from the

process (the how) of the activity.

Treating the play as a literary text and the audience as imbibers
of its unproblematic meaning is the basis for approaching drama in the

fashion of Goodlad, as functioning to "effect'" an audience in some way.

It is just such an approach which makes it sensible to talk of stimulus
and response, information theory, and catharsis-drama as useful discharger

of depresséd emotion (viz. e.g. T. Scheff, 1976).
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The Sociology of Knowledge and Theatre

Another way of studying drama has been to look at the functional
relationship between the content of the play and the actual social
system. This effectively enters the field of the sociology of knowledge.
Yet this way of posing the question will be limited for the same reasons
that treating theatre merely as text is limited. Plays written for one
society at a particular time will continue to be meaningfu! and successful
when played in completely different contexts. Shakespeare is patently not

limited to The Globe.

This is so because a play has meaning as it is used by an audienoe,\
who bring their interpretative powers to bear on the play and construct

meaning through it.

Duvignaud (1965, esp. pp.7-25) places importance on the sort of
theatrical space that is designated by particular societies and his book
is devoted in part to providing a solution to the problem of the relation-
ship between types of stage setting and the audience's theatrical expsrience,
(It is indicative that there is still no English translation of '"Sociologie
du theatre', this field has been virtually 'wholly the concern of French
scholars' (Burns, 1972, p.5)).

"It is of some importance whether an actor finds he has to
perform the part he is enacting in a semi-circular Greek
theatre, an Italian picture stage or the platform of the
Mystery plays on which the placges represented were supposed
to be there all the time. The significance lies not only
in the fact that the treatment of each particular sort of
space presupposes different kinds of setting, which make
different psychological impacts on the spsctators; but also
in that in a sense it fixes in advance the extent of
purposefulness and energy it will be possible to confer on
the imaginary character",

(Duvignaud, op.cit., p.93)
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It is obviously important that the history of the stage is a story
of the changing proximity between actor and audience. Physical distance
imposes certain styles of playing which themselves are a central part
of how aesthetic distance is established. At its simplest Greek drama,
using as it did vast theatres which meant that the actor's face would be
an indistinguishable blob to the majority of the spectators, was enacted
using masks, cothurni (effectively platform-soled shoes), and expensive
gestures—-appurtenances inimical to the naturalist drama that we know

today.

It seems, however, overly deterministic to suppose that 'a particular
space, previously defined for this purpose by the society or group of
societies' set the limits within which individual dramatist have to make
do as best they can and the external conditions straightforwardly control
the form and style of the drama.

"It was not'", says Kitto (1956, p.218), "scarcity of actors

that prevented Aeschylus from making Cassandra, Agammemnon

and Clytemnestra discuss their prospects of having a

comfortable domestic life together'.

Styles of playing do harden into conventions and audience expectétions
(see Happ8;1967) which may well limit the success of certain authors, for
example, who are in some sense 'ahead of their time'., That it is a
gquestion of 'their time' and certain resources available and acceptable

ways of doing drama at that particular historical period, with all that

involves, is a significant phrase,

Greek theatre was an enterprise which involved the entire polis,
Massive amphi-theatres were capable of accommodating all the citizens of
the state (the Theatre of Dionysus seated upwards of 14,000), and at first

entrance was free but even when fees were charged then the appropriate amount
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was given to the poor so they would not be excluded from what was virtually
compulsory attendance. The theatre was, indeed, sponsored by the state and

formed part of the annual calendar of religious ceremonies at Athens.

Greek theatre, then, was a truly popular theatre in that it was a
body fully representative of the great mass of the Athenian people and
closely associated with religious feeling and observance and a'dramati-
sation which concerned the entire community. As such, the theatre was
concerned to make sense of the lives of the audience not through stressing
individual traits but through dealing with large scale philosophical and

religious concepts which subordinated individuality to epic characterisation.

On the other hand, Shakespeare in Elizabethan times paints for us
minor characters in all their idiosyncratic detail - the characters and
the events that befall them provide our interest and this demands that
they be seen in all their fullness. Greek drama looked, not to the events
themselves but their significance vis @ vis the Gods and the World, and
as a result, their characterisations are writ large rather than given in
the detail of everyday, ordinary life (see Kitto, op.cit,, for extensive

comparison).

To be fair to Duvignaud he does several times stress the impossibility
of studying the theatre in a vacuum, apart from social life, or in a
limited literary sense which would ignore the fact that theatre is one
of the performing arts:

"I1 est douteux que 1l'on puisse saisir la creation dramatique si

1l'on n'embrasse pas dans le meme examen tous les aspects de la
pratique theatrale qui est essentiellement sociale...

il existe aussi de troublante: ressemblances entre la vie
sociale et la pratique du theatre, entre les actes les plus
marquants de la vie collective et la representation dramatique.'

(1965, p.3)
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But I would go & good deal further and claim not that there are simil-

arities between life as it is lived and theatre as it displays life, but
that dramatic representation is part of life and to begin to speak of it
as a separable activity which reflects, rather than a live action which

creates, is already to limit the enterprise of its study.
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The Social Context of Production Explored

I have said that external social factors do not simply control nor
are they simply reflected in the form of the drama but what is central
to the very possibility of dramatic representation and the form it
assumes is the social milieu which furnishes the langudge for represen-
tation, the physical context in terms of people, spaces and properties,
and the relationships, social, political and economic which set the
constraints and the possibilities for the theatrical entérprise. So
whether artistic expression is financed via a system of court patronage
or by means of artists selling their products on the open market, will
importantly affect the resources that can be tapped and the interpretations
of their use which can be negotiated on the occasiop of a dramatic

experience.

Treating drama as instigator or reflector of social norms is an
approach too narrow to encompass the project outlined in the present
work but the deep sense in which dramatic conventions and productive
resources are linked makes works which throw light on the historical
context of particular theatrical forms invaluable. One such work is by
Lowenthal (1961) who undertakes a case study of 18th century England (see
especially pp.52-107) and provides a wealth of detail about the activities
of artists and critics during this era, an era when ''the painful process
of the separation of literature into art and commodity came for the first
time into the light of full intellectual awareness', (ibid.:xxiii) To
deal with the relationship between the media and society Lowenthal espouses
what I would term a '"literature as bearer of social values'" approach,

He assumes, for instance:



"Popular commodities serve primarily as indicators of
the socio=-psychological characteristics of the multitude.
By studying the organisation, content and linguistic
symbols of the mass media, we learn about the typical
forms of behaviour, attitudes, commonly held beliefs,
prejudices, and aspirations of large numbers of people',
(ibid., p.xii)
Whilst I would take such a static formulation to task the historical
detail which he offers has the advantage of situating the theatre of that

time, not as a separate and separable enterprise, but as irreparably

linked to developments occuring in every other aspect of life.

So he looks at the movement from Restoration to 'realistic' dramas,
for example, in terms of such concerns as the new mass audience and the
availability of theatre to larger sections of the public than before.

He considers the 'domestication' of theatre that wert hand in hand with
catering for a middle class audience, the growth of literacy and thereby
criticism as a profitable enterprise, the growing demand for novelty in
sustaining audience appeal and the increasingly sophisticated 'audio-visual
claptrap’' on a stage now competing for public attention with magazines

and novels; the gradual awareness of the manipulative factors inherent in
entertainment and the consequences of artist and audience no longer being
literaly 'on speaking terms' but separated by both physical distance and

medium.

Other socio-historical studies include Walcott (1976) who provides
a study of "Greek Drama in its Theatrical and Social Context" and J. Cope
(1973) who, through an exploration of the debate about the real and the
illusory, whilst emphasising the diabasic relationship between an art
work and the world from whence it came, offers a detailed look at

Renaissance drama.
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The more immediate social context of production forms the basis
for studies by Faulkner (1973) and Lyons (1974) both of whom look
at performances as collective endeavours. The former outlines how
specific definitions of the situation are important for interaction
between orchestra and conductor leading to a successful performance.
The latter studies how resource constraints (time, location, particular
skills) and their relationship to the artistic activity, affect organi-—

sation in a small theatre.

Both the papers cited form part of the body of work known as
symbolic interactionism (see also Blumer, 1969, Brum, 1966 and Denzin,
1970) and whilst much of the vocabulary used in this thesis and many of
the concerns will bear a close resemblance to interactionist studies,
there is a fundamental difference which needs stressing and which turns
on notions of indexicality i.e. the extent to which the meaning of any

form of communcation is tied to the context of its production.

The symbolic interactionist approach - which in turn differs from
the positivistic enterprise in so far as it is concerned with how meaning
is given through any community's use of language rather than assuming
language unproblematically captures the features of the objective world-
out-there - is to immerse the observer in any chosen situation so he
becomes familiar with the actors in that situation and through such
familiarity can provide an explanation of shared meanings and their use,
Such an explanation, however, rests on the unanalysed properties of natural
language with the sociologist depending on unexplicated resources through
which to make sense of that area of life he has chosen to study. Symbolic
interactionists acknowledge that meaning is a product but do not question

how it comes to be initially.



In my own work I am concerned to demonstrate that what is said and
done, and how it is said and done, actively constitute the context for
any expression. Rather than concentrating on theatre as it is commonly
taken - a given cultural fact whose properties could be unproblematically
charted, I am concerned to treat the theatre as a phenomzna which is
accomplished through members' accounting practices and exists in the
describable form/s it does through members' methods for analysing,
accounting, fact finding and so on, which produce the theatre as a
possible field of study. I do not study theatre as a substantive topic
but make my topic the ways in which members assemble particular scenes
so as to provide evidence for one another that they are performances,
critical discussions, rehearsals, actor's notes or whatever and sensibly
and self-evidently part of events that constitute an acceptable theatrical
enterprise in their community., (See ch. iv for a further discussion,

For works which deal with some of the differences between symbolic inter-
actionism and other interpretative approachs see Zimmerman, Mehan, Wood
and Coser, 1976; Manis and Meltzer 1967; Zimmerman and Weider, 1971 and

Filmer, Phillipson, Silverman and Walsh, 1972).

The preceeding section does not begin to offer a comprehensive
overview of ways in which the drama has been widely studied. By mentioning
some approaches and where the present work would diverge from such approaches
I have hoped, however, to clarify my own stance and display the sort of
criticisms I would make against any static formulation of theatre which

ignores its constantly constituted nature.
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A Poetics of Performance

The last approach I shall mention in this section is that of a
poetics of performance. It is last mentioned but accords most closely
with my own position which, taking poetics to be a branch of semiology
which examines how meanings are constructed, recognises it as a most

useful way to tackle an exploration of theatrical experience.

Richard Brown in his book "A Poetic for Sociology' (1978) lays out
a programme for the development of a ''cognitive aesthetic'" which provides
a critical vocabulary equally able to assess the adequacy of theories or
representations stemming from a scientific or artistic orientation in
rendering experience intelligible through some symbol system. Though
what counts as knowledge may be radically different in each discipline
(just as what passes as adequate sociological explanation will vary
between positivistc and humanistic schools) that both are disciplined and
presuppose various criteria of 'economy, congruence and consistency,
elegance, originality and scope' (ibid. p.3) makes it ultimately more
fruitful to consider both as grounded in a similar not an opposite

rationality.

The criteria already noted by which experience is organised into
formal structures of "knowing" may be historically inherited but are
subject to transformation and cannot therefore be invested with absolute
ontological status. Breaking down the absolute distinctions between
science and art, says Brown: "opens the possibility for creating social
theory that is at once "objective' and ''subjective', at once valid

scientifically and significantly humane." (ibid., p.4)
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The critical concepts associated with the novel, poetry and drama -
such as form or content - "provide a privileged vocabulary for the
aesthetic consideration of sociological theory," and it is this vocabulary

which provides the base for this ''poetic" for sociology:

"In this sense the "poetics"” we use is very close to what is
meant by "semiotics', as a theory or method for comparing
symbol systems and the types of knowledge derivable from them,
.eee Our view is that knowledge exists as knowledge only in
terms of some universe of discourse, some system of meaning,

some institutional epistemology. Those various symbol systems

cannot be ultimately grounded themselves, yet any theory or

method of approach derives its status as knowledge 'or

"correct procedure' in terms of one or other of them.,"

(ibid., p.8)

Brown goes on to explore dramatic irony as a method of innovation
and principle of discovery for sociology. Irony stimulates through the
dramatic revelation of the unexpected relationships between concepts
which in turn promotes a distance from those concepts which the sociologists
can usefully exploit:
"The point is ... that the sociologist must "estrange'" taken-
for-granted reality so that it appears in a new and previously
unexpected light; he must be the man who shouts "Theatre!' in

the middle of a crowded fire."

(ibid., p.183)

Both plays and sociological theory present typifications of the
world and in so far as the authors of such accounts are students of the
world they must present second order typifications. Brown points to one
essence of sociological typifications as their ability to "ironize the

conventionally accepted typifications of everyday life.'" (1978, p.182)

It is, he says, when sociology fails to be ironic that it becomes

banal.
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Another approach which comes under the same broad classification of
poetics is provided by Schechner (1976) who suggests a poetics to deal
specifically with dramatic performance and the theatrical enterprise.

He begins his paper by suggesting that:
"Theatres are maps of cultures where they exist. That
theatre is analogic not only in the literary sense = the
stories dramas tell, the convention of explicating acting

by staging it - but also in the architectonic sense".

(ibid., p.45)

He explains how the proscenium theatre may be seen as a model of
capitalism in its classic phase. The building itself is a single structure
with access to it strictly controlled. It is highly compartmentalised,
as are the events within it - there are specific times for the audience
to talk and look at each other and to regard the play. Technical workers
have a special entrance different from that which the audience uses -
this theatre hides the productive process from the marketing of the goads.
There are more and less expensive seats, though all are individual, The
stage is strictly separated from the house by proscenium arch and curtain
(20th century open staging techniques, he sees as commensurate with the
movement from capitalism to corporatism), and the back s tage area is
carefully concealed from the spectators,view. An eitensive area of
dressing and storage rooms developed to accommodate the lavish properties
and costumes. And, finally, the theatre building is generally situated
firmly in én entertainment belt of services which offer satisfaction to
consumer appetites (restuarants etc.), and shows are  offered out of working

hours, in the evenings or public holidays.



Schechner suggests the existence of a universal dramatic structure
closely linked to social process:

"Drama is that art whose subject, structure, and action is
social process'.

He explores the theatre itself as a pattern of gathering, performing
and dispersing, insisting that the manner of accomplishing each stage

be considered to fully understand theatre as an event.

Styan's'Drama, Stage and Audience'" (op.cit.), makes a similar demand
in the sense of avowing that "drama study insists that we think of a
particular social situation, a here-and-now (or, imperious demand!), a
there-and-then recreated in the imagination to be a here-and-now. The
criticism of drama must imply a study of stimulus and reaction, but it
is a social study concerned with all the vagaries of human social

behaviour".

He examines the theatre from the detail of a particular social
situation looking at the conditions of performance in which plays (his
examples are culled from all periods of Western drama), thrive, In
concentrating on the study of drama as it is done in its own medium -
the theatre - he extends full weight to the constitutive role of the

audience and drama's accomplished nature.

Neither Schechner nor Styan offer specifically sociological studies.
The one English sociologist who does deal with theatricality as a topic
is Elizabeth Burns ( 1972 ), and that she does from the angle of
"exploring the double relationship between theatre and social life,
'theatricality' itself, by examining the varieties of theatrical conven-
tion that can be observed in the development of drama in the English

theatre". (ibid., p.3)



She examines various theatrical traditions, not as a code of rules
that demand conformity from actor, audience and dramatist, but as a
'store of possible modes of representing social action which accumulate
over the generations .... Drama in performance is both formed by, and
helps to re-form and so conserve or change, the values and norms of the
society which supports it as against the alternative realities which lie

outside the currency of any particular social reality'. (ibid., p.4)

Burns here recognises the two-way nature of the theatre - social

life relationship; recognises that:

"In relation to the theatre, reality and illusion are shifting
terms. They do not denote opposites. Everything that happens
on the stage can be called real, because it can be seen and
heard to happen. It is perceived by the senses and is there-
fore as real as anything that happens outside the theatre.

On the other hand there is an agreement between all those who
take part in the performance either as actors, or spectators,
that the two kinds of real event inside and outside the theatre
are not causally connected. Dislocation is ensured both because
nobody really believes the actors to be the people that they
represent and because action that significantly alters the

state of the situation such as murder, death by other causes,
copulation and birth, are always simulated’.

(ibid., p.15)

Burns traces the changes in the use of the theatrum mundi metaphor
and the authenticating and rhetorical conventions utilised to get theatre
accomplished. These are conventions that establish what, among all
that is presently visible and audible, is relevant to the business in
hand . She examines the way in which what is relevant is convincingly

so, and the nature of acting, directing and criticising as an occupation.

Burns also places the audience in a central position vis d vis the
drama. An audience at any particular historical time will have a specific

set of understandings and expectations which constrain, not simply the

way a drama is interpreted, but the very ways in which it is possible to
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see an occasion as a theatrical one.

"Theatricality is .... not a mode of behaviour but a
mode of recognii i~n'".

(ibid., p.232)

Burn's approach is an essentially historical one and is guided by
her strong interactionist commitment. Though recognising the social
nature of theatre and placing it firmly as a part of every day life yet
the specific ways in which, in any actual situation, people display
their decision about the status of what is happening are not dealt with,
It is precisely such a here-and-now accomplishment that this thesis

undertakes,
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Using The Drama to Look at Life

Theatrocracy and Dramaturgy

The second area of study that must be mentioned in dealing with
approaches to the theatre are those which treat the theatre as directly
analogous to life and assume that the stage depicts social interaction

in minature.

So, Lyman and Scott (1976) state:

"Drama, by providing an opportunity for an aud ience (theoria)
to discover the hidden truths (alethia) that it both reifies
and universalises, is the primordial 'social science'. Drama
enacts man's relationship with man, which is fundamental to
every social science", '

and again:

"Socgial reality, then, is realized theatrically, otherwise

put, reality is a drama, life is theatre and the social

world is inherently dramatic'.

(ibid., p.2,3)

Lyman and Scott obliterate the distinction between theatre and
life, one simply melts into the other, with actors in everyday life
presenting their selves and forming an audience for other such present-
étions. They act, direct and criticise, in other words in exactly the

manner of those involved in stage productions.

Trust, then, becomes something which 'arises out of the successful
presentation of self, obtaining as it does, a suspension of disbelief
in the authenticity of the performer and a willingness to accept the

¢ 1"

visible persona as congruent with the visible ‘face'".
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They cite Evrienoff (1927) who first coined the term 'theatrocracy’
(rule by theatre) and Goffman (1959) instigator of the dramaturgical
model in sociology, as precusors of their stance and in both cases they
overreach themselves. Evreinoff said that all activities (politics,
banking etc.), 'pay daily tribute to theatricality, all comply with the
principles ruling on the stage" but he never maintained their utter
congruence with what goes on on stage nor collapsed the distinctions

between the two,

Features of the theatre, in so far as it is itself a form of
face-to-face communication, are bound to recall features of the social
world. That is not to say that the theatrical processes of scripting,
rehearsing, directing, being watched by an audience and acting, are

synonymous in the theatre and in everyday life.

According to Lyman and Scott, Goffman 'has moved the theatre of
performances out of the head and into public places, He has argued that
it is only from the theatre of daily life drama that human beings (social
actors) can derive and uncover one anothers' mental life......... In
Goffman's dramaturgy, the ultimate aim of the naturalistic dramas played
out in the theatre of reality is to uncover the hidden drama, and the real

actors, in the secret theatre of the mind."” (op.cit., p.107)

Goffman (1969), specifically states that he is using an analogy.
Lyman and Scott make the mistake of seeing in Goffman's original use

of 'life as theatre' the literal meaning 'life is theatre'.

Goffman himself refutes this and did not see his sociology to be a
way into what people 'really' meant by their acts. Launching from the

premise of the theatrical metaphor cannot land you in a display of inner mind.
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The Dramatic Metaphor and Cliché

The problems inherent in taking a metaphor too literally are
well documented in a number of writings on the dramaturgical model
as a model for doing sociology (viz'Messinger et al, 1962; Toulmin,
1974; Stant 1974 and Ryan 1978), and I do not intend to repeat them
here, The many books that have, to a greater or lesser extent, fallen
prey to the dependence on the cliché of theatrum mundi for their

coherence, prompts, however, some consideration of how metaphor works.

Me taphor as a device works by illustrating one thing in terms of
something else. So in talking of electricity as a fluid or the corpuscular
theory of light there is a transfer of a term from one system of meaning
to another. Such a patent absurdity functions not as a simply decorative
use of language but has a cognitive role in that it forces a reconsider-
ation of the terms being joined. According to Brown (1978, p.81)

"The arresting vividness and tensions set off by the

conjunction of contraries forces us to make our own

interpretation, to see for ourselves,'

In so far as we apprehend the world always through some frame of
vision and knowledge is irreparably perspectival then, as Brown also
notes, '"all knowledge is metaphorical." The crucial point on which the
illuminating power of the metaphor rests is that it remains as a connota-
tively rich creation of the imagination and does not become accepted simply
as a name or as a description:

"In metaphors a logical or empirical absurdity stands in tension

with a fictive truth, yet this counterfactual truth itself depends

on a creative confrontation of perspectives that cannot be literal-

ized or disengaged without destroying the insight which metaphor
provides. That metaphor retain its consciously "as if' quality is
thus a pivotal point, for on it turns the difference between using

metaphors and being used by them."

(ibid., p.84)
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When one is used by metaphor and the coalition of the metaphoric
terms becomes complete and looses all tension then metaphor becomes a
tocl of obfuscation rather than clarification, It is my claim that
"life as theatre'" has run the gamut from metaphor to cliché and now no

longer stimulates so much as sterilizes,

Dramaturgical imagery is most often applied to social life in an
unreflective manner. The problem is that the continued use of two words
together gives them of its own accord some sort of truth status. The
very fact that they have been united for such a time extends them an
aura of respecéability and in this process the original ambiguity is
lost:

"..this gives sense to jargon, demonstration to absurdities
and consistency to nonsense,"

(Perman, 1973, p.4)

What is easily ignored is the distinction between the relationship
among phenomena that the metaphor draws attention to and the (purely
formal) relationships that the metaphor employs in performing that
inventive task. The danger is a confusion between that which the metaphor
talks about and that of which it is composed. In stressing the relation-
ship between the two words it marries the tendency is for it to become
increasingly impossible to look at the things themselves, Looking at
life as theatre can ocarry with it as a consequence the studious refusal

to look at theatre itself.

The dramaturgical model itself cannot easily look at the drama as

there is a case of descriptive category exhaustion (viz Ditton, 1976, p.330)
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"The literal sense of performances coincides with the
metaphorical sense in which it is drama, The metaphor
exhaus’s all available common-sense descriptions, and
leaves nothing for literal meaning. The result? The
analyst has to milk two meanings from one word, either
by analytic regression (handling ones relaxation from
a performance as a performance), or by tenacity in
bracketing techniques coupled with cumbersame phraseology
to produce such barbarous neologisms as 'staged play'."

The analogy it relies on becomes so well worn it is simply
assumed that the boundaries between life and theatre (to work at all

me taphor presumes that there be such boundaries), are unproblematic

and self-evident.

In suggesting that sociologists are to behave as an audience,
the questions this raises about exactly what constitutes an audience -
is it sheer number, or position, or outward characteristic - (viz Foss,
1972), are ignored. Simply using the term '"audience' is a glossing
procedure which extends us no help whatsoever in ascertaining what being
in the position of an audience would be like, It fails to clarify
exactly where the sociologist stands in order to draw the analogy
himself in the first place, or to carry through the analogy in doing

sociological work..

Dramaturgical sociology relies on unexplicated notions of theatri-
cality and it is not until assertions that aver 'Whereas life is much
lite the stage, the stage is not much like life', are made that the
possibility for looking at just wnat the stage is like are at least
opened. That this thesis directl& examines the theatrical experience
as its topic has as one of its aims the teasing out of the methods for
accomplishing theatricality which in turn may suggest a renewed approach
and a more critical one to the use of the well-worn metaphor of theatrum

mundi .



Dramatism

Although a lengthy consideration of dramatism in no sense forms
part of this thesis it is important to note this approach and that it
differs from Goffman's dramaturgical model in a number of important

ways. The terms should not be confused,

Dramatism is a 'method of terministic analysis, designed to show
that the most direct route to the study of human relations and motives
is via a methodic enquiry into the cluster of terms and functions implicit

in the key term 'act'", (Burke, 1966).

It stresses 'act' as an alternative to pure motion, it sees
language as symbolic action rather than sign system, and sees action as
the term most suitable for embracing the whole vista of human life.
There is no metaphor intended in dramatism as there is in the drama-
turgical model:

"The proposition things move, persons act, is literal”.

Dramatism can embrace all life, dramaturgy is simply one way of looking

at some parts of life, Goffman's 'act' is dependent on a theatrical
analogy, and its force and limitations come from this dependence. Whereas
Burke can include his own acts as available to study through dramatism,
with Goffman we must simply presume that we would look the same were we

to be viewed from the same angle; sociologists are condemned to be

audience or directors, never actors.

The 'act' of Burke and Goffman do very different work. Far from
dramaturgy and dramatism being synonymous, the latter would accuse the
former - in its concentration on static and episodic situations - of

being not so much dramatistic as scientistic.
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The Brechtian V-Effect and Surrealism as Sociological Methods

A number of theatrical practitioners, and I am thinking here
particularly of playwrights Ionesco, Beckett, Pirandello and Bertolt
Brecht, have dealt directly with the relationship between theatre and
life by deliberately exploiting that relationship to display the
fraility of our construction of the 'real'. By manipulating the
aesthetic distance between actor and audience and ironically alter-
nating the focus on the actor between player-as—-character and player-
self-consciously-acting-as—-character such authors promote an awareness

of the specially constructed nature of the world.

Brecht's interest lay, not in the study of human character in a
psychologistic manner but in human relations. '"The smallest social unit,”

”e

he said "is not one human being but two human beings."

He adopted an anti-illusionist approach to the theatre, calling
himself a Realist but stressing his dislike of the 'realist' theatre
with its 'slice of life' techniques and seeing Realism as 'laying bare
society's causal network, showing up the dominant viewpoint as the view-
point of the dominators, concrete and so as to encourage abstraction'.

(Brecht, 1975, p.425)

Brecht saw Realism not as an aesthetic option but as a political
vision of the world. As the philosopher in the Messingkauf Dialogues
remarks:

"It's just that what you called realism doesn't seem to
have been realism at all. The term 'realistic' was simply
stuck on mere photographic reproductions of reality......
The crux of the matter is that true realism has to do
more than just making reality recognizable in the theatre.
One has to be able to see through it too,"

(Brecht, 1965, p.27)
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He flouted the conventioné of the 'suspension of disbelief' view of
the theatre and held to unashamed stylisation in his productions.

"We do not go to the theatre to experience life but to

experience theatre."

He did, however, assume that experiencing theatre, as long as it
was not 'culinary theatre', where emotions are provided, gobbled up
and enjoyed whilst leaving no lasting trace, would lead the audience to

a truer appreciation of life's machinations.

To make sure that the audience at his productions should not engage
in such a feast of emotions, Brecht devised the Verfremdungseffekt. This
was a conscious device for distancing the audience from the action on
stage and the actor from the character he was to portray. Also called
"distantiatiord' or "alienation effect' it involved the use of aesthetic
distance in such a way as to make the source of audience interest in the
play lie not only in the dramatic tension internal to the play itself but
in the tension between play and life. As Brown (op.cit., p.119) puts it,
such method capitalises on the actor's physical existence as a member of
the audience's society at the same time that he is, in essence, a member
of a fictitious society and '"through ironic distance the playwright can
not only "unmask'" his actors, but also reveal unsuspected levels of the

meaning and methods of their self-presentations."

The Verfremdungseffekt was designed to prevent the audience bhecoming
involved in the empathetic emotion of the play and to promote an objective
attitude to the staged events.

"The Verfremdungseffekt has its positive side. By inhibiting
the process of identification between the spectator and

the characters, by creating a distance between them and
enabling the audience to look at the action in a detached
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and critical spirit, familiar things, attitudes and
situations appear in a new and strange light, and
create through astonishment and wonder, a new kind
of understanding of the human situation".

(Esslin, 1959, p.l14, see also Willett, 1973, p.91-3)

Brecht assiduously strove against the hypnotism of Naturalist
theatre where a sense of creating illusion embraces audience and actor
alike, and adopted to this end such theatrical methods as having the
actors introduce themselves quite openly. He used film as well as actors
in the same production, and actors would address the audience directly

and burst into song in the best Musical manner.

In maintaining the critical distance from the characters they were
portraying, the actors were also to make a comment on their actions and
to show, not so much that they were doing one thing, but that they had
rejected the opportunity of doing something else,.

"Put it in terms of 'not this, but that', that is the formula."

Epic theatre was to show man as capable of altering his circumstances,
not blindly formed by his environment but capable of choice. Epic
theatre was ''not an attempt to 'theatre down' reality but to render it

more intelligible". (see Willett, 1973, esp. pp.37 and 70).

Brechtian alienation provides an analytic stance from which it is
possible to begin an exploration of, for example, realist aspiration and
start to open up the ideologies of aesthetio work. It could be used
also, as a methodological device for sociological exploration, Indeed
ethnomethodologicgl bracketing provides many parallels with Brechtian

distantiation as it does, also, with the Surrealist movement in the theatre.



Both Epic theatre and Surrealism were highly conscious of the
fact that theatre was a social form. They were from their outset more
concerned with 'socie ty' than with the edification of a particular art

form.

Surrealism sought to free society from its bourgeois conventions and
in doing this regain a spontaneous attitude to life, The conventions of
the theatre were overturned (it is to be remembered that conventions are
not static and expectations about 'what can happen at the theatre' are
rapidly incorporated into new theatrical styles) - and in stressing pure
performance, in equating form and content so completely, the 'normal’
resources of the theatre-dialogue, action, locality and coherent mood
were all dispensed with. There was a constant transgression of 'normal’
relationships between cause and effect, action and reaction. Some of
the plays were as noted earlier (see p.24) so anti'theatre' that they

were deliberataly unstageable,

Surrealist theatre, then, demanded a continual change in audience
perspective, it demanded that the audience suspend conventional judge-
ments, moral or logical, and forced a rethinking both of theatrical
stance and attitudes in everyday life;:

"The Surrealist movement was an attempt to dislocate,
in order to enlarge, normal vision. They tried to
discover a strange, disturbing, world behind the every-

day one',

(Lee, 1968, p.50)

Ionesco and Artaud are placed within the post-surrealist school
and patently believed that aspects of the surrealist poetic could be
adequately expressed within - albeit an unconventional approach to = the

theatrical mode. It must be noted, however, that within the surrealist
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movement proper there was a positive distaste for the "dramatic' both
in the sense of a performance which of its very nature required that

it "invite the audience in," (see Matthews, 1976, p.176) and ran its course
dependent on traditionally literary (and mainly realist) rules, regulations
and customs of style and usage and in the sense in which 'drama" is

generally taken to be a presentation for its own sake with '"mere"

entertainment as one of its aims.

Ethnomethodology, with its tenet of naively looking at everyday

life, to facilitate a reviewing of that life, seems to echo the surrealist
concern with uncovering the notions thét make up the familiar, by sub-
jecting the familiar to a distinctly unfamiliar use. thnomethodology
requires a ‘'bracketing off' of normal expectations, in order to recover
the grounds which make possible the practical decision-making based on
such expectations. It celebrates the indexicality and reflexivity of
accounts stressing that the sense of the account is tied to what is being
said and done at the time of its production, and is reflexive as it is

itself a process of making sense.

Surrealist theatre emphasised the fact that when context changes
then meaning must necessarily change:
"The unexpected use of the familiar disturbs us and obliges us
to subject the familiar to a child-like re-examination. This
is particularly effective in the theatre where judgement is
heavily conditioned by context. The word becomes the property
of the user; this implies that when context changes then

meaning must change with it".

(Lee, op.cit., p.28)

Emotion and language could move in different directions and surrealism

was open to charges of subjectivism on this account.



Similar charges have been levelled against ethnomethodology as a
technique. Critics comment that such a concentration on language and
a neglect of "hard fact' means that the ethnomethodologist explores a
subjective and <olipsistic world. Yet the language is not private
and the world explored is an intersubjective rather than a subjective

one.



Theatricality of Life

We move now to the third approach to the theatre; those studies

which explore the theatricality of life,

The City as Dramatic Character

19th century theatre itself acknowledged the dramatic aspects of
city life and with a series of technical advances in staging the develop-
ment of the box-set, gas lighting and various stage mechanisms allowing
for forms of realistic presentation formerly unknown, London itself

became, in the Victorian theatre, virtually a dramatic character,

Urban life, more crowded and more diverse than before, offered
evident dramatic opportunities and, rather than being used simply as a
background for plots and intrigues as in 17th and 18th century plays,
came to the forefront in a '"'deliberate artistic and thematic use of the
city as a moral symbol and an image of existence'; the age of the urban
drama had arrived.

"In order for the dramatization of urban social problems such
as poverty, homelessness, and drink, to hold the atténtion of
London working and lower middle class audience - who knew these
things well from first hand experience ¢f them ~ at least a
surface realism had to be created........

At the same time the tendency of the arts, including the
theatre, was to move toward a greater fidelity to the surface
of life, a tendency that faithfully reflected the ever-
increasing materiality and emphasis on the business of daily
living. A stage art that concerned itself primarily with
reproducing the surface details of life began constructing
the immediate physical environment of the lives of London
audiences, as well as exterior views of the main sights of
the city. In this way the drama was, in a sense, true to
life, and in this way its presentation of character and



..55..

situation could carry sufficient conviction for the
occasion, The fact that the basic content of such drama
was in many respects notably unreal, the dreamworld of

the popular melodrama or the middle class 'drama' was an
added reason for enjoyment rather than the reverse; a
taste for the real and an indulgence in the illusory could
be satisfied simultaneously. Such a duality lies at the
heart of Victorian drama."

(Booth, 1977, p.219)

This drama noted features of a bustling city life which c¢ould be
transported onto the stage to form part of the entertainment of the

legitimate theatre,
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Theatricality and secular law: charismatic leadership

Sennet's paper entitled '"Charismatic deligitimation' (1975) treats
the reverse of this and looks at how 'theatrical' actions may be taken
out into the streets and form an important and consequential part of

life.

He notes the ability of charismatic leaders to legitimate actions,
formally outside the secular law, by theatricalising them and thereby

removing them to a sphere of play that provides rules of, and for itself.

Savanorola was a Florentine friar in the middle of the 15th century,
Sennet suggests he rose to fame because he provided his audience with a
concrete way to act as religious men; he gave them detailed descriptions
of the clothes they should wear, for examplé, and organised exhibitions
of piety in the public burning of vanities —'furs, books and paintings

(Bottecelli offered some of his own works for burning).

Rather than insisting in Lutherian fashion on bringing the entire
person to account, Savanorola offered his followers practical and concrete
ways of displaying their 'goodness', He became a great religious leader,
not because of his insistance on a morally irreproachable life, but
because he systematically confused 'the act' with 'the actual'. He
tested, not the inner souls of his followers, but their acting abilities,

"He urged the public to transform Florence into a stage on
which, the great pomp they could engage in acts which
symbolised their 'goodness',,....The crown came to believe

in itself by virtue of its power to engage in spectacle'.

(ibid., p.174)
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There is no way to retrieve totally what has happened at any
specific time, interpretation and styles of expression must inevitably
mediate between an event and its description. History (as sociology),

is in this sense a narrative of fictitious happenings much as a novel,

The 20th century offers its own example of charismatic leadership
in Hitler and the Nazi rule in Germany., As dictator Hitler had ultimate
control over the available definitions and description of events - there
was strict censorship on art criticism and advertising, for instance -
and in describing the world in a particular way he necessarily prescribed

for the possible ways in which that wovld could be seen.

There was a blatant treatment of 'reality' as an aesthetic form
freely available to manipulation and fabrication. So the Nuremburg
Party Rally of 1934 for example, had elaborately choreographed parades,
choirs, illuminations and even a scripted 'spontaneous' ovation to the
Fuhrer, Hitler effectively staged his own history:

"The heightened sense of social drama merged Germany in a

common proscenium. This insulated men and institutions,

freezing them into rigid shapes. Reality became palpable

and manipulable. The sense of 'meaning' and 'truth' was

altered", .

(Kinser and Kleineman, 1969, p.15)

Myths organise meaning and in creating a myth through the merging
of the present and historic tense, Hitler provided a publically available
rhetoric, an image of a supreme nation of 'vision, heroism, energy and
success', through which the nation's corporate and individual life oould

be organised.
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He prompted a self-conscious society which sorutinized its own
culture and, in taking up clothing, building and other forms as part of
a grammar of meaning, effectively projects itself wholeheartedly into

a symbolic drama,

German propaganda provided explanations that made sensible all
that was happening in Germany and could be used by the German people

to maintain both 'the myth' and the orderliness of their 1lives.,



_59_

We have looked at how the drama itself provides a topic of study;
how dramatic methods have been adopted to study life; and how the
theatricality of life, the relationship between the drama and the
world from which it comes, and which it forms, has been recognised

and exploited.

What has not been explored, and will provide the main concern of
the present thesis, is how theatricality itself is constituted in any
particular instance and how it becomes obviously sensible to use the
term 'theatre' in certain circumstances to denote an event that involves

us in a particular way because 'it's only pretend’'.

Recognising the theatricality of life is an initial step in
acknowledging that drawing boundaries around 'the theatre' and 'life’
may present a very practical problem for members of a particular society,
Simply put, what happens in a theatre is in every sense as '‘real’ as what
happens anywhere else, and a fire alarm in the middle of a Revue will have

to be heeded with as much alacrity as a fire alarm in a hotel lobby.

What will change between the hotel and the theatre are the expec-
tations of the audience, they know, for example, that in a Footlight's
Revue a fals® alarm may bhe raised for its amusement value rather than
its practical value as a signal for escape. What has changed are the
conventions, cues and grammar they have available to them for coming to
a practical decision on whether to flee the building or to clap a

successful 'gag'.

The proscenium arch theatre may provide a more precise and more
readily articulated code of behaviour for its patrons than a Happening
or an event staged in the round. One such rule might be expressed:

"any activity happening behind the arch is in the realm of illusion and
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anything which happens in the auditorium should be treated as having
serious consequences.'' But both instances require sophisticated
interactional work to successfully maintain their status as exactly

what the are and no other thing.

People actively constitute 'the real' - it is a construct not a
discovery - and maintain a sense of the boundedness of fact and fiction.
It is in part, in maintaining the notion of a self-evident boundary

that theatre itself is constituted.

People obviously do routinely accomplish such a task and do so in
an unconscious way., There is not generally a problem of knowing whether

you are at the theatre or not,

Goffman in "Frame Analysis' devotes an entire book to looking precisely

at how people cope with the question ‘what is it that is going on here?'.
He suggests they employ frames of reference for activities through which
they organise their experience of events and he does provide a number

of examples of occasions when misframing and confusion about the nature

of the event attended did arise.

That people do, however, most often successfully accomplish the
distinction between the theatrical and the non-theatrical as a practical
achievement is evident. How they accomplish this is the guiding interest

of this thesis.



Chapter Two

HISTORIC FORMS OF THE DRAMATIC
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Historic forms of the dramatic

Whatever the theatrical form discussed it can only make sense in
relation to the community within which it is produced. That is not to
say that particular texts only make sense to the audience for which
they were intended - once established and codified as a text a play
can be mimicked and performed at any point after its origination - what
it is intended to draw attention to is the fact that the theatre is not

.

dependent on dramatic skills for its life but on social ones.

Text as code allows for the transmission of a particular play but
its playing always deponds for its dynamism on the social world in which
it is performed and on the interpretive skills which render its performance
possible. In so far as this is the case a purely historical approach to
drama cannot record the specific social skills and negotiations to which

individuals have recourse and which make dramatic representations possible.

It can, however, detail for us the organisation of previous theatrical
institutions and thereby provide some notion of the limits of possible
accomplishments within the dramatic experience. (I am thinking here of
the type of analysis provided by Toll in his study of the institution
of minstrelsy (1974)). It can also provide a representative way of talking
about the theatre to which few historians or practitioners would object
and therefore one source of current rhetorics concerning the theatrical

enterprise.
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It will be useful at this stage, therefore, to pick out certain
features common to the dramatic enterprise and examine briefly how they
were organised in the theatre of several periods. The common feature§
I am here thinking of are some use of actor, audience, and space and
within those broad headings are included consideration of such factors
as: how texts are produced, who by and who for; the position of actors
in a society, whether they were specifically trained or required to
undergo certain rituals, and how they supported themselves or were
supported;'whether performers were masked or naturalistic or whether

living actors were replaced by puppets and icons.

The confines of this thesis preclude undertaking a comprehensive
look at theatre through the ages and it would be vain to repeat what
has been better done elséwhere. (See for example, the historical works
by such people as M,C. Bradbrook, P. Hartnoll, R, Southern, A. Nigoll,
H., Hunt; and G, Wickham to wention but a very few, during the latter half of

this century .efols of whih are cj;ve.ﬂ wn the b“°“°3"°‘°¢x3'>

What a brief look at how specific periods have differently
structured and approached these common features and perceived their
interrelationship does is to direct attention to the socially embedded
nature of the theatre and its formative role within particular historical

communities.

Such an approach may be called a political history of theatre and
can be seen as providing an initial vocabulary for further studies. What
it cannot do is capture the excitement, specificity and density which is

the hallmark of the drama. The practical constitution of theatricality
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which a straight political history would miss may be explained by drawing

a distinction between a political history of performance and a political
history of composition, The latter would concentrate on the theatrical
structures which blossomed in any particular period and the former, which
is closer to the present enterprise, would concentrate on the social skills

available which made a particular style of representation possible.

It should be obvious that a close reading of the text or attention
to the biography of its author could not repair the omissions of a
compositional approach. Even in relation to those works where the fame
of the writer provokes enormous respect for authorial demands in staging
his plays, how that staging is accomplished 1is renegotigted in each and
every instance. National theatres with huge State subsidies are formed
partly as living museums to the nation's literati. One duty is to
reproduce authentic versions of theatrical classics and great import is

attached to the authority of the author.

Yet in the Royal Shakespeare Company, the National Theatre or the
Comedie Francaise, to keep work alive authority has to be extended to
the director who possesses a knowledge of contemporary living. If the
National theatres are to be an active part of any culture rather than a
mausoleum embodying culture then they must turn for their material to

the subject of life as it is lived not literature as it is written.

Which works are picked out as seminal at any particular time also
fluctuates, In Victorian times Shakespearian histories were immensely

popular and his tragedies less so. At the present time the choice has
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been reversed and prominence is given to Hamlet, Othello and Lear,
for example. These shifting selections themselves display a context

and a setting.

A close reading of the text and an authentic version of how a play
might have been performed in, say, medieval times, is therefore crucial
as archival material but few such studies can suggest what it might have

been to have attended the original staging as an audience.

The scholarly detail of theatre history provides us with the limits
of accomplishment - if the general mode of theatre was a travelling band
performing on & small cart then there are certain suggestions about
staging which cannot be put forward for that era. But while it can
give the limits of possibilities it cannot give the grounds of possibility
nor regain a knowledge of the mode of language for every day communication
or of the representational language (including the grammers of gesture
and spatial organisation as well as speech) based on that mode, which.made

the dramatic enterprise possible.

As my own project is to examine the practical constitution of
theatricality it is a project which cannot be done historically, it being
impossible to relive the occasions of staging or undertake interviews

with practitioners and audiences to events long since forgotton.

I offer the following sketch of some stages in the institutionalisation
of the theatre to suggest how the vitality of theatrical forms is tied
to the important concerns of the society of which it forms a part. While

I maintain that it is necessary first to explore the ethnographical detail
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of contemporary theatrical events before a satisfactory historical
comparative ethnography can be undertaken, the wealth of source material
that theatrical histories provide and which I will merely touch on here,
provide a mine of information on which to base just such historical

ethnographies,

Before noting particular institutional forms it is worth stressing
that in using the term institution I am not implying the existence of
some concrete social entity that has its being independent of human
activity. The theatrical institution is not a building, a body of actors
or dramatists, or a collection of texts, though all these things are part

of the historical process of its institutionalisation.

I use institution to denote a conceptual rather than a concrete
being, which '"manifests itself in certain forms of orderliness in people's
behaviour and in the reference they make to it in their accounting."
(Harre, 1977, p.28) An institution is a human construct existing in a
rhetoric and set of rules that define and constitute the elements of the

institution itself.

Berger and Luckman (1967) propose, in detail, a theory of
institutionalisation that stresses the dialectical relationship between
man - the producer, and the social world - his product. Man makes the social
world but this world has an existence over and above any particular
individual and is experienced by him as an external, objective and

persistent reality.
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Institutions they say arise basically through the process of
'habitualisation'. That is "any action that is repeated frequently
becomes cast into a pattern, which can then be reproduced with an economy
of effort and which ipso fact, is apprehended by its performer as that
pattern"”., (ibid., p.71) Institutionalisation occurs whenever there is

a "reciprocal typification of habitualised action by types of actors",

These typifications become available as routine expectations and
assumptions to members of a particular social group. Such expectations
then exert a certain control over individuals who now may perceive the
institution confronting them as an established fact in much the same way

that facts of the natural world present themselves,.

The expectations and their corporeal incumbents - theatre buildings,
published plays, for example - will be passed onto future generations
whose ideas of theatricality will be given by such history but who are
always capable of altering rhetorics, adapting rules, changing conventions

and maintaining the institution as an entity in permanent process.

Taking for granted the existence of what may be talked about as a
universal dramatic instinct - and according to Schechner (1973, p.5)
"The phenomena called either/all drama, theatre, performance, ogcur
among all the world's peoples and date back as far as historians,
archaelogists and anthropologists can go ... (the theatre) is coexistent
with the human condition. ' - the history of thetﬁeatre may be seen as a
hisfory of the ways in which, over time and in specific periods, 'the
theatre' has been embodied in certain cultural forms and had available

particular styles of playing.
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Theatre historians wrangle endlessly over the issue of when the
theatre was first spawned as an independent art form, at what date the
first truly dramatic event could be said to have happened. Schechner
(1976, p.42) moves further back than most the roots ''going out to the
theatre'" in behaviour that men shares in common with other species.

He notes the carnival events of chimpanzees as described by the Reynolds
(1965) as the prototype of theatrical events in that both share the same
éualities of a gathering of bands who neither live with nor are total
strangergto each other, a sharing of food, or at least a food source,
and finally the use of a place that is not a home for any of the gathered

groups.

What unites the majority of definitions of theatre which have been
put forward is a vaguely felt notion that whatever is to be theatrical is
to be something that is not quite real' and has been severed from the
immediate practical consequences of the actions performed. But most simply:

"I can take any empty space and call it a bare stage. A man

walks across this empty space whilst someone else is watching

him and this is all that is needed for an act of theatre to

be engaged."

(Brook, 1968, p.l1)

The theatrical expsrience is taken to involve the setting in motion
of a particular set of rules-in-play and the transformation of space into

place.,

I turn now to consider three theatrical forms, namely the medieval
theatre of the Mystery and Guild Cycles, the Elizabethan/Shakespsarian

theatre and the Victorian theatre. While such a choice is obviously



_68_

something of an arbitrary decision I have chosen these periods because

each witnessed a particular and important change in the form of theatricality.
The medieval age saw the movement of the drama away from its religious
beginnings to become an increasingly secular concern, the theatre of
Shakespeare was the beginning of a professional theatre based on a
specifically authored text and the Victorian era saw the theatre

established as a thoroughly professional, popular and commercial enter-
prise catering for the newly formed urban masses., It was a theatre where

the emphasis shifted away from the institutionalisation of performance

and text to the paramount importance of the theatre as a place. As the
dramas themselves tended towards the use of naturalistic dialogue (the
society dramés which succeeded melodrama culminating in the radical break

at the end of the century of the naturalist school headed by Ibsen and Shaw)
the theatres became increasingly specialised venues to be used on an

occasional basis.

The Medieval Theatre

The Medieval theatre of the Mystery and Guild Cycles, had its setting
in a place which was already a central featuré in the lives of its popular
audience - the Church, It was a drama which gprang directly from the heart

of religious worship - the Christian liturgy of the Catholic church.

As early as the 10th century certain parts of the liturgy were enacted
during the service with the aim of communicating the story of Christ's life
more vividly to the congregation., This theatre, often cited as the

earliest form of theatre in England, had its basis in religious propaganda,
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It was the priests, already endowed with a particular status in
society who were the initial actors in this drama. And it was a drama
which took its script from the teachings of the clergy and formed part

of a holy celebration which, each year, would retell the same story.

These earliest plays, and an increasing number of occasions in the
liturgy were found to provide a suitable dramatic platform from the
message of the Resurrection to sermons based on events in the 0ld Testament
such as The Deluge or The Slaughter of the Innogcents, were semi-ritual
in character. But by the 12th century the dramatic force of character,
action and spectacle was pushing the liturgical constraints aside and
the shows were becoming both more elaborate and increasingly autonomous,

with the emphasis moving from education to entertainment.

The first liturgical dramas took place within the church often taking
over the entire nave, Fictional localities were simply indicated by a
chair or stool and the praps were minimal as were the costumes, which for
the main part were simply robes as the priests would have worn, But the
move towards spectacle meant that the stories were continuously being
embellished. Characters such as Mary Magdelene were given extraliturgical
dialogue to perform and the banter between such characters as Noah and
his wife, or the shepherds and the devils, expanded to include a good
deal of extraneous business not altogether fitting for the sacred setting.
‘The drama turned to the secular and everyday for its material as well as

using the religious narratives.

This inclusion of rude antics, the increasing amount of time the
theatricals were taking up and the perceived incongruity of a priest

representing devils, animals and even women, yet required the next morning
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to hear confessions, meant that the burgeoning dramatics were moved out

of the sanctuary and into the market place.

By the 14th century the desire to spread the gospel to the common
man meant that the dialogue was spoken in a colloguial tongue and the
Latin dropped. Once out of doors many of the constraints to propriety
had been lifted and the drama expanded in a number of ways. As Hunt
(1962, p.49) remarks:

"The Cycles became increasingly elaborate, requiring vast

numbers of actors, costumes and scenic contrivances, It

was clear that the monasteries were not equipped to handle

such a theatre, and as it was no longer desirable for them

to maintain too close or too obvious a connexion with it,

direct responsibility for organisation was handed over to

the Civic authorities and more specifically to the great

Trade Guilds, since these powerful and wealthy organisations

possessed a highly developed sense of social and religious

responsibility."

The various guilds took responsibility for particular incidents -
the fishermen acted the tale of Jonah and the whale, the carpenters told
the story of Noah and the ark and so on., The plays were not totally
divorced from the Church which continued to consider them as useful vehicles
for education but they were becoming a very popular form of secular-

entertainment and the momentum of a desire for spectacle increasingly

signalled the distinction between fiction and morality.

The actual staging of plays once outside the restrictions of the
churches and monasteries was accomplished in a number of ways - there was
no single 'theatre' but rather a number of theatres adapted to particular

local conditions.,



_71_

They were, however, methods that directly reflected the ecclesiastical
beginnings, with mansions - small raised wooden structures - placed along
side each other in memory of the shape of the nave., The area where these
mansions stood, where the audience gathered to watch and where the
'stytelers’' acted as ushers, was termed the 'platea' or place. This was
simply 'an unlocalised area to which a fictional locality ocould be
assigned by the performers themselves: commonly, if a performer stepped
down from his manéion and continued his action on the ground-level, then
the spot where he stood was taken as part of his mansion; on the other
hand, if an actpr had to make a fictional journey from one mansion to
another, then the ground on which he trod was conceived of as representing,
in attenuated form, the tract between two far distance fictional locations’,
(See Nicoll, op.cit., p.55). The location was symbolically signified and
it did not strictly matter where the mansions stood in relation to one
another and eventually, most probably for ease, they came to be placed

directly facing the spectators in a row.

The other major form of presentation, and that generally adopted
by the guilds, was to mount the mansions on wagons and draw them, as
in a carnival pfocession, through the streets., These Cycles were not
'simple' affairs in that they had sumptuous costumes, certain mechanical
effoects (much use was made of gun powder, smoke and flames, especially
for the devils), elaborate stage directions and highly decorated pageant
wagons with mansions often two stories high. The expensive trappings
literally displayed the importance of the subject and functioned also as

an act of adoration.
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The Cycles were presented in spaces providing a variety of relation-
ships between actor and audience. The circle is perhaps the most basic
shape simply as, given an incident to watch, spectators quickly define
the circumference of the spectacle by surrounding it. But local conven-~
ience determined the type of area that contained the spectacle and
spectators, Flat open spaces, squares, raised stages or a sequence of
mobile platforms were used depending on architectural circumstance and

social pressure.

The Cycles provided an eminently popular theatre for the people,
taking place in both towns and villages and culling their audience from

a wide social strata.

It is worth noting that, concurrent with the Cycles, from the
15th century onwards, there were Moralities, played by professional
actors to the very wealthy sections of society - nobles, merchants and
Church leaders - in the halls of great houses, at tournaments and for

the court.

The sets and properties became increasingly complicated and portrayal
more realistic than had been known in the 1lth céntury. Extensive

characterisations began to form part of the enactments,

The acting was still mainly symbolic with the audience able to move
easily in their imagination from place to place and time to time as the

actors signalled.

The stories were provided from their ecclesiastic sources with the
scripting of the comic interludes presumably being done by the actors
themselves, It wés quite common to hire carpenters and esteemed actors
from other places to complete tﬁe local cast and the secular actors were

paid fees and fed by the guilds;
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Theatre had moved from its religious beginnings and was becoming

increasingly a full-time profession with a large and varied audience.

This early form of English drama exploited the norms of the
religious institution of the time using an already established setting
for its staging, people who already commanded respect in the community
for its actors, and the well-known stories of the liturgy and the Bible
for its scripts. In the first plays the behaviour of the audience would
have been established by the mores of how to behave in church and the
direction of their attention naturally guided to the person of central
importance in the celebration of mass. As staging became more complicated
the power of spectacle - in elaborate ascents and descents into hell for
example, was used to add force to the moral points being made and establish

an awe-inspiring event.

As the plays moved out of doors and the simple_pragmatics of the
most suitable time of year for clement weather meant they were performed
as a Cycle of plays round about the festival of Corpus Christi, the drama
established its own grammar of action and a style appropriate to its

audience and its setting.

It was a style which, with the spreading spirit of Puritanism in
the 16th century, was to be persecuted as were the monasteries themselves,
for being a sinful form of entertainment., These threats to religious
orthodoxy were the overt reason for the persecution but the actions under-
taken during the Reformation were perhaps more importantly connected to the
differing conceptions of individual responsibility for moral action and
fundamental controversies over the nature and extent of proper religious

and political authority.
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Elizabethan Theatre

I move now to consider the Elizabethan period when the strolling
players began to turn to the cities of London, Oxford aﬁd Cambridge -
which, the countryside having ‘lost most of its organised cultumal activities
following the dissolution of the Monasteries, now represented the main

centres of wealth and learning.

The Catholic drama continued to be performed during Mary's reign
but, to please its metropolitan audience, other plays such as adaptions
of Latin texts, tragi -comedies, romantic comedies, and comedies such as
"Ralph Roister Doister", wriften by the headmaster of Eton and Winchester,

were also performed.

The first wholly professional theatre was started by James Burbage
in 1576, who conceived of the idéa of building a permanent playhouse to
accommodate the strolling players. The Theatre, as it was called, was
followed by others - The Globe, The Swan etc,, all of which were open air,
public theatres. The audience who frequented these theatres was drawn
from all walks of life, scholars to prostitutes, and the actors had to
entertain the disparate tastes of such individuals at the same time, rather
than adapting their plays and their playing according to the limiled context in
which they were performing. The audience now came to the theatre rather

than theatre travelling to the audience.

That plays had to be performed everyday meant that, to financially
support a professional cast, the number of plays written expanded enormously.
As a regular audience for the theatre grew up so also did critical standards

improve.
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The audience, then, was enormously varied and beginning to establish
for itself theatrical standards. It was also, however, a minimally
literate audience. Only between 30 and 50 percent of the males in
Shakespeare's London could write their name or more. As M.C. Bradbrook
puts it (1964), English was still a tongue rather than a written language
and the majority of those for whom Shakespeare wrote could not have

communicated in any way other than through a face-to-face oral encounter,

To be non-literate is not necessarily to be dispossessed, indeed the
opposite could be true, but it does mean that individuals have a different
arrangement of responses to their environment than those who have recourse
to a corporate history of literature in its broadest sense. If no such
history exists then society can have recourse only to its oral memory of
things past and it is in its immediate speech that it tells itself stories

about itself.

The very basis of drama is what happens when people talk to each
other and in a society where utterance constitutes the basis of social
life then the relationship between that society and its drama must be a
particularly close one, Hawkes (1973) takes this argument further and
posits that because Elizabethan England was an essentially oral society its
stage language was very close to the mode of its everyday language:

"In the Elizabethan theatre, a predominantly oral culture,

in which 'literature' did not include the drama anyway,
enacted its own 'shape' through the medium of words, gestures,
sights, sounds, spatial and temporal relationships, which
constituted, then as now, the spoken language. Because the
drama was a formalised presentation of the culture's own
language it faithfully represented the culture and was thus
enabled to handle the immense political, moral and social
themes (without splitting these apart) that no drama in English
has successfully dealth with since., In Leavis's words,.people
talked so making Shakespeare possible."

(op.cit., p.51-2)
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The oral nature bf Elizabethan society also meant that they were not
subject to the "singular, solitary, reduced mode" of comprehension which
is promoted by a society where literacy is the most highly prized skill,;
the student with the highest marks in a confemporary examination on
Shakespeare is the one who can write about it and display an extensive

knowledge of the written text.

The perceptual mode of an Elizabethan audience was "multi-consciousness',
says Hawkes, and this practically manifested itself in the acceptance of a
mixing of genres in dramatic productions., They took for granted symbolism

and a play's elasticity of place and time.

Architecturally the permanent playhouses were round, octagonal or
square structures with thatched roofs covering the sides and open to the
sky in the centre. The stage was a large platform jutting out into the
middle of the yard so the spectators surrounded it virtually entirely and
could see both the action and each other. Part of the stage was roofed and
it was from there, through a trapdoor, that various objects could be raised
or lowered for mechanical effects. At the end of the stage was a gallery
forming an upper stage and sometimes there would appear to have been an

inner stage which could be used for interior scenes,

The acting area thus allowed for great flexibility in staging. Actions
depended on dramatic effectiveness rather than set ideas of realistic
presentation -~ the actors for example set their locality by their acting
rather than using a specific area of the stage. The open stage meant that

the action was able to be continuous rather than split into scenes.
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The actors' delivery ranged from a highly formal style of rhetoric to
the realistic colloquial banter of the comic characters and their costume
from typical street wear (which was a good deal more colourful than the

everyday garb of the majority today) to spectacular costumes.

The theatre at this time was competing with a number of other forms
of entertainment and as Bradbrook (1962, p.97) remarks: '"The theatre of
the Elizabethans, in its social atmosphere was less like the modern theatre
than it was like a funfair. Plays competed with entertainments from bear-

baiting to sermons."

The language of the Elizabethan theatre, then, made use of all the
complexities of communication that pertained outside the theatre. In
this central respect concludes Hawkes: ''real life in the theatre, the image
mundi and the theatrum mundi, were one and the audience would have responded
to the play with the same degree of multi-~consciousness that as human

beingg they responded to real life." (op.cit., p.223)



Victorian Theatre

Ignoring the several centuries in between, patently not because there
were no important changes in theatrical form during that period but mindful
that this chapter stands, not as an attempt at a chronology of theatrical
development but as an indicator of the concerns of some studies already
completed and the suggestion of the sort of platforms from which an
historical ethnography of theatre could perhaps commence, I turn now to
glance at Victorian theatre which boasts substantial differences from the

dramatic era already considered.

Both medieval and Elizabethan theatre shared such characteristics
as the audience surrounding the acting area and actors and audience being
in-close proximity, They shared, too, continuous action, a mixture of
realistic and naturalistic delivery, a mixture of symbolism and naturalism
in set and scenery (though scenery is used in a sense different to the
elaborately detailed backcloths and wings which came after the Italian
Renaissance) in properties and the method of setting the time and place

for the action.

By the Victorian age much of this has changed. Notably theatres had
moved inside, many had gained a proscenium arch which effectively separated

the apron area in front of the arch.

As well as this development of the box set there was the technological
advance which allowed highly sophisticated stage mechanisms much exploited
in the spectacular melodrama so popular in this age. There was too the
controlled use of gas-lighting, and by the 1880's electric lights meant
that it was possible to present plays which concentrated on providing a

realistic fidelity to the surface of life.
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That particular sophistications of technology had an important
effect on theatrical possibilities cannot be denied, and there are numerous
books which chart fully such effects. But I want to move from the
historical perspective which studies such improvements in dramatic devices
as that very concern tends to concentrate interest on the relationship
between the text and the performance whereas throughout this work I am
concerned to look at performance and its relationship to the meaning of
experience, to study how the social language of any particular time
provides the grounding for the representational language which it makes

possible,

If the theatre of a period alters it is never simply because a
particular sophisticated dramatist, devices or whatever, comes to the fore
but that the sociality of the time which grounds available dramatic
rhetorics has itself altered and that society finds specific styles the
most apt for displaying moral, social or political problems in the

particular form that it does,.

The overwhelming change in the potential audience of Victorian
England was that the industrial revolution had created a mass of urban
poor who had moved into the towns from the countryside and formed concen-
trations of humanity in specific areas., The advent of the railways also
meant that those who had the means could travel into the centre of London

for a night of entertainment.

The sheer numbers of those to be entertained meant that morc
theatres were built - in 1851 London had only around twenty, by 1899 over
65 - and their size trebled. Given such a setting the subtle acting styles
of an intimate production were useless and actors accordingly broadened

their performance styles.
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It was impossible that an industrial class could be formed within
the framework of cultural forms which had suited a predominantly agrarian
society and melodrama was the new form that was particularly a product
of the age. It was too, an age of growing class consciousness and rapid
social change and public life itself was the battle -ground for confligt
between the developing stratifications in society which meant that the

emergent cultural forms were fundamentally politiocal structures,

The style conventionally taken as the characteristic entertainment
of the Victorian era was undoubtedly the melodrama. This combined
"sensational spectacle, beery burlesque, low music hall farce and senti-
mental and banal drama' aimed primarily at the self-righteous bourgeoisie
and the working man. This new form took as its language the distinction’
between Right and Wrong, a virtue and vice and based itself on an

idealisation of domestic and family life,

One of the clichés of theatrical history is that in a time when the
institutions of life were in constant flux the drama took as its theme
the unequivocal stating of the homely virtues to bolster its audience's
belief in just such a morality. Chastity and the place of the woman in
the home and the evils of the "Demon Gin'" for example were among favourite

themes which provided the material for dramatic scripting.

Besides the theatres which blossomed in the cities formed a welcome
harbour for travelling players and singers and the music hall, traditionally
hailed as the bridge between a form of class culture and mass entertainment
now grew up effectively providing an amalgam of the friendliness and
informality of the pub (comings and goings from the street to pub and vice
versa were easily effected and unregulated) and the scale and drama of the

theatre,
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In the earlier half of the century the rowdiness of the urban
proletariat had driven polite society out of the theatres or at least
into the boxes surrounding the stage. Melodrama was definitely not a
polite pastime for the upper class, The advent of the Music Hall, which
became the popular resort of the working man, meant that some of the
rowdier sectors of the audience left the theatre to pursue other enter-
tainments and the theatres built after the 1860's were smaller, plusher

affairs aimed at tempting the leisured classes back into the playhouse.

From the eclecticism of melodrama the theatrical entertainment offered
diverged into the two strands of the popular Music Halls and Variety Shows
on the one hand and the society dramas which took the bourgeois life
style as their themes on the other, It is interesting to note in terms
of the place theatricality held in that society it was precisely as the
dramas focussed on everyday life, that the theatre building itself became
more elaborately and richly decorated and increasingly an entertainment

palace set apart from the rest of the daily pursuits.

The theatres of this time were unabashedly involved in a commercial
struggle - the most elaborate playhouse which put on the most spectacular
shows, with the most famous actors (and it is at this point that the

actor/star as precious commodity first takes hold) made the biggest profits.

Indeed the theatrical enterprise as a whole was becoming increasingly
a gommercially organised affair with power wielded by the organiser and
manager rather than the artist and actor. Plays began at certain times
and it was no longer possible to enter and leave the playing area freely,
As part of this commercial ethic the audience was shifted relentlessly

from participator to spectator and the theatrical experience from an
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expression of the important issues of the day, in a way that grounded
those issues fimly in the everyday experience of those involved, to an
endeavour which sought to entertain and offer spectators an illusion which
could take them away, however briefly, from the drab lives they lived

outside.

Theatre as a social occasion had become strongly discriminated from
"normal" settings, taking place in an elaborate and wholly purpose-built
place, and the performances had changed from being an extension of everyday
experience to something reserved for a particular time and locale. The
theatre provided, not as it had done in medieval times, a spectacular
staging aimed at better communicating the teachings of God and the church
which themselves formed an integral part of everyday life to an extent which
it is hard to recapture retrospectively, but a spectacular staging aimed

at offering an alternative reality and a few hours of diverting fantasy.

Our own ideas of theatre are still strongly formed by this notion of
the drama as provider of entertainment and, when sociélogists turn to the
dramatic metaphor as explanatory device they are most often exploiting
this sort of theatrical mode of a particular age rather than the nature of
theatricality as a universal expressive force. Indeed one important strand
of this thesis is to regenerate an interest in theatricality as a basic
communicatory grammar and to stress that the approach to the drama commonly
taken by students of mass media is only one approach to an historically

specific use of a society's representational amoury.
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Contemporary Theatre

The theatre of the present is characterised by a plethora of styles.
As Duvignaud puts it: "Un des traits les plus frappants de la pratique
comtemporains du theatre est son eglectisme." (1965, p.518) It is a
theatre where styles of the past are continuously being rediscovered and

re~used.

I have no intention of exploring all these approaches, what is
happening at the moment is ideally open to a full ethnographic exploratién,
such as recent works by Bradby, James and Sharratt (1980) have undertaken,
but it is perhaps worth noting some of the moves which have been made to
alter the theatre-as-spectacle notions and establish new relationships

between actor and audi ence, text and performance.

I am thinking here particularly of such groups as The Living Theatre
of Julian Beck and Judith Malina. Their involvement in the events of
spring 1968 in Paris when a popular movement of students and workers
revolted against the established order and began to question the accepted
relationships between art, politics and life, made sense as an extension

of the group's own earlier attempts to redefine such relationships.

Living Theatre despensed with the traditionally accepted approach to
the play, the stage and the audience in an effort to move away from the
idea of The Theatre as cultural enclave cut off from the everyday life of
its spectators - both in terms of being an occasional and commercial event
which people had to pay to see and in terms of its stress on presenting
established Art for the cultured elite - and, in the words of one of the
actors, to make its "artistioc creation life, something everyone can do."

(See Willener 1970, p.266 for a discussion on the aims of the Living Theatre).
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The group espoused the sort of realism which Brecht spoke of when
he said "it's not how real things are but as things really are.' They
dropped their reliance on authors, changing the stress on content to
rerformance and they went out into the streets searching not for
spectators who would pay to watch, but for participants who would actively

join in the creation.

Their work was a statement against the notion of art as commodity
and of the artist as privileged creator on the grounds that such privilege
cuts the artist off from being effective in the world in terms of communi-
cating to the common people. When they were stopped from performing one
of their plays in the streets, though the French authorities has no
objections to its being performed in the theatre, this was taken as proof
that "what is dangerous for the bourgeois system is not so much the
political content of the play as the transformation of that content into

direct political action." Agtion no. 24, September 4 1968, quoted in

Willener, op.cit., p.23).

Theatricality in the widest sense of being an active socially inclusive
expression of communal themes is here acknowledged as the powerful force
it is and a far cry from the theatre as passively consumable entertainment

to be judged by objective critical standards.

While the theatre buildings of today have been built to accommodate
anything from the apron, thrust to open stages and to hold an audience
from less than a hundred to the 1,165 seats of the main auditorium of
the English National Theatre on the South Bank, if is estimated that the

audience for the "established" theatre (which may be taken as the well-known
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London and repertory theatres around the country) is something like two
per cent of the population. While the increasing number of fringe theatres

(see "The Alternative Theatre Handbook' published by Theatre Quarterly

1)
Publications, London, each year for a fa:frly comprehensive list of such
groups) doubtless swells that figure it leaves the live theatre of today

some thing less than a popular experience.

While drama as fictional representation is obviously available to
the mass of people through the media other than live shows - radio,
television and cinemas for example, and there are of course a myriad
of entertainments - processions, football matches, carnivals etc., which
involve performances of various kinds, theatre and I have used it to be
face-to-face communication employing actors, audience and space to
particular dramatic affect, would seem at present to be a predominantly

middle-class pursuit of the cultured.

How such forms as television drama work as an expressive medium and
what have been the political and social forces which have led to the
rostricted participation in live theatre obvious today is a study which
must be undertaken elsewhere. To further the present work of looking at
how theatricality as a mode of sociality is constituted I turn now from a
glance at varying styles of playing throughout the ages of theatre in
England to examiﬁe style itself as a grammar for negotiating the method

of being involved in any specific theatrical enterprise.



Chapter Three

STYLES OF PLAYING
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STYLES OF PLAYING

The cultural form of the theatre at any historical moment -
taking form to include such things as the sort of scripts utilised,
the stage design, the tech.._:. possibilities, the status of its
players and authors, the social groups from which its audience is
drawn and the conventions they may draw on - provides the context for
the gtyle of the theatrical experience. The style of the event equally
acts back upon the forms within which it is encapsulated; cultural form

and style exist in a dialectical relationship to one another.

Any person reasonably competent in cultural history could with
ease talk of, or understand talk about, such things as Greek tragedy,
Restoration comedy, Melodrama, Revenge Plays, or the Theatre of the
Absurd, What they are doing is talking of styles of playing, using
'style' as a means for classifying performances on the grounds of some
common denominator which can be picked out and pointed at as peculiar

to a cgertain number of theatrical events.

Whilst such talk is unproblematic for culturally competent members
of this society any questioning of what precisely could be meant by the
word 'style' displays the fact that the term itself is composed of such

a concentration of idiom that it says too much to be useful. h

Style occupies a position of central importance in discussing how it

is that people negotiate the manner of their participation in a performance.
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To reiider the term expedient as an analytic coricept for sociology

some unravelling of the implicit assumptions involved in using style in

one particular way must be done.

Talk of 'style' seems to fall into threé categories whioch we shall

term, style as reification; style as identity; and style as grammar.
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Style as reification

Style as reification is that usage which sees style as some
adventitious resemblance between works which allows a categorisation
of art works linked together by means of something which transcends
individual differences and may be drawn into an historical complex of

generality termed 'genre’,
Style here is an aesthetic category and elementary typology.

In assuming thatstyle is a way of doing which is inimitable
(concurring, incidentally, with psychologists who see it as a sort of
individual possession), style is often the decisive factor in the job
of authenticating old masters, This use of style as part of a critical
vocabulary dealing with authentication is irremediably tied to a concern

with art as a commercially valuable object.

The fluency of the speaker in manipulating the critical vocabulary
also accomplishes the job of marking him off as a member of a cultured

elite-again style is bound to social status.

Style in this sense can actually limit the appreciation of the art
work considered in that it can lead to the sort of empty erudition which
knows the stylistic affiliation of a thousand works and the intrinsic

value of no single one,

It may act an an unambiguous cue for interpretatiory having
regognised 'the style' it is an easy job to mobolise the stereotypical
meanings associated with that style. It is possible to be so bound by

the conventional meanings called up that the activity of supplying the
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Style as identity

Style in this sense moves away from the idea of style as a
peculiarly aesthetic term and acknowledges that it can apply to any
accomplishment. It becomes now the central assumption on which the

whole of dramaturgical sociology depends.

That is to say that in performing actions there is the 'what' is
performed, the actual duty or deed accomplished, and also the 'how' it
is performed, that is the style in whigch its accomplishment was under-
taken. So, in carrying out a task, be it eating or negotiating a loan
with the bank manager, the act will be fulfilled (transferring the food
from the plate to the mouth), but it will be fulfilled in a certain way

(shovelled or otherwise).

Any theory of action will include consideration of the practical
job done and also the style of its doing. It is because there is always
more than the practical job done, also the way of doing, that an actor
can continuously provide information about himself and accomplish
'character work', It is this that allows for the presentation of multiple

personnae - a gentral tenet of the dramatugical approach.

Style in this usage presumes that there is a constant possible second
order monitoring of the Self, a constant Self-consciousness which is perm-

anently aware of the impressions 'given off' in doing anything.

There is still a dependence on the traditional dichotomy between
process and product, a holding apart of the descriptive and interpretive
acts in a way this thesis will question. In considering the audience,
however, as constitutive of style it moves towards a truly sociological

. project.



particularity of detail and richness of implication that is not in the
text of the work itself, or in the history of conception, but resides
in an individual's experiental biography and imaginative resources, is

fettered.

It is the particularity, the uniqueness of a performance which is

masked here in favour of the genre.

Saying that a work is 'in' a certain style directs you unrelentingly
to consider the object itself as a static form, and prescribes for
‘artness' residing in a particular commodity. It cannot lead you to a
processual and contextual view of art or to a consideration of the social
practices and relations which irreparably form part of the life of the

object.

That is to say that it cannot talk of art itself as a style of
action and understanding rather than a type of object and must, in taking
style as a sort of cosmetic ornament, separate out the thing and its style

when the two are inseparable.
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Style as grammar

Theatre is an art and what distinguishes an art form from a non-art

form is an awareness of the rules implicit in it.

Anything could be called art yet, evidently, this is not practicaily
sufficient to make it so. For an individual to carry off talk about
something as 'art' he must gain agreement from other members of a social
group and this he does through explicating and promoting an awareness of

the rule implicit in the art work.

Order in art is never merely factual but must be obligatory, in the
sense that obligatoriness presupposes that it is in the self-conscious
claims for forms being artistic forms that they are more than physical
forms and become the sensuous embodiment of formal decisions. See Taylor,

1966 , p.178,

To be unaware of the rules is to apprehend only matters of fact and

not of art.

Taking the category of 'found art' a piece of driftwood, for example,
any discussion of it as art would be in terms considering not only its
de facto forms,’but also its title de )ure - the distinction between what

is done and what 1s necessary to be done..

So you would see, not the wood itself, but the fact that it had been
deliberately chosen, placed in a gallery, and positioned in a certain way -
you would consider, thereby, the intention involved in picking it up and

displaying it.



So, with Beckett's 'Breath' (1971) - the curtains open on a completely
bare stage and all that is heard is a series of breaths before the curtain
closes, Considering such a display as a bona fide theatrical display
requires a consideration of what Beckett intended by this work, or at least,
that there was an intention in it.

"Style is the grammar that permits us to see in the concrete
an intention.,"

(Raffell, 1974, p.1l65)

It is possible to see Breath as a style of theatre that takes style
itself as its topic. It forces its audience to question what it is that

they will consensually agree upon to count as theatre,

Of sculpting, Taylor (1966, p.184), says:

"The sculptor elicits from nature a possibility which nature

already includes, but which nature includes indifferently

along with that total range of possibilities whereby stone

is marred as well as made. The artist discovers form, he

does not make it, but it is he, not nature, who constitutes

the rule by which his discovery can be acknowledged. What

he thus sets free is what art has requred of stone, what

stone, which is silent, is without capacity to require of

itself."

A work has style whether or not that style may be compared and deemed
shared with other works. A work has style it is never simply in a style.
Style belongs 'more to the dispositions of men than it does to objects;

it only derivatively belongs to things and then only as these dispositioné

have generated them'.

Style is a method of production in a thing, it is invented never found,

and, were there to be no works of art, then there would be no style.



That style exists only as a feature of the work displays one rule of
aesthetic talk and that is 'concentrate on the thing itself'.

"The beauty of art is that it is what it is - it makes itself -

and thus stands as an icon of the intention which calls it

into being. Style is art's method of showing that the differences
it makes iy controlled neither by God nor things, but by

itself., Art exhausts itself because it continually reproduces

it self, it continually asks of itself that IT and it alonec

make the difference it is".

(Raffell, op.cit., p.166)

Style as grammar allows us to concentrate, not on the object in a
mystificatory way, but on the social relations which in a deep sense,
constitute that object as the sort of object that it is. It places the
action and the audience in their proper constitutive place, allows
concentration on the uniqueness of a performance, rather than its position

in a classificatory scheme, and considers art as usage not object.

The constitutive role of the audience is naturally stressed in the
theatre more than in other arts. The fact that the performance is made
anew each time that it is played to a different audience means that
providing cues for the style of participation of that audience must be

especially attended to.

Style is the concept which, a propos theatre, offers itself as
mediator between the intended audience's actual life and the artists work.
It is through consideration of style and appreciation of the conventions
available at any particular period to be called upon in displaying a certain

style, that the drama may communicate to its audience.

The style of a performance is made through the relationship between
the audience for whom it is played, the manner of the staging and playing

by the performers, and the intentions of the author in presenting the
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seript that he did. ('Intention of the author' is to be read, not as
asking for the definitive statement of what an author really meant,
which it would, in any case, be impossible to fully recover, but some
version of what an author could have intended; that there was such

intention is the essential point).

The script may act as a constraint on the possible ways of performing
a play but it by no means wholly dictates the style - Monty Python playing

Shakespeare confirms that.

Style is constituted through such relationships and, at the heart
of style resides some notion of aesthetic distance. That is, the extent
to which the audience is reminded of the play as fictive experience and
the manner in which it is excluded or drawn in to become part of the

theatrical evenri in a particular way.

Burns (1972, p.14-18), isolates three ways in which reality may be
set in the theatre, naming them aé first:
"....let's pretend this is reality; the second 'this is a plausible
alternative reality closely akin and possibly alternative to the one

you acgept in your particular lives; the third 'let us together make

this a reality that overrides any other possible reality',

Examples of those types are the medieval mumming plays which set the
scene by a straightforward:
'Here be I, St. George, an Englishman so stout'...; the realistic theatre
of the late 19th century; and the 'new' theatre of such groups as La Mama
and Living Theatre, who present rather than re-present actions on stage,

and whose on-stage and off-stage lives they attempt to keep the same.



Burns is right in stating that:

"Behaviour is not theatrical because it is of a certain kind
but because the observer recognises certain patterns and
sequences which are analogous to those with which he is
familiar in the theatre",

(op.cit., p.12)

A definition of the situation (viz. McHugh, 1968), is perpetrated
through the achievement of a consensus between all the participants in
the event. Consensus does not mean that each individual could articulate
fully, and in exactly the same manner as any other individual present,
what exactly was 'going on'. What it does mean is that an individual can
interact without the assumptions on which his actions are founded, and
therefore the actions themselves being sanctioned by those co-present,
because they are perceived as being based at some point, on conflicting

readings of the situation.

As McHugh discusses, 'concord' and 'involvement' in a situation arise
not through explicitly expressed constraints, as for example, with bye laws,
but are 'part of an emergent process which takes place during the course

of interaction on any occasion’.

Burns' three levels of setting reality concentrate on how the actor
sets the nature of the illusions. We wish to take this idea further and,
using the notion of style as intention displayed through performance, and
the establishment and institutionalisation of aesthetic distance as a
crucial part of style, examine the ways in which the styie of participation
in performance, by all those involved in such an event, is negotiated in

particular instances,
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We shall be using style in a somewhat different way from Burns,
who tends to emphasise style as independent variable. To use Rosenblum's
point (1978, p.423).

"1 assume that standardized ways of doing things produce a
given style, But .......... I believe that shared agree-
ments are not independent of more basic features and
structures of social life., Rather, shared agreements arise
from basic social structural arrangements on the one hand
and shape them on the other. In other words I .,...... take
the simultaneous reciprocal influence of social structure
and institutionalised understanding into account',



Looking at the historical forms of the drama (viz. Chapter 2),
and concentrating on English theatre since the Guild Cycle plays of
the 13th century, there would seem, in accordance with Burn's scheme,
three general types of theatrical enterprise which we shall term

polymorphic, mimetic and intrusive theatre.

They are ideal types of the methods of making a theatrical event,
methods that are concerned with what may be basically seen as the
institutionalisation of Self-consciousness and the accomplishment of
social and aesthetic distance. Aesthetic distance, not in the sense in
which it is generally seen as functioning in the theatre - as some force
which separates the audience from actual contact and involvement with
the actor whilst at the same time causing the audience to 'suspend
disbelief', but as:

",..the primary structure of performance and arising with the

phenomenon of recognition, the doulle assertion "I am me - I

am not you' made by both actor and audience. The relation

is one of internal negation., It is therefore aesthetic

distance which separates them, but without this separation

they would not be who they are, actor or audience; there

would be no world of the theatrical. Aesthetic distance

creates the unity of the stage world by separating the

beings in that world and repersonalising them into aspscts

of a single being who is alone-together-in-the-theatrical,"

(Herr, 1971, p.113)
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Polymorphic Theatre is a theatre of variety such as that seen in

Elizabethan times with the plays of Shakespeare and Jonson, in the Music
Hall (Elizabethan audiences' expectations of the theatrical experience,

incidentally, included clowns and music), and Brechtian theatre,

It is characterised by a plethora of settings. The staging area -
that area open to use by actors - may be a small platform surrounded on
all sides by spectators, or a picture frame stage whose proscenium
boundaries may be broken by the actors walking out onto an apron or down
the aisles between the seated audience. The actors are thus embedded in
the audience in a number of possible ways and the audience itself is

expected to handle the switches accordingly.

It is worth noting that an 'intimate' auditorium with spectators close
to, and surrounding the acting area is by no means necessarily on a smaller
scale than, for instance, the Victorian proscenium arrangement. The Globe,

for instance, had an audience of about 2000 according to Styan (1967, p.27).

TKirn oo

Spéééhiﬁ;§ be 'realistic' - as spoken in everyday life, it may be
highly rhetorical and the actors may burst into song. Similarly,
gestures and costumes cover a range of modes and there may be use made
of other media, such as film, during the performance. Simultaneity and
multi-focus, rather than the linear presentation of materials, characterises

this theatre. The script of the performance will be open to change and



adaption as the audience/actor relationship is one that allows for face-
to-face and verbal interaction. The play is re-authored at each playing
in a way that is impossible in strictly miﬁetic theatre. There is no
attempt to hermetically seal the stage world from the world of the
spectator but the sense of theatricality, that those present are engaged
in such an undertaking, is constantly stressed., There is no desire to
delude the audience, to present them with an illusion of life being lived
on stage, but an underlining of the performative nature of the occasion

and that that occasion requires the audience's collaboration.
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Mimetic Theatre is the type that is most often meant when people

nowadays talk of the theatre. It is the 'orthodox' theatre with a
specific building set aside for performances and architecturally split
into separate areas. The auditorium and the stage are literally and
me taphorically split from one another by the ultimate framing device

of the proscenium arch.

The historical context of the proscenium arch 'realistic' theatre
has been given in an earlier section. The manner in which this constrains
the possible styles of playing needs to be mentioned.\ Firstly all the
spectators are forced to have the same view of the stage and the actors,
Unlike polymorphic theatre, when perspective changes with audience position
and the actor's choice of movement, the proscenium arch theatre presents

a uni-dimensional view of the stage action within a picture frame cynosure.

The differences between the actors' mode of representation in poly-
morphic and mimetic theatre may be elucidated through consideration of
differences in modes of signification. The origins of the theatre itself
may be seen as explicable in semiotic terms:

"Once signifiers grew distinct from things signified that

is, oncathe symbol was operative in man's consciousness,

it became possible for man to set for himself the task

of representing a perceived, objective reality., Art and

theatre as we understand these terms, grew to be a distinct

possibility."

(01f, 1971, p.1l04)

To use Pierces' terms specifically of modes of acting (as given in®
Wollen, 1910 p.122, and see Hawkes, 1977, p.l124, for discussion): An Icon
'is a sign which represents its object mainly by similarit& to it, the

relationship between the signifier and signified is not arbitrary but is
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one of signification'., An index is 'a sign by virtue of an existential
bond between itself and the object; so a man with bowlegs is a jockey,

and a weathercock is a sign (index) of wind direction,'

The actor playing in a proscenium arch theatre is removed from the
audience and must play his part by imitating life's actions on stage.
He is an iconic actor. The deep embedding of the actor in the audience
in some examples of polymorphic theatre - e.g. thrust, means that he
must use every part of himself., His back must portray his message as well
as his front, to the audience with such a view. He cannot perfectly

represent everyday life actions on stage but must communicate indexically.

The proscenium arch theatre promotes an essentially unitary response
from the audience whom it attempts to engage emotionally rather than in
any other fashion, It works generally to a set script and text and
discourages awareness of the theatrical medium itself - even the audience's

watching is ignored.

It depends mainly on naturalistic and realistic playing on life-1like
reconstruction on stage of what could happen elsewhere. There were no

such constraints on polymorphic theatre,.

Setting and text in this theatre work together to firmly bound the
occasion., The play is set up as a self-contained, autonomous, beginning-
middle-and-end artwork with a linear narrative structure which is itself
meaning - bearing (semiotic), independently of the contents of the story it
communicates, The play space may not be invaded by the audience or vice-

versa.
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Intrusive Theatre is that theatre which is characterised by such

undertakings as Agit Prop theatre (in post Revolutionary Russia for example),
Environmental'rheatre and Happenings. It often precisely attempts to
fight institutionalisation of any kind and gains some of its impact from

the audience's and the actors' ignorance of ‘'what will happen next'.
24

It includes the audience in a radically different way from either
polymorphic or mimetic theatre in so far as they are ideally, extended
the ability to participatewm-ivly in the event. In other words they may
lay claim to the authorship of the performances on a par with the actors

or the dramatist (if used) himself.

This means that intrusive theatre must call into question the
very boundaries between theatre and politics, art and life, performance

event and social event, and stage and auditorium.

There is generally only a minimal script worked out, if at all,
and no particular theatrical space set aside except as it is used on

that particular occasion,

Literature about Happenings has tended to be in the nature of 'angry
reaction', This may be explained by the fact that whereas mimetic theatre
in particular has fairly rigid standards for what could count as an
adequately produced representatiomﬂact, intrusive theatre lacks such a
code, :

"The new theatre offers us an aesthetic experience for which

we have no corresponding critical vocabulary. Because it is

unlike traditional theatre, painting, sculpture, dance and

music, the familiar locutions of these arts cannot either

describe what's going on or provide criteria with which to

evaluate it."

(Schechner, 1969, p.145)
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Happenings do have certain similarities in production, they have
'generally had in common a physical crudeness and roughness that
frequently trod an uncomfortable borderline between the genuinely primitive
and the merely amateurish, This was partly intentional, due to their
relationship with action painting and so-called junk sculpture, and partly

the inevitable result of extremely limited finances,' (Kirby, 1965, p.1l)

Kirby offers us a theoretical base for distinguishing this intrusive
theatre which has a 'compartmented' structure from traditional theatre

(mimetic and polymorphic) which makes use of an 'information' structure.
y p

To comprehend traditional theatre: 'We need information in order to
understand the situation, to know who the people are, to know what is
happening, or what might happen, we need information to 'follow' the play,

to apprehend it at all' (ibid., p.13).

Intrusive theatre with its compartmented structure is based on the
arrangement and contiguity of theatrical units that are completely self-
contained and hermetic. No information is passed from one discrete

theatrical unit - or compartment - to another.

Schechner gives us 'Six Axioms for Environmental Theatre', (1968, p.157)

which provides an example of intrusive theatre where 'you don't 'do’ the
play; you ‘'do with it' - confront it, search among its words and themes,

build around and through it...and come out with your own thing." (ibid., p.180)

These axioms are:
1. The theatrical event is a set of related transactions (it includes
audience, performer, text, sensory stimuli, architectural enclosure -

or lack of it - production equipment, technicians, and house personnel

when used)).



All the space is used for performance, all the space is used for
audience.

The theatrical event can take place either in a totally transformed
space or in a 'found space'.

The focus is flexible and variable.

All production elements speak in their own language (there is no
reason why the performers should be the most important element).
The text need be neither the starting point nor the goal of the

production. There may be no text at all,

Agit prop theatre and environmental theatre attempt to establish

themselves as an alternative reality, to present a viable alternative form

of life for their audience. They are not content to remain as a

strictly bounded 'cultural' event which the audience comes to, watches and

then leaves (viz. Bradby 1978), Such theatre is intrusive theatre on the

grounds that it incorporates the audience into the world of the performance

and thereby deals with aesthetic distance in a particular way,

What distinguishes these three types of performance is the way in

which the relationships between:

Performers

Audience Text /Action
\k__\
Space

are handled.

Polymorphic theatre included the audience but offers it constant

reminders of the theatricality of the situation.

Mimetic theatre tends to exclude the audience from the circle of

relationships altogether,



Intrusive theatre includes it to the extent that it questions the

limits of what counts as performance.

The relationships of the other elements of the circle besides
audience will also change with the type of theatre. Taking style as a
central organising concept for types of theatre certain areas suggest
themselves for detailed consideration, That style is being used as such
a central concept means automatically that the forms of the theatre will
be considered simultaneously. The form sets the structured opportunities
for a particular mode of participation in a performance and must be part

of any analysis based on style.

In Chapter 4, I note some features of authorship and authority liable
to vary between styles of theatre work and examine in detail how one
author provides us with a display of what authoring as a task involves
through an account of his work, I consider how he describes his
relationship to the play-being-written, the autonomy of the text once
authored, how he presents authoring as a moral undertaking inseparable
from a deep consideration of the potential audiences for the play-performed,
and how this is used as an explanatory factor in talking of the tension

between author as entertainer and creative artist.

Chapter 5 deals with the director's part in mounting a theatrical event.
The advent of the director was tied to specific modes of dramatic presen-
tation and I look briefly at the history of directing as a profession
again using mainly one director's account of how he sees his position in
the theatrical team, I look at his description of his perceived relationship
to the text, to the potential audience, and to the actors during the rehearsal

period. The rehearsal process is examined and those features of a situation

which make it recognisably a rehearsal rather than anything else are explored.
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Finally, I look at how the director also uses the vocabulary
associated with acting as art rather than craft and how the director's
intention and audience's perception dialectically construct the style of
the play which thereby effectively functions as a celebration of member -

ship in a community able to successfully accomplish dramatic performance,

Chapter 6, concentrates, not on a particular Thespian, but on the
mounting of one particular production which I observed from the beginning
of rehearsals to the first week of its public performance. The processes
of authoring, directing, and rehearsing a production are considered again
but the ways in which the particular physical and social context of a
specific play structures the opportunities for the style of performance
provides the central concern, The play considered is an example of
polymorphic theatre. How convention is used as a basis for spontaneous
interaction and allows also the self-distance crucial to any playing is one

topic considered in t he chapter.

Critics through their criticism provide accounts of the theatre
readily available to the public at large and chapter 7 considers these
accounts, not as substantive reports of a particular occasion, but as
constitutive of theatre as topic., The history of criticism is briefly
looked at and one review examined in depth as a report of adequately
accomplished theatre talk, noting, for example, the criteria formulated
for judging the success or otherwise of a theatrical enterprise, How
criticism treats theatre as a literary product rather than a performance
process and how features of criticism-as-news constrain its format are
particularly considered, whilst exploring the interview with a critic and
various accounts of Thespians by critics, displays the rhe torics available

to both for discussing their relationship.
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The final chapter is based on data collected during participant
observation of a fringe theatre group operating on the London under-
ground system. Through a consideration of the production of a performance
which takes place outside the standard theatre building and is an example
of intrusive theatre as it calls into question, for the audience, the
boundaries between fact and fiction., I look at how such boundaries are
achieved through specific situated work carried out to provide features
able to be picked on as warrantable features of a performance of some
kind. The previous chapters have been concerned with how people consciously
involved in theatrical enterprises of one sort or another accomplish their
work, I turn now to look at the sort of features of a situation that are
necessary for people in that situation to acknowledge it as staged in some
way. I study how a context is provided in which it becomes sensible to say
that there is a dramatic performance going on and how the very fictitious-
ness of a fictive enterprise is constituted through interactional interpretive

processes.



Chapter Four

PERSPECTIVE AND METHOD
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Perspective and Method

Me thodological Assumptions

In contradistinction to those authors who have accepted 'culture'
as a self-contained system and focused on the ways it is related to
social structure - be they asserting that 'culture' and society are
autonomous systems evolving independently, that social structure creates
'culture', or vice versa, (see Peterson, 1975, for an alternative
'Production of Culture' approach), this thesis explores the manner in
which a 'cultural' phenomenon-theatre - is practically constituted through
social interactional work. It offers an account, not of what theatricality
does in a society (functionalism), or for an individual (psychologism),
but how sustaining the very idea of fictional experience is a technical
Job of practical reasoning for members who must establish and display the
constitutive conventions involved in Thespian art, to get an event

recognised as an instance of a dramatic performance.,

Theatre is approached, then, not as an historical institution whose
existence may be unproblematically chartered, but as a practical accomplish-
ment of the interactional procedures between individuals. Guided by the
pragmatic attitude of everyday life people consensually negotiate
boundaries in each instance between what is to count as a fictive display
and what is to count at - fact and, in maintaining a sense of bo?ndedness

they extend to the theatre its very existence.

The aim is to look at theatre not as a prc-wstablished entity but as
constitutive procedures and to explore theatre as a topic rather than

define it as a field.
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This aim both sets the empirical locus for the study and determines
the methods of inquiry. That my interest lies in how psople actively
agcomplish a sense of theatricality means that my analyses will be
essentially synochronic and take instances from the contemporary stage,
That the theatre has an institutional history which will effect an
individual's stock of knowledge, conventional expectations of the
theatrical, the texts; roles and buildings available, and thus what may
be accomplished at any particular historical moment means that its

diachronic history is not ignored.

I rely on my member's knowledge of what and where theatre is to
place myself in a situation where such constitution is undertaken, As a
competent member of society with, furthermore, a biographical history
which includes a knowledge of the theatrical enterprise from the point
of view of amateur actor, director and author as well as audience, I am
able to follow the cues available to any other competent member directing
me towards a theatrical occasion (though I may be one of an audience with
privileged knowledge of the theatrical status of an event, see Ch, Four),
Once in the setting, however, it is possible to 'render strange' that
setting and its activities in order to explicate members' artfulness in

producing the event as they do,

This is done by partially bracketing the taken for granted assumptions
on which the natural attitude is based. There may only be a partial
bracketing as Heap (1977 p,180) points out:

"As an essential resource 'what everyone knows' cannot be put
out of use even when it is rendered topical'.
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Schutz (1962 & 1973) provides a full discussion of the natural attitude

as the framework within which we interpret our commonsense world (see

also A, Gurwitch, 1962, and Garfinkel, 1967), but for my purpose it is
sufficient to note that a bracketing of that framework involves suspending
belief in such things as the reciprocity of perspectives, etcetera clauses
and normal form typifications, to get at what Garfinkel calls 'the socially-
sanctioned-facts - of life-in society that any bona fide member of the
society knows'., The natural attitude works with the taken for granted
assumption that our fellowmen are confronted with the same world as we

are and that we may orient our actions with regard to what we assume to

be their view on the basis of the interchangability of standpoints., In
holding this belief in abeyance we may take as a topic of examination how
it is that we produce a stable world which we assume will be there tomorrow

much as it is today.

The etcetera clause refers to the fact that rather than demand
the impossibility of fuliy explicating all our actions, we let things
pass in everyday interaction on the assumption that they will begome clear
to us as the interaction progresses, As Weider puts it:

"The etcetera clause refers to an unspecified condition of
rules-in-use wherein present ogccurrences which were 'unforeseen

in' or 'unpredicted by' some prior formulation of a rule or
agreement are none the less brought under the auspices of

that rule or agreement and are seen by witnesses to the
ogcurrence as being in compliance with that rule or agreement.'

(1974, p.173)

Normal form typifications concern the fact that people respond to
the perceived typicality of events, It is impossible to have a complete
first hand knowledge of every single thing or person.with whom we must

work so we base our actions on typifications of those things and people.
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We also assume that if we act in typical socially approved ways, which
involves our assuming that others conduct themselves similarly, then

we will obtain our objectives,

I mention Schutz in connection with the suspension of the natural
attitude but the present analysis differs from his enterprise in so far
as I do not attempt to locate meaning in the individual consciousness
as a metaphysical quest but am concerned to show how meaning is displayed;
that the objective features of the social world are a function of 'the
interpretive procedures by which that world is assembled and accomplished

in concrete, ongoing, social situations'. (Heap and Roth, 1973)

The aim of this work is not to provide a list of the formal criteria
of theatricality or an inventory of the necessary features for demarcating
the theatrical from the non-theatrical, but to display how the orderliness
of the world is 'a contingent, ongoing accomplishment' and how a sense

of theatricality is one of those accomplishments.

That people do construct and recognise theatrical occasions with
order and ease is evident. My interest is in how that order is constructed
through reliance on 'unstated, seen but unnoticed background expectan-
cges', and the calling up of norms, rules, recipes and rationales as
interpretive devices which serve to constitute the nature of the ongoing

action and explain it as rule governed,

This desire to record instances of theatrical occasions means that
observing a company over time, as would be necessary for researchers
interested in, for example, establishing some notion of the 'norms' of

Thespian activity, is unimportant except in so far as a researcher may
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be helped in gaining &ccess to particular events through establishing

a personal relationship with an individual or group.

Whilst any theatrical endeavour could have been studied in this
way I specifically chose theatre where marking the boundaries of the
fictive enterprise relied largely on face-to-face interactional work
rather than on a highly structured physical context as with proscenium
arch arrangements. These productions work with a rigid physical
separation of actor and audience and the latter group are in the dark
and silent. The physical context itself imposes a very particular
interactional pattern onparticipants, one which limits their possible
actions in a fashion other theatrical ecnterprises do not. They cannot
easily be observed by a researcher because of the lighting arrangements
and their silence during performance precludes the production of situated,
verbal, recordable accounts - the researcher would have to concentrate

on 'interval talk' for such verbaliproductions.

Both polymorphic and intrusive theatre also offer more scope for
observing participants with ease and, as the very nature of the enterprise
is one that tends to breach some of the generally held norms and expec-—
tations about what is involved in a 'trip to the theatre', the versions
that the actors involved in such enterprises provide of what they are
doing is a more self-conscious version of theatricality than might be
obtained elsewhere. I have limited my field work to these two types -
chapter 9, for example, deals with a theatrical enterprise that to work
relies precisely on breaching everyday life expectancies in the same way

as the experiments of Garfinkel already mentioned.



- 113 -

The data required for the study then, comprises recording of the
accounts produced and the contexts of their production. Implicit in
my approach as outlined so far is the irremediably indexical and
reflexive nature of accounts, That is to say that an account is always
tied to the social occasion of its use for its sense but equally gives
that context its sense. I take members accounting practices to be the

very foundation of social order.

These properties of accounts have certain consequences for the way
in which the study is undertaken. The meaning (verbal and non-verbal)
productions of members may not be taken as neutral and objective descrip-
tions of behaviour but are part of that behaviour in that they define,
justify, rationalise, ironicise, criticise and otherwise interpret and
define that behaviour., Talk is not used here as an empirical existential
account of the world, Accounts do not simply refer to an empirical
reality but establish that reality and, there being an infinite number
of ways in which such reality construction may take place, there are an
infinite number of possible accounts of any one situation., Such a
position escapes the charge of relativism as, although there are an infinite
number of possible statements, talk is an intersubjective undertaking
and there will be a limited number of interactionally acceptable ones.
Anyone could say anything to himself but to have it accepted as a reason-
able saying by any other member would require that it persuasively
demonstrated the rules-in-play for verbal productions of a particular

spsech community.

It follows that the notion of bias in interviews is not one that is
interested in seeking to fault an individual's description of an event
by checking it against the assumed self-presenting empirical 'facts' of

the case. Taking accounts to be members' ways of structuring their, and
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others' worlds, the interest would be in how different accounts produce

different possible orderings.

It will be noted that this is a radically different enterprise to
that outlined by Becker and Geer (1957) in regard to participant
observation and interviewing as sociological methods.

"Participation makes it possible to check description

against fact and, noting discrepancies, become aware

of systematic distortions made by the person under

study. Such distortions are less likely to be discov-

ered by interviewing alone'.

(ibid., p.139)

The desire for contextual knowledge through observation as stated
by Becker and Geer is to enable the researcher to know whether an
individual's descriptions are true or false, Becker and Geer work
with the assumption that language captures events in the world through
descriptive work whereas I take descriptive work as productive of that
world, without the distinction between accounts/world that the former

position accepts.

This thesis dispenses with judgements predicated on such correspon-
dence theories and, rather than adhering to an absolute true/false
dichotomy deals with a consensus notion of truth where accounts may be
taken as more or less persuasive rather than more or less true. Narration

and scene are not discrete but mutually determinative.

As sociologists we may ask questions of the methods of talking
directed to pulling out and explicating the presuppositions on which a
specific conversation is based which are not asked in the course of

everyday oconversation. That such questions are not asked/askable in the
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course of natural discourse stems from the fact that there is a
divergence of interests between the sociologist's concern for the world
and the pragmatic concern which governs the world of everyday interest
(Garfinkel, 1967), and because 'having a conversation' imposes constraints
of a temporal nature, For instance, a question demands, not only an
answer, but an answer following without unreasonable i.e. unaccountable,
pause, At least one speaker must speak ( viz. Sachs and Schegloff, 1973,
on adjacency pair sequences), and any pause is taken as significant. A
claim made to the effect that it was a pause merely 'to listen to what
was said' would, presumably, leave open a definition of the pauser as,

at best, socially incompetent or, at worst, partially deaf and not a

suitable candidate for a hearer,

A further concern of the sociologist is the problem of treating
his version of members 'answers to his questions as his description of the
domain to which those guestions refer - which is itself a constituted
domain. Zimmerman and Pollner answer this by averring that:
"The common sense methods for making features of the
social world observable must be subject to investigation
as phenomena in their own right rather than alternatively
relied upon and criticised through the course of
sociological inquiry".
(197C, n87,see also Sachs 1963 for a
discussion of the problem,).
In the present work we extend our concern with talk beyond its status
as offering a description of, for example, authorship, to include it as
an example of doing, and what is done with, description. Cicourel (1973),
offers an initial text on the interpretation of dialogue in an ethnographic

context and a discussion of interpretive procedures which are relied on

in interpreting data and which make the sociologists' accounts a gloss

dependent on those unexplicated procedures.
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The features of indexicality and reflexivity are pertinent, too,
to the status of sociological accounts. Accounts such as this thesis
are themselves attempts to make sense of the world and as such
must also be open to study. The status of this thesis as effectively
an account of accounts is different from any member's account in that
it is explicitly cognisant of the reflexive and indexical nature of
accounts and presents itself as structured according to accepted
sociological practice. It remains a description of a setting which is
removed from the context and as such can only have a narrative relation-
ship to the social situation to which it refers. One of our concerns
must therefore be the nature of sociology as a narrative enterprise,
Sociology makes its sense through telling stories about the world and
those stories will be forever unfinished in one sense (there could always
be another story told about the phenomena studied), because of the
essential incompleteness of analysis; its inability to reproduce the
phenomena. There is no remedy for this but as Mehan and Wood remark
in discussing the varying enterprises that have gone under the label of
ethnome thodology:

"...this need not be a reason for abandoning entirely
the attempt to talk about things. Awareness of the
essential incompleteness only changes our conception

of how thoroughly talk captures phenomena."

(1975, p.174)

I have not thus far classified the approach to this thesis as an
ethnomethodological one. This is a deliberate ommission as, although
there is an obvious and great dependence on writers whose work have
already been cited such as Schutz, Garfinkel, Zimmerman and Pollner,
ethnomethodology currently covers a number of approaches from the

breaching experiments of Garfinkel, to an examination of the internal
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structural arrangements of conversation itself (Sacks, 1974) to McHugh's
programme of exploring reflexivity as a form of life and his faulting

of assumptions that language describes any phenomena beyond itself or
that the reports he writes are necessarily about any thing other than
themselves (McHugh: 1970, see also McHugh, Raffel, Foss and Blum, 1974).
The term ethnomethodology does not provide any particular clarification
and I have thought it best to let the work itself display its method
rather than relying on a categorisation that is itself muddled to carry
the burden. For works that have been elementally formative for my
approach in this thesis, though I c¢laim to follow none precisely, the
reader is referred to those works cited above and also Flmer et al, (1972)
Cicourel (1964, 1968), Heap and Roth (1973), Silverman (1975), Mehan and

Wood (1975), Torode (1974).

The criteria for acceptable sociological work, the ways in which
the story must be told to pass as an adequate academic enterprise, expli-
citly revolve around such notions as systematicness, thoroughness and
originality. This produces a tension between presenting field work, for
example, as it was actually done and presenting it as it would have been
nice to have done it. Academic reports are retrospectively ordered
presentations of what is often haphazard and disorganised work. The
tendency is for writers to remove all professionally discrediting incidents
(the sociology of science provides several recorded examples of this

"retrospective falsification', see for example Barber and Fox, 1958).

The appenaix I offer (see pps323-502) consists of transcripts of
interviews I carried out as part of my field work. I have included in

them all the sequences - Lhe jokes, introductory chats and so on, that
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were necessary to get the conversation started or keep it going rather
than offering '"tidied up'" versions of what actually happened. The
field notes I offer are for recording the observer as well as the setting

and those observed.

The necessity to manage the interview situation competently as a
sensible conversation whilst being aware of the ways in which people can
be forced to verbalise ideas which stem from the interviewers' prompts
rather than their own methods of organising their talk presents another
problem in interviewing. If asked presumably any Thespian would be able
to verbalise a fu.. theory of acting to satsify the interviewer, displaying
little more than that people are capable of so doing. Mehan and Wood
(op.cit.) describe one instance of an unsuccessful attempt to obtain

self-organising descriptions without the structuring of interrogation.

While I have included those interviews relied on most heavily for
the preceeding work - interviews such as those with the author Tom Haddaway
of Live Theatre, or with Michael Billington the critic, and have included
some interviews from all those groups which I mention in the main body
of the work, I have omitted others and some of my own notes, This is on
the grounds that they relied so heavily for their sense on the context
in which they were spoken that their reproduction here to an audience

unfamiliar with those contexts would be unhelpful.

I am thinking particularly of those rehearsal sessions when a good
deal of communication relied on gesture rather than speech and of those
occasions, such as the lunchtime sessions in the pubs in between rehearsals,

when the number of people speaking together, and the amount of the talk
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which concerned general topics not immediately relevant to the topics
raised in the thesis, made the transcripts virtually indecipherable to
anvone without an extensive knowledge of both the personal characters
of those speaking anc¢; their friends so frequently mentioned in these

sessions.

I have, however, included a number of interviews where there were
more than two people present_(those being the most easily understood by
a first time reader) both because I believe to some extent where the
speakers included a number of theatrical practitioners as well as myself
as sociologist, the speaker is, at least partly, constrained to direct
his talk to those practitioners and thereby keep within the confines of
accepted Thespian talk., Th{re can always be an answer to any question
but if that answer is directed entirely to me as naive participant in
the theatrical world then the interviewee may use explanations geared
more to my interests than his perceptions in a way he would not 4y if

surrounded by his colleagues,

And also because although the transcripts of naturally occurring
talk present a picture of the structure of speaking which 1o00ks so
confused that many initiates t¢ linguistics find it hard to believe it
provides a true record of how we speak, the fact that this natural talk
provides such a contrast to dialogue scripted for use in dramatic plays

is itself an interesting point which could well be explored further.

While scripted dialogue for dramatic purposes is accepted as a
realistic portrayal of how we accomplish talk the gulf between that and

how we actually do talk to each other is immense. Even in plays written
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apout those who could be said to be suffering from a certain incompetence
at communicating and in which particular attention is paid to representing
a realistically stilted conversation (see any of the Pinter plays for

example) the difference remains vast,

A recent work by Burton (1980) precisely explores that gulf and some
of its implications and I include a number of interviews here if to do
nothing other than provide material which could be used in a direct
comparison of the way that people talk and the way it is generally

accepted for dramatic purposes that we talk,

The thesis itself is a species of 'analytic description' to use
Lofland's term, It "accomplishes its analytic aim through the use of
concrete, detailed, description of empirical matters'. (1971, p.1l29)

In providing a concrete, detailed description of such matters I have
obviously structured that which I have observed and to which I have
listened, to formulate a sensible, reasonable, persuasive story. This
necessarily extends meaningfulness to such things as '"a grammar of
theatricality' which are mentioned, but this is not to be taken to imply
that such a grammar exists in the world, or members' heads independent

of its display in practitioners' accounts,

As with Weider's convict code (1974) we abstract a pattern from
ongoing reality but this is not to be taken as a taxonomy with intrinsic
meaning except as that meaning is realised in the everyday life of its

adherents, Torode, in a paper entitled ''Sociology as Writing'" remarks that:
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"The structure of a sociological text is a formal convention
imposed after the event on a pattern of unstructured or
differently structured material and ideas in the writer's
mind.,....its obligatory styles are not merely ornamentation
but positive barriers to communication which deliberately
maintain the superiority of the sociologist, for example,
over those he studies.,"

(1970: vol.7, p.41)

To distinguish the sociological enterprise from any folk project
is not a case of claiming superior 'knowledge'; discovering the meaning
of customs for which the members themselves have no explanation; or
offering prescriptions for how members could somehow do something "better"
than they do; but is a4 case of self-consciously revealing its own working
and the manner in which it presents itself as it does and, taking full
cognisance of this, offering a description and interpretation of some aspect

of the social world.

I offer now a history of the research process noting the ways in

which my observations were made and my data produced.
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Establishing Contacts

Having decided that my interest would be in theatrical enterprises
which allowed a good deal of face-to-face interaction between audience/
audience and actor/audience, Fringe theatre, i.e. theatre working outside
the large, established commercial theatres, generally small and often

peripatetic, seemed an obvious choice for my field work,

I personally knew one such group based in Durham and working specifi-~
cally with children and was able to observe this company's performances
at a number of schools and other venues, The University éollege dramatic
socie’ Les also offered scope for field work and I followed one particular
venture of a 'Happening' for the week of its performances. These were
my first two studies and, mainly because the data collected was rather
sketchy and the VTR and tape recordings difficult to transcribe in the
case of the young children's theatrc, where shrill, short comments were
the order of the day, and impossible to decipher in the case of the
'Happening' which involved participants bhuilding objects with hammer and
nails and playing on an inflatable air bed, neither of these studies is
used. One danger of field work is that in aiming to produce a systematic
study the pressure is to chose systematic social settings and the idiosyn-
cracies of the social world risk being glossed over. The desire for

ordered data tends to direct research to reasonably orderly settings.

There is no easy or complete soclution to this problem. Having
decided against video-tape recording (see also p.l27) however, the flex-
ibility with which I could observe and tape record was greatly enhanced
and my ability to make field notes, and transcripts of whatever recordable
conversation occurred meant I was less constrained by a desire for such

orderliness.
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I wrote to the local regional Arts Association, eight university
drama departments and several personal contacts in the theatrical world
for lists of the fringe companies and their addresses, and then wrote
directly to a number of such groups explaining that I was studying for
a degree in sociology and was interested in how they, as practitioners,
and their audience, 'constructed the reality of a theatrical performance',
I also wrote to the National Theatre, the Young Vic and the University
Theatre, Newcastle, which I knew of as an audience member, I had read
an article on a Tube Theatre Group in a newspaper and rang the number

given to ask the leader, Ken Ellis, if I might follow him around.

I chose four critics from newspapers and wrote, with a similar

explanatory letter to that noted above, to ask for an interview,.

University contacts suggested Viv Daniels, actor with Joan Crawford's
Theatre Workshop, director, and presently at the audio-vis ual centre of
Hull University, as a useful source of information, and I again wrote
direct to him asking for an interview, I also wrote to Jonathan Miller
whose name I was familiar with to ask if I might sit in on rehearsals for

any production he was involved in.

Replies to my letters (except for the fact that none of the University
drama departments replied at all) were generally sympathetic, although
not always practically useful. Northern Arts provided me with six addresses
with three of whom - '"Live Theatre', '"Stagecoach" and "Manticore Theatre' -
I did some field work. Mike Leigh of '"Hull Truck'" was willing to be
observed but was working on a television production for the year and

Mr. Miller similarly was amenable but engaged in filming an opera and a
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series for the BBC. The National Theatre wrote back saying Peter Hall
(the director) was "inundated with requests of this kind and at the

moment we are having to say no to everybody.

I'm sorry I cannot send you the news that you would have liked to
hear, but I am sure you will realise that with a theatre only one-third
open life is not as we would like it to be, nor as it will, hopefully in

about a year's time, become."

This seemed to pay tribute to the idea that rehearsal work was

ideally an unrestricted endeavour.

The Young Vic, The University Theatre, Ken Ellis of Tube Theatre

and Viv Daniels were all willing to see me or let me see them.
I had only one reply from the critics and this was favourable,.

Of the transcripts which I have included, I have offered the data,
not according to the chronology of its collection but according to its
importance as a directly referred to source for the thesis. This means
that the first given transcript for Live Theatre, the Young Vic,

Tube Theatre or talks with critics are the crucial ones and the later
transcripts provide contextual information rather than primary source

material.



Collecting Data

I had explained my interests in the letters sent to each company
and once there if asked by anybody would try to answer their questions
as fully as possible. In fact saying that I was interested in "how
people negotiate boundaries between fact and fiction' was generally

sufficient.

As a sort of quid pro quo for their willingness t6 be observed I
tried to be as helpful as possible in what they were doing. I made
coffee, went 'on the book' (prompted), and even took one actor who was
suffering from a complete loss of his voice down to the doctors,_acting
as his vocal chords for the journey. I was always asked what I thought
of a performance and tried to give a constructive answer though I sometimes
found this hard as, although I had been at a rehearsal or performance, I
had been interested in features other than ones directly relevant to the
actors'/audiences' ideas of "success'" in performing. The purpose at hand
guides those features of a situation to which the researcher pays attention.
This is an initial structuring of the stream of events made by the

sociologist.

I also felt impelled to respond as an audience by, for example,
laughing (though neither I nor anyone else used clapping as a mark of
approval during rehearsals), whilst watching rehearsals. I also listened
sympathetically to various groups complaints about other groups, (actors
of management, actors of each other) though never divulged any of these
complaints to their subjects. I attempted to listen but remain 'uninvolved',
in the issues being discussed. This is not to be taken as 'uninvolved'

in the sense in which some sociologists would use this as a claim for
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objectivity, but as any socially competent person would constrain them-
selves for the sake of tact and confidentiality of knowledge gained in

trust.

I was throughout a known observer and made no attempt to be otherwise.
I generally walked round with a taperecorder over my shoulder and a note-
book in my pocket although I never took notes during conversations as 1
felt I could concentrate on what was being said a good deal better without
the necessity éf concentrating on writing down what was being said and that
this made 'having a conversation' more relaxed. As is obvious from some
interview transcripts, I also played down my status as 'academic' to the

same end of relaxed intercourse.

If I did not tape a conversation and 1 felt something important to
my project had been said then I noted it down in a quiet moment and wrote
it up at the end of the day when writing up my full field notes from the
rough jottings I had made whilst observing. It should be noted that
these field notes are inescapably edited versions of the situations they
describe and dependent on typical reportage work for their ordering, and

my interests for the features selected for recording.

Any interviewing I did conduct was informal and unstructured. I
let the questions I asked arise from the conversation and tried, though
I was not always successful, not to over-direct what was said. In cases
where I was going to have a single interview only with the peoplé/person
I did jot down some areas which, from the background reading I had done,
or other conversations I had had, I felt it would be useful to cover,
I did not actually refer to these notes during the conversations. When I

was working over a period with a group I sometimes noted in the evening



- 127 -

questions and problem areas which had suggested themselves during the

day =~ either problems because I had not understood something or areas
that seemed to be problematic for the participants. I never, however,
read any questions from such notes I had made during interviews. This
desire not to overdirect interviews, (though as noted earlier it is
impossible not to offer some directions merely in order to keep a
conversation going), stemmed from my assumption that, if asked, anyone
could provide an answer to a question and present a coherent world view,
A view which was not necessarily at any time part of their everyday aware-
ness but merely producable in answer to a question, Recording naturally
occurring talk not initiated by me, and recording groups rather than
individuals on the assumption that people would thereby be constrained to
use a vocabulary and present a public image acceptable to the group, was
a further attempt to minimise the extent to which the data produced was

produced only for the sake of myself as sociologist.

All my interviews (except where obviously, and statedly, inappropriate,
e.g. Ch. 8), were done in the setting of the social world which they
described and were therefore connected to, and consequential acts for,

that setting.

I had planned to use video tapes as part of my fisld work and had
completed several hours film on Manticore, the Happening and Live Theatre,
One of my initial ideas had been to tape a performance or rehearsal and
during a replaying of the tape to the actors record their comments on
what they had been doing. This would patently have produced a retrospec-
tive description of the work but in so far as that itself would have been
studiable and, presumably, the vocabulary used in.description would also
be the vocabulary available to be used in the setting, data on members,
sense-assembling methods and their constitutive procedures in the setting

would be available on £film,
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In presenting "Live Theatre' with a showing of just such a tape,
despite continued exhortations from me to say: "anything they wanted

to about the film," very little was in fact spoken, they watched rather

than explicated.

For "Tube Theatre' and the '"Young Vic" and much of "Stagecoach' it
would have been impossible to do any filming at all on the technical
grounds of lighting during performances being inadequate, not being able
to get actors and audience in the camera's field of vision and also
because, although equipped with a portable video tape recorder it still
involved transporting a fair amount of equipment, (I had to carry the
television set as well to do replays of the tapes for participants),

which cut down on mobility and was costly.

Such technical problems are a part of further problems that may
seem purely technical but in fact raise a fundamental issue and that is -
the data emanating from any field work records reality but it is not, and
never could be, an unmediated recording. The problems I had in filming
the "Happening'" included the fact that although I used a wide angle lens
to record, as far as possible, 'all that was happening', I could not
position the camera to include an entire picture of the setting and all
the people in it - individuals constantly wandered out of view. Precisely
because I was using a wide angle lens the sort of detail I was obtaining
of facial movements, for instance, was frustratingly poor. Equally frustra-
ting was the fact that people spent a good deal of time with their backs

to the lens and often completely blocked its field of vision.

As a piece of film usefully recording interactional sequences, it

was woefully inadequate. To lend it the appearance of a professionally

executed piece of filming I could have used such devices as zoom shots
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which would have enabled me to pick out particularly interesting sequences.
Such common sense selection of instances of interaction would have

provided a version of events selectively edited by me and guided by my
concerns to record such data as 'people having difficulty handling their
part in the Happening and displaying this through routines of embarrassment.'
What such a fdlm would have effectively given me was a record of what I

wanted to find,

Luc de Heusch (1962) makes a similar point about the selectively
constituted nature of filmic reality in a survey of ethnographic and
sociological films prepared for UNESCO, While the camera may seem to
be the paramount technology for capturing 'what is really happening' in
an account freed from the impurities of language: ''we must accustom
ourselves to the idea that it is the picture of reality andnot reality itself.,"
(ibid., p.13 emphasises in original). All films, those guided by a
documentary impulse as much as any others; are irreparably socio-dramatic
and a construct of particular representational conventions. (For a paper

which discusses some such conventions see Worth & Adair '"Through Navajo

Eyes", 1972).

I decided that as I did not need data that provided a frame by frame
record of every interactional sequence, had I been able to get it, that
field notes based on observation and recordings would be sufficient for

my purposes,

The ease with which verbal data may be collected and stored in compari-
son to non-verpa l data provides another pressure in doing fieldwork and
that is to ignore non-verbal accounts. This I have overcome by obtaining

observation notes of such behaviour and both chapters 7 and 9 deal very

directly with accounts and features of settings that are not verbal.
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I found no trouble in getting people to talk to me or in recording
spontaneous conversations. The one objection I did have came from an
author, who felt tape recordings were an invasion of privacy, and this
was answered by promising to show him the transcripts - to which he did
not finally object, No-one else voiced any objections after I had given
a verbal undertaking to provide them with a copy of any material to be

published.

I generally transcribed the recordings as soon as I had left the
field and was back at my typewriter. My memory of recent conversations
helped in transcribing barely audible speech and fitting a name to the

different speakers in a sequence.

The analyses that form the body of this work are linked together on
the basis of the topic they treat, namely 'the theatre', and the entire
work is informed by a conviction that the way to approach the study of
social life is to consider it as a constantly accomplished process,
produced as it is through members' situated work of displaying and

detecting features of a setting.

I use the term 'theatre' here, and throughout the thesis, as a
convenient shorthand which refers to members' constitutive practices and
is not to be taken in any way as masking the emergent nature of a domain

which is always a 'reality becoming'.

Rather than a straight ethnography this provides what Zimmerman and
Pollner term a "methodography', which is to say as opposed to naming an
inventory of a setting's distinctive, substantive, features, the research
seeks for the practices through which those substantive features are made

observable. The setting is envisaged as an 'occasioned corpus':
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"From the member's point of view, a setting presents

itself as the objective, recalcitrant theater of his

actions, From the analyst's point of view, the presented

texture of the scene, including its appearance as an

objective, recalcitrant order of affairs, is conceived

as the accomplishment of members' methods for displaying

and detecting the setting's features. For the member

the corpus of setting features presents itself as a

product, as objective and independent scenic features.

For the analyst the corpus is the family of practices

employed by members to assemble, recognise and realize

the corpus-as—a-product'',

(Zimmerman & Pollner, 1970, p.95,
their emphasis)

This means that elements organised by the occasioned corpus will
be unique to a 'here and now' setting and not generalisable to other
settings. It also means that there will not necessarily be any standard
way of getting data:

"

...s.the procedures of the analyst radically depend on the
peculiarities of the procedures of the participants'.

(H., Schwartz, 1977, p.25)

The somewhat different approaches which the present chapters display
are seen as a point of strength rather than weakness, Each deals with a
particular aspect of the social world which has been brought into analytic
focus as the researcher thought best at the time., The mechanics of this
particular 'best' are given in detail for every instance and the reader
is left to decide how far a change in approach alters the research

endeavour,

From the outset I had thought to structure my work on the field of
the theatre around the formal and public designations of individuals and
groups involved in the Thespian world i.e. author, director, actor, critic

and audience., While chapters 5 to 9 may still be read with this ordering
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in mind - the chapter on the "Young Vic" pays particular attention to
the actors' activities and that on "Tube Theatre'" to the audiences
activities - it will be noted that chapters 7 and 9 use social situations

as their unit organiser while the other three use individuals.

To use a statement from Goffman that appears in the preface to
Relations in Public:

"The (...) papers that form the body of this book

deal with a single domain of activity and were

written to be published together.,....taken together

they do not purport to cover systematically, enhaustively,
and without repetition what is common to them. I snipe

at a target from different positions unevenly spaced,
there is no pretence at laying down a barrage, The

result is chapters but wayward ones,"

(1971:author’'s note)



Chapter Five

AUTHORSHIP AND AUTHORITY
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AUTHORSHIP AND AUTHORITY

Talking to an Author

We begin our analysis of the processes through which a dramatic
performance may be accomplished with a consideration of authorship.
This is done using an interview with one author - Tom Haddaway - who
has written plays for television and is closely linked with the Live
Theatre group studied in Chapter six. It is an attempt to 'listen’ to
what he says about his work in the sense of paying attention to the
world being displayed through his talk and taking seriously the claims

made in his speech.

Concentrating on the manner in which one author constitutes the
business of authorship does not deny other possible ways of doing so.
My approach rejects any concern with the sort of numerical, scientifig,
warrantability which attempts to make stronger a claim by stating that
'all of the two hundred people interviewed said so and so'. Such 'proof'
is rejected on the grounds that it would succeed only in exhibiting any
member's method of obtaining corroborative evidence and would necessitate
ripping out from an individual's account some term or inference about a
term and rendering it in some unexplained way a sociological constant,
It is to be remembered in the reading of this chapter that I make no
claim to address authorship in general (except where such an extension is

stated) but am addressing an account of a specific authorial method.

In talking to Tom about authorship we must consider the context in
which that talking was done - Tom speaks of his work and simultaneously

manages an interview situation., Accounts as we have mentioned are always



situated. This means they are tied to where, and to whom, you are

talking, as well as the actual topic.

As a sociologist and theatre-goer with a specific biography I
automatically bring my own stock of knowledge and typifications about
playwrights and plays to the interview and make sense of what is said

in terms of such knowledge.

As a sociologist aware of that process and anxious not to ''make"
sense of what Tom is saying so much as to allow the way in which Tom makes
sense of his own world to be revealed, I attempt to 'listen' to what he
says. This demands that the way in which he has picked his words and
the way in which he puts those words together is respected as a delibe-
rate and meaningful choice for the way in which he wants to tell the
story. This provides an alternative to using his speech as a mere

springboard for the formulation of my own way of speaking.

As Torode remarks (1974) this latter use of statements is a selfish
one in that it serves to fit the speaker into a preconceived view of
the world rather than using his talk as a way of opening up other ways of
looking at that world. To get the conversation accomplished at all patently
some reliance must be placed on my prior knowledge and understanding of
theatre, conversing, and Tom himself. There may only ever be a partial
bracketing of background expectations, What such bracketing accomplishes
is the 'phenomenological reduction' noted earlier which allows us to
become conscious of the interpretive procedures through which we constitute

the world as we do.



Styles of Authoring

Different styles of theatre work with different notions of

authorship.

Intrusive theatre, of its very nature, may not limit itself, prior to
the occasion of its occurrence, by adherence to an author's fixed text.
It may still be said to be "authored'", however, in so far as an individual
or a group start a communicative work with some idea of the stage space
to be used, the props. to be handled and certain moves to be made by the
actors/participants., But in aiming to include the audience importantly
in the event the audience themselves are extended an invitation to author-

ity over that event,

This may provide some tension in the practical staging of intrusive
theatre., If the audience does claim its right to authorship of the event
then the agtors/instigators must partially, at least, relinquish their
authority and the event may become literally uncontrolled and unauthorised.
As intrusive theatre often works without an audience - in the sense of
individuals who have gathered specifically to be present at a theatrical
occasion - the audience may not easily corporately recognise and act upon

its authority.

Mimetic theatre, where actors and audience are hermetically sealed
from intrusion from the others' world, is more likely to be able to work
with a set script and text., Protagonists rest secure in the knowledge
that the event may proceed from beginning to end without interference,
In this situation the author may rigidly control the event by setting

fairly precise limits on what is to be done, Such control may well extend
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after the author's demise through the agency of critics, intellectuals,
or publics who have some knowledge of the text as originally written
and the play as originally presented. They may demand that any replaying

be a repeat,

Mimetic theatre would seem to offer the greatest opportunity for
the exploitation of theatre as a wholly commercial enterprise., Its
ability to adhere to a set text allows a known and tested produce to
be marketed in an infinitely repeatable way. An audience comes to
this theatre knowing what they are buying in a fashion which would be
inimical to intrusive theatre, This tends to promote the author of the
play as its sole cgreator. His standing may be used as a sort of trade

name guaranteeing a certain quality for the product.

As Jean Louis-Baudry remarks, to accept that a text is created by *
a writer and transmitted to a reader who passively receives it, is to
espouse a bourgeouis ideology, an ideology which denies the process of
production of the text itself,

"These twin mystifications permit the writer to appear as

a capitalist who creates meaning in his text, which is

then circulated and which acquires an exchange value.

This is simply a manifestation, in the sphere of culture,

of bourgeois ideology's means of mystifying the nature

of the productive process by assigning to each commodity

produced an exchange value which accedes to the capitalist,

instead of recognising that its true value is simply the

labour that has been expended in it."

(quoted in Torode, 1970, p.3)

This is not to say that the play itself, as it is produced, necessarily
stresses the author's part in it. Realism, for example, as an aesthetic

category much favoured in mimetic theatre, works precisely to dissolve
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the recognition of the author's contribution to the work in performance,

quite the opposite of a play such as 'The Glass Menageri€' of Tennessee

Williams, whose narrator discusses on stage how the play was written,

Yet it does stress authorship in the marketing of the play,

Polymorphic theatre, as it may include the audience in the play in
a variety of ways, also treats an author and his authority in a number
of ways. It may dispens2 with an author as a single writer completely.
The Commedia del Arte worked with conventionalised characters who had
certain stogk actions and speeches within the standard plot but, within
these conventions, the actor of Arlequin, Scapino, Scarmuccia, or
Colombina was free to improvise according to personal preference and

audience demand,

It may, on the other hand, take a text as presented by an author

and produce it following the script and any production footnotes provided.

The text of a play will dictate to a certain extent how it is to
be played. Its narrative structure, use of speech by characters, plot
and so on, suggest possible production styles and even though it may be
parodied, the fashion of the parody is not free of the original form of
writing. This is not to say that style is wholly inherent in the text.
Rather it is a social project and as such mediated through a variety of
production/performance processes. As Chaney (1977, p.48) says of figctional
experience but, which we may borrow here to talk of style:

"The (identity) of a performance is not necessarily inherent

in the performance - it is mediated through a fabric of
constructive practices,"
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Writing a Play means Capturing a Character: A lesson in Listenership

I present now part of the transcript of an interview with Tom
(the full text may be found in the appendix), to study the manner in
which he constitutes his version of authorship and, in concentrating on
one question and answer series in depth, to show the extent to which, as

an interviewer, I failed to 'listen’' to what the author said:

T, "I always think I'm in the position of a medium and I'm translating
a social experience, so that I don't actually create it, so I never
think of myself as being in between an audience and a social exper-
ience...s0 I have accgess to the one thing first and to the story.
To the character, basically the character, I think first of all I
have to find the character and then I let that character speak in

their own terms and so errrrr... pass it on to an audience."

I. '"Well, where do you get your character from? What's the relationship

of the ......."

T. '"Merely by discovery, I think you begin with a character and I
think the plot and the story and the theme as you call it is sort
of second, I think character comes first, I think if you discover
a character first then you've got a play. You've got a play when

you've disaovered a character,”
I. "Where is it that you discover a character?"
Yy

T. "You might discover a character in your own back yard, you might

T

discover it among your relatives,..
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I. "So it's based on an actual person always is it when you write?"

T. "Yes, I think so yea.,..I think character and character development
comes first in a play...it may be different in a short story but
in a play I think character is fundamentally the first thing you
have and errr....the play is not so much a sort of curiosity piece

about what happens to people, but a revelation of character."”

I. "And that's the aim of writing it..to show the audience.....

T. "That's what I think all the best plays are,..revelation of
character,..because finally the characters speak in their terms
and the writer must be less evident, the hand of the writer should
not be sort of apparent ...the characters must appear to be
speaking of their own volition, their own force, and if you find a

character you should let that character sort of emerge, you know,..’

I. "You say that, but how do you monitor how authentic the character’s

going to appear?"

T. "I don't know other than instinctively, except you can certainly tell

when you're not doing it."

Tom begins by setting up the position he sees himself occupying vis &
vis the world, the play and the audience. He rejects the possibility of
his position being a creative one, but it is a favoured one in that he
has access both to the character and the social experience and further-
more, has the ability to translate the experience, through the character,

into terms he deems comprehensible to the audience. That he finds the



- 140 -

character stresses that he does not create the character and displays

some of the properties of a 'character' with which he works.

To be 'found' means that the character already exists in some
world that he, as author, can explore, This turns out to be the everyday
world of friends and relatives and it is from here that the author picks
out characters - not in terms of interesting events which have befallen
them and which must be faithfully, if fictively re-presented, but in
terms of the possibilities within the characters - as - given which may

be expressed and developed within the situations they create for themselves,

The author legislates for the importance of the play precisely not
lying in a suspenseful, curious series of happenings., We do not go to a
play to see 'how things turn out' but to see how people turn out; how
character is revealed. And it is through this continuous revelation of
character that the play is made, The skill of its making lies in the

dexterity with which such a revelation is carried out.

That the hand of the author should not be apparent in the speech of
the character extends once more a degree of independence to the character,
Authorship here then, does not involve building up a character. The
character has a measure of autonomy and completeness in this description
before the play itself is written, In fact, a character is available to

anyone, it is the 'telling' of a character which is not.

It must be stressed that Tom's fashion of talking about an author
is only one of the many possible ways available. This particular
description of the author's part in constituting character is, of course,

an historical literary convention, derived from 19th century naturalism.
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Had I taken seriously the author's claim about 'finding' a
character, with all that this presumes about the autonomy of the
character, his independent existence apart from the author's representing
of him in the fictive text, then my final question would have been an
un-askable one:

"You say that, but how do you monitor how authentic the

character is going to appear?',

In doubting that a character can simply emerge, and taking what
Tom has said to be only what he has said and not what he 'really' does
when he writes a play, many of my own presuppositions of how a play

comes into being and why it is written, are displayed,

To call into question how the author can effectively monitor the
authenticity of the character ignores the author's own claim that he
simply finds a character who has already a full existence in a world and
is, ipso factor, authentic, It is not that the author presents a life-
like representation of a fabricated character but a character which the
author knows remains to be made known to the audience and so be constructed

during the play.

My speech exhibits a world where 1 assume authors have an aim in
writing a play. I assume that they chose a story which will be the
vehicle for the expression of that aim; and that they have peopled that
story with characters who are constantly checked for the degree of realism
with which they are protrayed. I am treating his speech as an answer to
the question of how he finds a character, whereas he is talking in the
wider terms of the play which is 'made' through the skill with which he
as author uses (explores) the character as the medium of development of

the play.
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I force the author into offering an answer but, it being a question
that is not within the terms of his own talking, the answer can only

be 'I don't know .... other than instinctively',

A play does not remain as written speech tied to the printed page,
but is performed by actors for an audience. Both these groups will
establish some relationship with the character in the play, using the

text in which the author displays the character to do so,

Mead's sense of 'Self' as residing in the capacity of the minded
organism to be an object to itself through the mechanism of role-taking,
and his distinction between the cgmponents of the self, the 'I' - the
principle of action and impulse which affords the reconstructive and creative
activity of the self and is the response of the organism to the attitudes

of the others and the 'me' - the organised set of attitudes of others
which one himself assumes (see Mead, 1967, p.l175) suggests some features
of theatrical character which operate to continuously direct the actor

(author and director) towards a consideration of the principles of

sociability.

In so far as the actor (audience, director and author) are ontologi-
cally apart from the character, that character may only possess for them
the identity of a 'me'. The actor may imaginatively take the part of the
'I' in the process of constructing the me' but inevitably carries off
that imaginative feat from the position of another, The collusive task
of author, director and actor in presenting a character hinges on their
ability to take the attitude of any other implicated in the common activity
(which is the theatrical enterprise) - to assume the role of the

'generalised other'. In creating the identity of the 'me' they must be
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constantly concerned with that group of attitudes which stands for others
in the community. The dramatic character possessing an identity only as
a me means that it is denied any autonomous status, it remains an act of
fictional mimesis but its very identity as me -~ that constitutive frame-
work within which others ground the self, makes the enterprise of

characterisation a deep study of the forms of social life., Simmel

(1971, pp. 127-141) notes precisely that it is in following the artistic

impulse that we are most closely drawn to a study of sociability:
"... the impulses and interests which a man experience in
himself and which push him out toward other men bring about
all the forms of association by which a mere sum of separate
individuals are made into a "society'. Within this constell-
ation called sogiety, or out of it, there develops a special
sociological structure corresponding to those of art and play,
which draw their form from these realities but nevertheless
leave their reality behind them.....That which I have called
artistic impulse draws its form from the complexes of
perceivable things and builds this form into a special structure
corresponding to the artistic impulse, so also the impulse to
sociability distils, as it were, out of the realities of social
life the pure essence of association, of the associative process
as a value and a satisfaction. It thereby constitutes what we
call sociability in the narrower sense, it is no mere accident
of language that all sociability, even the purely spontaneous,
if it is to have meaning and stability, lays such great value on
forms, on good form. For 'good form' is mutual self-definition,
interaction of the elements through which a unity is made; and
since in sociability the concrete motives bound up with life-
goals fall away, so must the pure form, the free playing
iﬂﬁracting independence of individuals stand out so much the
more strongly and operate with so much the greater effect."

(Simmel, 1971, pp. 128-9)

Tom's account of authorship extends the character autonomy in the
important sense that he exists independently of the author's writing
about him. For the actor the case is necessarily somewhat different.
The character is available to the actor through the text and he must
therefore establiéh a character within the limits of the words he has been

allowed to say by the author. Words may always mean more than they actually
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say, For example, the way in which a line from the script is said
crucially determines the meaning of what is said. It is impossible to
separate the form and the content of the saying and this gives the actor

the opportunity to add to any character,

It is noticeable that actors talk frequently of 'building a
character' (see, for example, Stanislavski's book of that title, 1949),

and denote their relationship in this term,

This way of talking about actor and character is used by "Method"
(see p, 467) actors who are exhorted to become, as nearly as possible, the
same being as the characters they are portraying. Other ways of acting

will have their own manner of expressing this relationship,

The Brechtian actor, for example, is taught to maintain a visibly
obvious distance from the character he portrays to enable him to comment
on his actions:

1t

s they acted in such a way that the audience's interest
was always focused on the ensuing development, the further
continuation; as it were, on the mechanics of the expisodes.
On the interplay of cause and effect."”

(Brecht, 1965, p.73)

The actor here sees it as "'my job to provided a portrait of this
man (character) which would make it easier for society, as represented

by our own audience, to deal with him,"

The Holy actor of Grotowski is different again., He works to have
complete mastery over his body so as to reduce to negligible proportions
the resistant effect of his own organism on the character he works with.
Grotowski's actor '"must not illustrate but accomplish an ‘'act of the soul'

by means of his own organism”. (Grotowski, 1969, p,213).



The talk here is not of re-presenting, or portraying, but achieving

an act on stage.

The audience must also establish its relationship to the character
and to do this it has uccess to the portrayal of the character by the
actor. The audience must piece together the character from the lines
the - actor speaks, the physical peculiarities invested in him by the
actor, the situations in which he has been placed by the author and the

dramatic structure (e.g. devices of dramatic irony) of the play.

This is a construction which takes place over time. The character is
completed and filled in as the play progresses, whereas the actor reads

the entire text and builds up his character from the complete play.

We may summarise one form of the possible relationships in diagrammatic
terms:
discovered allows him, in
CHARACTER AUTHOR particularly SPEECH

b
Y structured way,

given limits

ACTOR i TEXT "builds up’ _ CHARACTER
AUDIENCE attends to TEXT p1eces CHARACTER
_ together

In talking of establishing relationships with the character we are
talking of the ways in which audience, actor and author establish an
aesthetic distance from the work, Such distance is gained through their

awareness of the structured nature of the play.

The author may 'find' a character hut obtains a distance from him as

he displays him through the narrative structure of the play.



The actor 'builds up' on that intial structure given him by the
author, and the audience pieces together a character taking cognisance
of the structured ways in which he discharges the actions (including
speech) that he does:

"What the artist establishes by deliberate stylistic devices

is not really the beholder's attitude - that is a by product -

but a relationship between the work and its public (including

himself).,"

(Langer, 1953, p.319)

Approaching the topic in this way locates the fictitiousness of the
characters in the distanced relationship which we establish with them
rather the opposite approach which deems that the relationship we have
with them is altered because of our perception of them as fictive.

(For a further discussion of distance see Bullough, 1912).

Another playwright, Simon Gray, in an interview by J., Watt
(The Guardian, December, 1976), echoes Tom's way of talking about his
plays., His response to one question also underlines the dilemma of being
asked a question that has no part in his own way of describing authorship:

"Plays don't happen to a playwright in terms of ideas., I've

no ideas ever, scarcely ever in life, but certainly not in

writing. What I do have are people I hope, characters who

will, as I sit at my typewriter, talk to each other and

begin to establish their own claims. I don't mean to be

teasing about this, it's simply that if asked why a character

does or says what he does, I never know.,'

That the author himself does not know why a character says or doces
something makes sense if we allow that the character is discovered by
the author and allowed to play out his own possibilities by speaking in
his own way, through, not because of, the author. It is no tease to be

unable to provide an answer that depends on an irrelevant question., It

is only &« problem and a cause of concern if we persist in seeing an
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author 4s a person who possesses, through creating, a character, and
would therefore be expected to be able to provide reasons for his

creations' activities.

If the author disclaims possession of the character in the play
then how does he see his relationship to the play in its entirety?
To uncover this we again attempt to 'listen' seriously to what the
author says about the play, and, in speaking, makes available 'the

play' as a legitimate topic for study.
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Authorship as Limited Authority

"But you know you've done it right after you've finished
it...when you begin to see things in it that you've never
planned to put in. Anyhow, I think when you've written
any thing you discover afterwards what's in it, and other
people tell you what's in it, and at the time of putting
it down you never realise that you're doing it, that's
why I think that I'm in a position of a medium or middle
force,"

The author lays no claim to sole proprietory rights over the
meaning of the play. One criterion for having written a good play is
precisely that there are a multitude of possible meanings within the
script as he has written it which people can articulate in attending to

it.

The truth of the play is not a truth in a scientifically rigorous

way. It is, as Burke (1966) says: '"A meaning more probed than proved'.

It is the exploration of possible meaning which is important.

The author deals with something that means always more than it
appears to say and cannot claim ownership of the play in any sense other
than that he can see certain possibilities within it and any presentation
which limits these possibilities would give grounds for criticism in

terms of its having 'muted' the characters,'

An author can set minimal levels of opportunities for comprehension
but never set the maximum number of possible readings. This author
desires that he be consulted during the presenting of a play by a director,
not to limit the way it is handled to his own conception of it, but to
ensure that at least his conception of it is allowable within the terms

of its direction. The author's talk of the group who will perform his



work is likewise in terms of them being 'good' enough actors to invest

in, and bring out, new capacities for understanding the play.

The play once written stands on its own and can be approached by
a readership - a readership amongst which the author, having completed
the script, is included - and re-authored through the drawing out of

meanings hitherto 'undiscovered'.

The author talks of the play as containing the meaning within it,
not simply offering the possibility of meaning endowment, yet he
acknowledges the necessdary presence of an audience for the performance
based on the script who 1is able to perceive the meanings., He acknow-

ledges authorship finally as a joint practice with an audience.

Tom does not present himself as an exceptional man who comments on
life but as a man who, in offering the plays that he does, engages in

that life to promote communication between people.

This promotion touches also on building a community.

The reasons for speaking and listening in fictive discourse are
different from the reasons for attending to natural discourse. Natural
discourse allows us to extend '"our effect on, and control over, a world
that is not naturally or automatically disposed to serve our interests',

(Hernstein Smith, 1976, p.3)

Note that this is a claim somewhat different from the common view which
sees the purpose of speech for the speaker to be that of simply communicating
‘information' to the listener. In fictive discourse we are directed to take
thg accomplishing of discourse itself as the important factor, rather than
the effects which discourse could obtain for us. We consider the doing

itself as the important process rather than the 'what' is done.



Theatrical communication, its meanings being governed by a system of
conventions, is a symbolic form of communication, To communicate it
must create levels of shared meanings for its participants,
"In allowing oneself to be enlisted as an audience the
(audience) has entered into a special relationship
with its author, one that is governed by assumptions,
claims, and responsibilities quite different from those
that obtain between the speaker and listener of a natural

utterance,"

(Hernstein Smith, ibhid:.25)

In accepting the adhering to those rules the necessary style of
the occasion is created. Style is the social project which gives a
performance its identity and not only 1links it to a community, but forms
that community through an awareness of its ability to accomplish the joint
project which is itself the style of the performance,
"The difference between the reality of the audience and
the unreality of the stage is the 'aesthetic distance’
which sanctions the conventional signals and percepts of
the performance. It is this that 1is the essential source

of the play's style,"

(Styan, 1975, p.6Y)

In sucoessfully negotiating that distance, that is to say, in
managing the interpretive rules-in-play of a performance, the community

of the audience is gelebrated.

That the author 'deals with something that means always more than it
appears to say' is a function of the fact already mentioned in connection
to the indexicality of accounts, Words are tied to the occasion of their
utterance for their sense but may be ripped from that initial context and,

in this sense, once utlered, obstinately refuse ownership.
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One of the distinotions between fictive and natural discourse
may be found in the possibility for making them one's own through

resituating them in a context of one's own cgonstruction,

Natural conversation takes place at a specific time and place, between
particular persons, more or less familiar to each other, who assume that
a certain set of conventions are mutually operative. The meaning of
natural discourse is irreparably tied to the context of its utterance
with all the richness of cues for decoding that any specific context

offers,

A play text, on the other hand, is generally written with full
knowledge that it must exist independently of the particular gontext in
which, or for which, it was produced and must be re-authored through

re-contextualisation,

Central to the fictive experience lies this ability of decontextual-

isation in order to recontextualise.

Whereas natural discourse demands that a speaker means what he says
and the listener takes him to mean what he says, fictive discourse may
be defined precisely through the suspension of these assumptions.

"It is not that the pofit is understood not to mean what
he says but that he is not saying it at all,'

(Hernstein Smith, 1974-5, p.24)

There are no ethical imperatives to recover the author's intentions
in providing the script; the author considers it a success when through
re-rooting the text in a new context, a plethora of different possible

interpretations come to light.



This pleasure in ''people geeing things I haven't realised were
there', resides in the fact that the text has been the occasion of a
new understanding of a social situation which, consciously intended by
the author or not, he has provided the opportunity for. (This is
possibly analogous to the textual pleasure Barthes has explored (1975).)
Re~-presenting life at all forces a reflection of how we go about that

life.

If no new insight is gained then it is not that the audience has
failed to see it, but that the author has failed to construct skillfully

enough an occasion for their seeing,

Although the author cannot articulate handy reasons for 'why he
should write' he works continuously with the notion of a play offering
a possibility for an objective view of what goes on in the world. This
view is available to him in his priveleged position of being able "to

say ''well, I realise what is happening to that person."

He presumes that artists have privileged access to a clear view of
the world and that it is through artistic endeavour that insight into

that world is shared with an audience.

That he treats authorship as inevitably authorship for an audience
leads us next to the ways in which consideration of an audience sets

the limits of the play.



The Play and its Audiences

"But if you're writing specifically for a club audience in

a working class area, then you've got to relate to their
lives and their background, and their work style, and all
that other sort of huge universal area of life going on
everywhere else in the world has got to be sort of neglected
if you've got to....write about shipyards, coalmines, and
fishermen and the errr...the basic material you've got is
going to be stretched isn't it?

«...Go0d theatre?...I think it's something to do with
condensation, you know, it's,..all plays are sort of
unreality, all plays are plays, are just a fragment of a
total reality and youve got to make choices and just select
relevant and errr...strong moments and just set them down.
It's no good trying to put the whole of life onto the stage
because you'd be there for a week you know,...and you cut
out all the sort of dull and awkward and errr...sort of
boring moments, it's very difficult to portray boredom on
the stage without actually boring people, Boredom is an
integral part of 1living I think.,"

Consideration of what a play should do provides Tom's framework
for writing; a consideration of who the audience will be limits the
possibilities of his play. Tom assumes a fellowship amongst his audi-
ence through the sameness of the emotions they experience and knowledge
of these provides the necessary basis for playwrighting. The audience
is seen to inhabit one small area of the world and a particularised area
at that, one whose image is summoned up by the list: 'shipyards, coalmines

and fishermen,"

This restricts the number of possibilities open to the author in
his writing. Whatever he writes about, and the way in which it is
presented, must touch on the world that the audience inhabits in its
overyday 1life, He considers the knowledge which the audience will bring

with it to the occasion of the theatre using his own familiarity with



that knowledge which has been gleaned through the living out of
particular histories, in this case as working men in the industrial

North bkast.

The author writes for a specific rather than an anonymous
audience, directing his language to be meaningful to those involved
in (not merely present at), the performance and to thereby self-evidently
convince that audience of the play's connection to the social life of
which its performance is a part,.

"Although the ritual of theatre turns on good play writing,

good playwriting begins with an intimate knowledge of the

audience, when the playwright himself is a close spectator

or life."

(Styan, 1975, p.239)

'Good' fiction captures nuances with which the author is familiar,
That an early play Tom wrote, a 'turgid historical drama' based on the
Restoration period of English history of which he had no first hand
knowledge, was such a disaster, is held up as an example of 'bad'
theatre. Not all that is depicted has had to have happened, but there
has to be a deep acquaintance witﬁAthe characters wgé set the lim;ts

of the play;

"It's not as if one lives an experience and then digs a
play out of it."”

(Simon Gray interview, op,cit.)

Watching a play unfold on stage, by labelling the processes
involved, both describes and explains the world, and in this way can
provide a vocabulary (understanding) to cope with situations which may
occur in the everyday world of the audience. Rehearsal involves "having
done something more than once'; the theatre may be seen, therefore, as a

possible rehearsal for life,
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"A fictive precedent would be as effective as an actual
oneg in deciding a course of action for us and, therefore,
as good a source of concordant expectations enabling us
to meet,"

(Lewis, Convention 1965, p,3Y)

The theatre cannot be dismissed as 'merely fiction' and divorced
from life, but is linguistic action which acts on the world, Authorship
is therefore necessarily a moral wundertaking. (See Burke, 1966, for

a comprehensive discussion of language as action).

This thesis itself, in explicating this author's talk, will act
on the world, by, for example, providing a framework within which to
see his plays. This underlines the continuous nature of true discourse,
a discourse which began long before this paper was conceived and will
continue long after it is forgotten, but which will have become itself

party responsible for, and constitutive of, certain_.concepts of authorship.

To transform the natural world into the play world involves, says
Tom, above all, a condensation into, and an appreciation of, dramatic time.
The unreality of plays is partly that they do not allow the full playing
out of events on stage. The happenings of a week can legitimately
(understandably and accountably, within able-to-be-called-up conventions
of establishing aesthetic distance), be reduced to thirty seconds of
stage time and the weak, boring or uncertain moments of life may be cut,
leaving only a life-like discourse.

"Stage speech inevitably involves degrees of calculation

and economy.,.our daily speech is far too boring and

flabby otherwise, I mean, listen to the sentence, with

its qualifications, hesitations und meanderings."

(Simon Gray, op.cit.)



The text of the play is consciously composed through a process of
selecting and pruning conversations and events which the author deems
central to his revelation of characters. This provides for the fact
that in attending to a play it is assumed that attention must be given

continuously; all that happens is important, (see Goffman, 1976, p,144)

The narrative - and I include always histoire, the chain of events
and the existents (characters and settings) and the discourse, the
expression by means of which the content is communicated, when using
this term - presuppositions that an author works with, allows him to
select those events (speech included), which he feels are sufficient to
elicit in the mind of his audience the continuum he desires, The
audience fills in the interstices with information from ordinary life
experience., As Seymour Chatman notes:

"The power of inference has a special role in narrative
structure."

(1975, p.305)

Tom mentions as a problem the necessity for cutting out all the
"boring moments of life in its representation on stage'. To present
boredom 1s not a question of wasting time, which would succeed only in
boring the audience, but of 'using' time in a particular way. Success
on the stage from the author's point of view is not measured in the
intensity of emotion aroused through participation in watching the play,
but through the measure of understanding which the play imparts about
life as it can be lived. So boredom, anger, sadness are presented not
to make the audience bored, angry or sad but to let them see how such

emotions figure in the lives of the characters,
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Consideration of the audience does not stop at a consideration of
their way of life but also the kind of situation into which they must

come to see the play when performed.

Club theatre is differentiated from 'the fheatre' proper by the
codes of conduct assumed to operate in the latter, An attentive silence
during the performance, attendance solely to watch the play, and an
audience willingly engaging in 'intellectual gymnastics' being some that

are listed,

Clubs have a history of offering entertainment as a secondary
diversion only (the drinking, the conviviality of meeting friends, are a
club's raison d'etre) to overcome these situationally built in disadvantages
and to present the play as demanding, and warranting, total attention,
requires it to have a powerful opening and continuation without neglecting

its revelatory powers for the sake of easy entertainment.

Authorship is again acknowledged as forcing a moral obligation by
a commitment to providing an honest and important comment on the world.
Theatre works with a constant tension caused by its commitment to offer
more than an exciting story of the 'what happens next' variety which
would allow no time for reflection in its stream of happenings. And
the fact that to hold attention at all requires interest of some kind.
It is precisely those plays which give in to providing 'sheer entertainment'

that are 'bad' theatre,

The successful handling of the pull between "material that has the
power of standup comedians but inside which there is some writing', is

the task of the serious playwright.



Tom points with the phrase 'some writing', to a version of
authorship which calls up literary standards of technical skill -

for example, structuring events and making use of dramatic time,

To stipulate that a good playwright does more than entertain
is also a question of use of time, Entertaining is a way of getting
through time, providing a diversion to pass the time., Good playwrighting
demands 'concentration' from the audience and thereby an active involve-

ment in the play rather than a passive consumption,

There are assumed to be a body of techniques, 'theatrical tips',

for holding an audience's attention.

Tom was given advice to the effect that ''the audience wants to have
one over on the actors'"(Transcripts p. 332). So in constructing the narra-
tive, rather than keeping a character's secret for a final denoument, the
audience is allowed to know the secret whilst some of the characters
in the play do not. This engenders suspense in imagining how a character
will act at the time of revelation and provides objective distance between

the audience and the characters through the imbalance of information.

The curiosity is not to be about what isolated events will happsen
but how characters react within the events set to happen. Providing
the audience with a fore-knowledge of the events, through the device

of dramatic irony, promotes the fitting sense of curiosity.

In the interview Tom has provided us with a formulation of the

modes of persuasion open to an author in writing a play.



These modes of persuastion echo Kenneth Burke's four master
tropes of metaphor, metonymy, synecdoche and irony. (Burke, 1969, p,503),.
These have the literal application of what he calls perspective,
reduction, representation and dialectic which Styan explains thus:

"If we borrow them for drama, it is because they are

all active as soon as performance begins, the one
shading into the other. Metaphor gives a perspective
view in terms of something else: drama itself is such
an image of life., Metonymy conveys some intangible
state in terms of the tangible and immediate: thus a
stage character reduces a general spiritual condition

to a particular problem, whereby an audience is
exercised to apply the particular to the general.

This is not unlike synecdoche, which offers the part

for the whole, just as on the stage a sensory represent-
ation demands its wider application and evaluation,
Irony grants the spectator his superior insight, and

the interaction of the different viewpoints of the

play and the audience generates the dialectical activity
all playgoing involves, These large concepts are part
of the nature of theatre and are built into the structural
design of a good play.,"

(Styan, 1975, p.234)

The true artist is more than an entertainer, he is the question-
poser who forces audiences away from the passive world of entertainment
to the active, participatory world of 'true' theatre. This much is the

articulated aim of the author,

That the audience are depicted as inhabiting another world into which
the world of the play must 'reach' to kindle interest in its own destiny,
is the separation which the playwright must negate for the time in which

his play is in performance. This is the work of an author,



Chapter Six

THE DIRECTOR
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The Director

We turn now to a consideration of the part played by a director

in mounting a theatrical production,

The Advent of the Director

Theatre histories fix on the name of George I1I, Duke of Saxe
Meiningen, and the company which he formed in 1874, to provide us with

the first example of a director.

In fact any theatrical enterprise demands, and always has done, an
organiser of some kind., The theatre is a practical -undertaking and
forces consideration of the physical production elements: lighting,
spatial integration of actors, set and sound, for example, which demand
a coordinator in some sense:

"It is impossible even to get up a charade at a Christmas
party without somebody taking charge and giving directions".

(Marshall, 1957, p.11l)

The Duke was novel in having overall responsibility for his productions
without being involved in them as either actor or dramatist. In fact,
in terms of increasingly naturalistic portrayal, the use of realistic
properties and settings and the demand for detailed rehearsal, much of

the Duke's work has been preempted by Madam Vestris in the 1830's,

Matthew Mackintosh in ''Stage Reminiscences'... by an Old Timer
(1866, p.81-82) remembers Madam Vestris' production of The Court

Beauties (Planché, 14 March, 1835):
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"The first scene was the Mall in Saint James's Park, beautifully
reproduced from a print of the period of the play. The effect
of the scgene was much heightened by making use of a passage,
fully one hundred feet in length, which led from the back of the
stage to Craven buildings, and by means of which the Mall was
represented going away into perspective, with a wonderful
appearance of reality. On wires hung between the trees were
suspended numerous cages with various kinds of singing birds -
whose St. Gile's owners managed to make them sing, too, to
perfection. On the rising of the curtain this scene used to
call forth the most enthusiastic applause and the demonstration
did not diminish when Mr. Hooper, looking the Merry Monarch
to the life, came on followed by his attendants all in gorgeous
and scrupulously correct costumes of the reign of Charles II
and, true to life, the King was accompanied moreover by a number
of genuine King Charles spaniels,"

(Quoted in Appleton, 1974, p.78)

Kemble and Keen, too, had been insisting on research and historical
accuracy in doing Shakespeair in the 20's and 30's respectively and
Tom Robertson, in the 1860's, worked as a dramatist and director
particularly concerned to capture authentic characterisations and
naturalistic dialogue and movements., As Rowell (1978, p.80) puts it:

"Robertson's insistence on precise detail in performance was
possible because of the authority with which the Bancrofts
invested him in the preparation of his own plays, In the
field of spectacular drama Boucicault had already asserted
the claim of the author to control the rehearsals of his own
play. Now Robertson applied that control to the rehearsal
of drawing-room drama, and since, unlike Boucicault he did
not appear in his own plays, he was able to give greater
attention to ensemble and balance.,"

All these, however, exercised power by virtue of their pre-eminence
as actors/authors and it seems true to say that the Duke was the first
independent artistic director and it was his company which succeeded in

popularising production methods using 'a director' during their extensive

tours,



- 162 -

The advent of the director was then tied to the growing attention
to realistic detail in theatrical performances. Employing complicated
naturalistic sets, props and costumes that were historically accurate,
gesture and stance strictly 'in period', and considerating each character
in a crowd scene rather than concentrating solely on the 'star',6 demanded
that someone be outside the action to orchestrate the effect of each
part on the whole. Thus it is claimed the director became a figure in

the theatrical world.

The Meiningen company appeared at Drury Lane for a season in 1881 and
impressed the audience with their ensemble playing and the naturalism of
the actors, Contrary to popular convention at the time they spoke to
each other rather than to the audience, on whom they actually dared to

turn their backs.

The Duke's success at naturalistic portrayal was not unconnected
with the fact that his private wealth allowed for the extensive rehearsal,
in costume and using props,, of his plays - a situation that was not

replicated in the English theatre world.

The idea of rehearsal at all was relatively new in England where the
'star' names, such as Kean travelled to perform with the provincial stock
companies and would often never have seen the rest of the cast before
playing their part. In the 1830's Macready's desire to '"'rehearse with
the same earnestness as I should act", had nearly caused a strike amongst
the company who were used to dealing with rapid 'read-throughs', giving

cues only and who resented such a time consuming enterprise as rehearsal,

The late 19th century was a time when specialists in all fields were
appearing and, no less in theatre, having an expert in stage-design, sound,

lighting, and directing was a necessary step towards professionalisation,
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The early directors concentrated mainly on the practical skills of
producing rather than interpretation of the play. Hunt (1954, p.121),
points out, however, that the industrial revolution brought with it a new
liberalism in approach and it was no longer possible to rely on one fixed and
agcepted vision of life or theatre, A choice of modes of representing life-
on—-stage had to be made and it was to the director that this task fell,
The director assumed thereafter a position as legislator of style and
various 'schools' of directing grew up around such figures as Stanislavski,

Meyerhold, and Reinhardt.

These schools were by no means tied to realism, indeed all three
directors mentioned were experimenting with stylised productions by the
early 20th century. That the producer could determine how a production
was done and determine this on the basis of personal predilection ogcasioned
tension in the Thespian world, particularly amongst critics who upheld an

academic interpretation of the classical plays.

The director who changed his style of production with each play was
equally open to criticism on the grounds of plagiarism, but however he
chose to work the director was held responsible for Fhe outcome of the
production and was now vilified or otherwise as a creative artist of the

theatre.

This extension of responsibility to the director was an explicit
recogniticn of the .essentially performative nature of the theatre. The
compositional elements of script and text, as provided by the dramatist
and related by the actors, were no longer taken as the only aspects of a

theatrical presentation which importantly created and altered its effect.
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This investing of authority in an individual not directly connected
with performance as author or performer occurred at much the same time
in the field of music with the advent of a conductor who was neither
composer or player but hired specifically for his role of securing
particular musical effects and holding together an instrumental force.
During the 17th century it was often the player of the harpsichord who,
by his performance, controlled the tempo and stopped the players scattering.
During the 19th century the keyboard instrument tended Lo go out of use
and the control of tempo was left to the first violinist, Beethoven is
said to have conducted, very badly), with a baton but, according to the
experts, (see Scholes, 1964):

"The imitation of the modern standard (what we may call

'Virtuouso Conductorship') may probably be attributed to

von Blllow who was employed at various German centres from

1864 to 1885 and achieved a high reputation as a conductor

of the works of Beethoven and Wagner.,'

(ibid. p.128)

The director has figured prominently in most theatrical enterprises
during the 20th century though there have been attempts by certain groups
to work without what they feel is a dictatorial constraint on their
artistic activities. Bertolt Brecht refused the name of director and
substituted ‘rehearsal manager' but the relinquishing of control remained
in name only and Brecht was, in fact, one of the most dictatorial of
directors. He insisted not only that his plays should be done his way,
but provided detailed instruction sheets and demanded that they be minutely

followed by anyone else attempting & Brechtian production.

The Freehold Theatre Company in the 1970's likewise attempted to

dispense with a director but, as Nancy Meckler of the company remarked:



"We rehearsed a play and there was no director, but what it
really amounted to was that one person had an idea and was
able to impose it. You couldn't say, in the end, that it
haditbeen directed,"

(Shank: 1972, p.l6)

That many of the moves towards abolishing the director or towards

de~authorisation in the sense of authorship being the domain of a single
dramatist (see the 'Happenings' discussed earlier, for example), are made
at times when there is a lively rhetoric of political democracy underlines
the fact that style is never simply an aesthetic decision but is always

a political choice dependent on the conventions acceptable at, and the

social relations peculiar to, a particular period.

We now turn to a study of one particular director using both interviews
by him about his work and recordings made during the actual occasion of his
work in rehearsals. These accounts of directing provide us with a descrip-
tion and, ipso facto, an explanation of what directing as a job could look

like, and display some features of this job.

The situated accounts of rehearsals are given for the benefit of the
actors and involve accomplishing the work of directing itself; the
interview is for the benefit of an interviewer and involves displaying an
ability to provide answers to questions as a competent director could be
expected to. This provides us with an example of the vocabularies available
to be used by directors and constitutes through these an ocbviously sensible

director's world.

In 1listening to both accounts we shall pay particular attention to
how the director presents his job as dealing with certain areas of the

production process, in particular his reiationship with an audience; the
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tensions that arise between the director and others involved in the
production and how these are handled in rehearsal; and what the features

of a particular situation are that make that situation recognisable as

a rehearsal.

We shall look also at an interview given by an actress specifically
on rehearsals and at how they are may be used by actors in the process of

"developing" their characters.
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The Company

Live Theatre was a professional company formed in 1974 and based in
Newcastle, It consisted of seven full time actors and actresses mainly
from the North Fast and had Tom Haddaway as the group's writer (see Chapter five)
Murray Martin, the director and administrator, explained the aims of the
company for the broadsheet, Arts North (Dec./Jan., 1976, p.9):

"Having Tom as our writer has been a terrific help. We all

have a commitment to a particular group - those who have

perhaps never seen a theatre performance in their lives -

and we take our productions to working men's clubs, social

c¢lubs and pubs, Tom understands and communicates with local

people so well that the audiences have really identified with

our plays, It has been a slow process breaking into the clubs

and overcoming prejudices about theatre but through word of

mouth and hard work we now have a number of venues who take

every new production and repeats of previous plays, In some

cases we adopted the line 'if you don't like it we won't

charge you' And it certainly helped get our foot in the door'".

This provides a journalistic account of the Company, itself of interest
as displaying features that are picked on to categorise something as other

than 'conventional' theatrical fare - a disinterest in financial matters,

for example,

It also self-confessedly describes Live Theatre as theatre designed
especially to appeal to working people., They mount their plays in a variety
of venues which constrain the sort of sets they may use, and their audience
are often ignorant of the practices of 'conventionally' staged performances
i.,e, those proscenium arch productions played in a particular theatre building

and a visit to which has all the middle class cultural overtones of 'going

to the theatre'.

Martin's methods are tied to this particular theatre and his practices

will be peculiar to it, This is a study of one instance of accomplishing

directing but, in so far as this is a grant-receiving company, some of
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whose actors have been trained in established drama schools and who

have been recognised through their work in clubs and also for television
performances, Live Theatre provides the topic for a study of professional
directing as an occupation and an example of the rhetorics available to
practicing directors in carrying out their work and establishing the

style of their production,



The Director and the Drama

Before accepting directorship of a production the potential
director must feel some affinity towards the play. If the play is to
be commissioned then this is predicated on the basis of a relationship
of trust with the author (see earlier quote from Arts North). If the
play is already written then it is because the plays deal with a
certain subject in a way that stimulates the director with ideas about

its possible production,

This is the way Martin choses to describe his criteria for accepting
a play to work on. There are, of course, numerous other possibilities
stretching from choosing a play because it forms part of a revered
classical tradition and displays the 'cultural competence' of any
company making such a choice, to the pragmatics of the occasion which
may suggest a particular Shakespearian production because it is a play
being studied by local school children and will be assured a substantial

audience,

Martin's judgement is based, on the one hand, on the play's perceived
pertinence to his audience's world, and, on the other, on his ability to
use the drama to sensitise that audience to their own ways of living; its
capacity to be used as a revelatory performance.

"I mean often what we're doing is presenting cameos of life
which give people insight to problems, about people losing
their jobs, or about work situations and in that sense you're

trying to make people more sensitive to their situations'.

(Transcripts p.337)

These aims set the limits for this view of the theatre and its work

and, thereby, the task facing him in any production. The explicit purpose
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of his production is paramount, the style through which this purpose is
to be concretely effected is not yet considered. (It is interesting to
note that using 'style' when the plural could have been used is a
reflection of the fact that an expectation for a play to observe a unity
of style seems at present to exercise a comparable sway on the theatrical

enterprise as did once the Aristotelian Unities.)

Given a script to deal with the director then has a set period of
time in which to vitalise it and present a piece of theatre, The time
the director has available varies, In the commercial theatre it is
generally in the region of three weeks whereas some fringe theatres
(depending largely on financial matters), may rehearse for a year or more,
the deciding factor being that it is felt the play has been sufficiently

‘explored’.,

The necessity for directors to produce the work on a fixed date
provides a difference between theatre and other arts such as sculpting,
or writing a novel, and between types of theatre and it 1s a difference
which seems to provide important criteria for talk about creativity and

Art (see later section for discussion),
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The Director and the Audience

From the inception of his part in the production this director
has spoken of his concern for the audience., Martin considers them in
so far as his whole concept of what theatre is and does is guided by its
relevance to the imagined audience's world. He consciously directs his
efforts towards a specific sort of audience - the 'working man', and the
particular context in which that audience will come to see the play.
He also talks of the fact that audiences must be built up. The theatrical
enterprise is irreparably tied to a conception of 'audience'. It is
implicitly understood to be a communicatory act in the sense that it
says something to somebody, and the method of production trades constantly
on more or less explicit presuppositions about what is being said, where

it is to be said and to whom,

Live Theatre is committed theatre in so far as it recognises certain
aims for itself over and above providing 'entertainment', This relation-
ship between entertaining and informing provides one source of tension
in production:

"We should present it in a funny way, but I think we should
say something’.

(trans., p.352)

It refuses any title as "Committed Theatre" in Bentley's sense
(Bentley, 1968), i.e. commitment based on politics in the sense of party
affiliations, or on providing a particular answer to the problems raised.

"I think that the basic aim of myself as a director would be

to produce objects that are revealing to the audience about
their own sort of life. I mean that's what a community

theatre is about, that's what community art is about. It's

not about a particular set of political viewpoints. I mean

it seems to me very queer....all the fringe groups are Iaft....

it seems to me there's something wrong about that. You know,..?"

(trans. p.348)
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Overt political motivation is seen as setting limits on possible
explorations through providing a theme to be explicated and a constant
framework for viewing lite. If the only limit is "authenticity' and how
well a play can be presented in these terms then:

"The depths of any problems you discover in an area, it's a
limitless mine in a sense, 'cos the sort of whole gambit of

human relations and emotions is available,"

(trans.p.314)

Live Theatre, as expressed by Martin, sees its job as being to make
a statement and let the audience react in its own way to what has been
said, Participatory theatre should not legislate for an audience's
solution to a problem but state problems and give the audience faith in

their own ability to "deal imaginatively with those problems'., (trans. p.337)

Stating problems is seen to have power in that it can articulate

that problem for those not so gifted in statement and explanation., Live
Theatre consciously aims to provide a theatre for the working class and
presents plays whose subject matter is precisely that group. In accepting
them as objects worthy of dramatic exploration instead of providing the
tongue-tied, cap-in-hand, 'begging your pardon M'aam', image rife in 19th
century naturalism, it aims to provide a practical way of removing a built
in inferiority complex that sees 'culture' as a specifically upper class,

intellectual, pearls and furs, affair.

In 1907 Max Beerbohm wrote:

"If our dramatist will condescend to make our acquaintance (or
rather cease from trying to persuade themselves they don't know
us), they will find that we, too, the unmentioned by Debrett,
the jaded in aspect, have brains and hearts. They will find
that we too, are capable of great joys and griefs, and such
things come our way quite often".

(quoted in Tynan, 1964, p.84)
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Live Theatre is seen by Martin as being a statement of protest
against precisely such condescension and in expressing a concern with
politics in its widest sense it is also expressing an acknowledgement
of the fact that art is a form of action in the world not an epiphenomenal

comment on it.

Live Theatre's concern is with Truth - that is, playing must say
something applicable to the perceivedly 'real’' world of the audience and
provide an occasion for the audience literally to 'look at themselves'.
The conclusions to be drawn from the play need not be tied to what is -
this would obviate the possibility for radical theatre, but stating a
problem clearly may show it up as untenable and in need of alteration.
In this respect it is interesting to point out that notions of 'good'
fiction concern drama which expresses, not fictitious views but 'true'

ones.

The audience and the context in which it is to see the play both
effect the way the play is produced. A specific theatre building has
certain conventions of behaviour associated with it and the people coming
to such a building are generally assumed to possess a certain degree of
knowledge about those conventions., That Live Theatre travels to such
various settings as pubs, clubs and working mens' institutes and the
audience may be gathered there for the standard activity of the place as
well as to see a piece of theatre, means that reliance on 'conventional

theatrical know-how' cannot be made.

Martin talks, then, of 'winning' an audience; one of his tasks is
seen as building up an acceptable audience from a public including a

potential one,
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That people gather in a particular place and that certain activities
are performed within their vision does not transform that gathering into
an audience. To be a theatre audience requires a more or less sophisticated
knowledge of the theatrical conventions constraints and obligations
involved in being an audience for that specific occasion which themselves
are embedded in, and form part of, a wider body of particular culturally
and historically specific resources for acceptable behaviour at the
theatre, So the pantomime conventions of raucous disapproval of the
Villain of the piece and the hissing and booing which accompanies his
very appearance is not generalised to behaviour outside the theatre should

the actor who played that part be recognised as he walks along the street,

A generally recognised and able—to-be-listed code of behaviour for
the audience, (using my own knowledge as competent theatre-goer), would
include such an example as a sophisticated knowledge of conventional clues

for handling questions.

The audience will recognise a question as such, using the everyday
pointers of intonation, pausing, and direction of speech., But it must
also recognise to whom the question is posed - another charact?r in the
play; part of a soliloquy and self-addressed; directed to an imaginary

audience or directed to itself as actual audience?

Having reached conclusions on such points a decision must then be made
as to the necéssity or giving an answer to the question, If the question
has been addressed to a member of the audience is that person constrained
by rules of politeness to supply a verbal answer, or any recognition of the

s
hearing? (Viz also Burns, 1973 on‘Conventions of Performance, for . i~
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There are a number of relational levels operating in any performance;-
between actors and actors,
actors and character,
character and character,
actor and audience

and character and audience,

1 t

Phenomenologically the character, of course, 'is' not; character

only exists in so far as he is made to appear by the actor, But actor-
as—character does command a particular set of codes governing how any other
person involved in the production is to relate to him, codes which are

part of a grammar of theatrical presentation, That there exists such a
grammar 1is not to say that it consists of fully explicable formulae or
lists of rules. Any social situation is a constantly accomplished and
negotiated one and the rules' of behaviour are not imposed on a situation

from outside but are rather used as organising devices from within and form

part of the situation.

So although, for example, 'silence whilst watching' may be given as
a general rule, on any particular occasion of that rule not being able to
be seen as being followed, then an alternative and still sensibly ordered
way of seeing the occurrence is provided for. The other selection would

be an admission of rule infringement and the potential collapse of order.

So Martin can express the breaking of the 'silence whilst watching'
rule as an indication of a particularly good performance:

"The working men's clubs are not afraid of expressing their
emotions., They're not like playing to a straight theatre
where they're afraid to laugh. After the beat up scene
and the line ‘'come back, I won't hit you', they all screamed
'Divven you gae back to him love, divven believe him lass'"
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Live Theatre has succeeded in establishing a relationship with
certain clubs such that 'they will have (us) back any time we want to
go'. Their audience chooses to attend Live Theatre productions on

the basis of a relationship with the company itself rather than

commitment to a particular text, or author,



The Director in Rehearsal

The director is given rehearsal time in which to fashion his
production. Once a play is being performed for an audience the director
can no longer be in control; the actor holds the stage in every sense.
The director's task provides one distinction between the cinema and the
theatre, In the former case the director's influence becomes stronger
the nearer to completion of the film; the French term 'auteur' is
indicative., In the theatre the director's power gradually lessens until
at the performance on the opening night, he is powerless to change its

course,

The difference resides partly in the sense in which cinema is a
medium and theatre is not. Taking medium as the 'intervening substance
through which impressions are conveyed to the sense' (Oxford Dictionary),
the cinema makes use of a medium in the camera and its film - a ballet,

play or opera may be filmed and represented via the cinematic medium,

In the theatre it is the actor himself, his body and his vocal organs
which are directly presented to the audience and, whilst the theatre may
take a film script and reproduce it on stage, it is not a play of a film

in the same sense as there could be a film of a play.

As Susan Sontag points out (1966) whilst theatre has been described as
a mediated art, and the film as one unmediated, there is "an equally valid
sense which shows movies to be the mediated art and the theatre the unmediated
one, We see what happens on the stage with our own eyes. We see on the

screen what the camera sees' (ibid. p.30).
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The film director may have total control over his medium, the

theatre director whose medium is another human being may not.

One defining feature of rehearsal is that the playing that is
done is done without benefit of an audience and, without an audience
with whom a relationship may be developed then there is no theatre -
there may be actors, a stage, and a spoken script but there is no
theatrical experience.

"In his assertion 'I am actor' is found the claim 'I am watched..'

The actor cannot realise his choice by himself...someone must

consent to be audience to him who asserts to be actor. The

theatrical world must be a closed world., The actor alone can

project the theatrical world but only the audience can close it."

(Herr, 1971, p.123)

Yet the point of rehearsal is to provide an opportunity for working
through a play so that it communicates to an audience those points that
the director/actor wants to communicate,

"Rehearsal 1is a Way of selecting from the possible actions,

those actions to be performed, of simplifying these to make

them as clear as possible in regard both to the matrix from

which they have been taken and the audience to which they

are meant to communicate',

(Schechner, 1976, p.61)

The rehearsal process is continuously geared towards the potential
audience and during the process the director effectively adopts a position

as meta-audience,

Every scene must be practically and visibly rehearsed because,
although the actors/director may have worked out what it is that they
want to be the affect of any particular part of the play, it is an
unsurmountable fact that the actor aiming for a certain affect cannot know
whether he has achieved that affect - the observer (director) must verify

or vilify the attempt.



"Of course actors do have a say in the production in that
they contribute to it, they suggest something - can I do
such and such? - but the director has the final say and

says ''no, that won't work". 'Cos I know one thing from
being an actor and a director, is that you can't possibly
tell exactly what the effect is you are having on the

stage. You need to trust the person sitting there and
saying: 'no, no, what are you doing. Yes, yes, do that'."
(Denise Coffey, actress & assistant director of the

Young Vic. in conversation)
Acting is arguably the only art where the creative process is

visible (Viz Schechner, 1976), but it is certainly one of the few forms

which the artist can never see for himself.

This raises a point in connection with Goffman's impression manage-
ment which suggests that it cannot so easily be coped with through the
dramaturgic analogy. One person cannot wholly determine the impression
he gives off, he must be trained by an observer. The dramaturgical
model also simplifies the idea of drama which presents not only a self,

but others and a context too,

The director's position of power stems from the fact that he is both
literally and metaphorically outside the action which takes place. His
literal distance allows him a clear vision of the actor's movements as
a whole and the ability to judge their effects, The fact that he is not
involved with the acting through a particular character means that he has
the objectivity necessary to see 'the whole picture':

"A director is a person who would have some sort of idea, a

concept of what he wants the play to be and he's someone who

can sit on the outside and watch, because if you try and do

it yourself you can't always judge....you can't see yourself...

the thing as a whole....a director is someone who will sit

out and watch and see the thing as a4 whole and tell you if

you're indulging'.

(Holly, actress with the Tyneside Theatre Company, transcripts: p,456)
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Another feature of rehearsal, then, is that it is always talked of
as a practical doing of something. A rehearsal is ineluctably presented
as a situation providing the opportunity to try it and see how it works

(trans:p454), and to repeat it wuntil it is considered to have 'worked'.
j o3 pe

The early part of rehearsal may involve discussion about the play
(different directors have different approaches and different plays would
seem to demand different techniques. Talk of rehearsal is also specific
talk), But it is essentially set up as a preeminently physical affair:

"You can talk about things but you can only talk about things

so far, I mean that's another reason to have a rehearsal.....

you must do it, it's all very well to sit around and have the

theory and intellectualise, you only find out by doing it.

And that is why rehearsals happen,"

(Holly, trans., P.459)

Actors do work with categories of 'good' and 'bad' directors, a
distinction which Holly explicates through a discussion of 'creative'

and 'technical' directors,

The barest minimum work required to present a typical contemporary
play is for there to be actors who have learnt their lines and their cues
and for there to be a director who will 'block out' where the actors will
stand on stage vis & vis each other and the props., to say these lines.
There are many 'non-standard' groups who dispense with directors and
scripts (see Ken Dewey's X-ings, 1965), and even with an audience.
Performance is then seen as an Activity which stands in its own right as
an aesthetic¢ production and need not be directed outwards to an audience,
For an example of such a non-standard production see Vito Acconeci's

Rubbing Piece' described in At the Limits of Performance, Kirby, 1965).
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A director who offers only this guidance, however, is considered
a bad, unexciting, limited director. Television directors most often
fall into this category. Having hired people who are labelled actors
they 'just expect you to be able to produce the goods'. The limits
imposed by the sight lines of the camera make exact blocking of the
utmost importance and there is a feeling that they are concerned only
with such technical matters and have little consideration for the
"artistic'" aspects of the actor's job - the effort to develop a character,
to build up a relationship with the other characters in the play, and so
on, The demands of the medium itself are seen to detract from the

)
directors consideration of the play and its players,

The 'good' director provides reasons, and reasons which are concerned

with the artistic effect of the production as a whole, (see later chapter
on Young Vic also), for his decisions, he directs his attention to
'bringing the actor out'., The director must use the abilities of the
actors, he must acknowledge their own imaginativeness in '"'building a
character", and their own mental and physical agility in performing.

The good director does not say precisely what he wants from an actor.
What he does do is to construct a situation where it is likely that the

actor will 'stumble onto' the idea he wants them to have.

Allowing an actor to 'stumble onto' something allows the actor to
claim that idea/movement/inflection as his own creation. It allows for
talk about the 'artistic' aspect of acting and allows the director control
over the finished performance, as far as possible, whilst not intruding into
the actor's sphere of competence and under-cutting his role as creative
artist. A director has authority not necessarily simply because he knows
any more or better than the actor (it is not necessarily a student/teacher

relationship), but because he is better placed to see,
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As the actors can produce criteria for 'good' directors so does
Martin constitutively explain the existence of different categories

of actors - also in terms of 'artistic' ability.

He separates 'doing a piece of theatre' from being 'theatre -
orientated' and the former need not presuppose the latter, To play
'just documentary stuff' is spoken of in a disparaging fashion. The
force of documentary would seem to lie here in its reference to the fact
that an event has occurred in the perceptibly 'real' world and its stage
representation requires a copying process rather than a truly composed

from scratch (imaginative) product.

In talking of Betty - a local, totally untrained actress working
with Live Theatre, Martin acknowledges, lowever, that re-presentation of
life on stage is always a self-conscious deliberate act. He recognises
that albeit someone looks and lives exactly as the character they are
required to portray in a play, this does not automatically mean that they
can simply get up on stage and exist and have this recognised as ''good"

agting.

There is some tension in Martin's use of 'documentary stuff', then,
He would appear to be gaining authenticity in his portrayal of life on
stage through the deep involvement in the audience's world, whilst at
the same time claiming artistic status for his production on grounds
that rest on its accomplishment by the self-conscious utilisation of
particular forms for fictive communication. Creativity and a desire for
a truly 'artistic' form is set as a typical and overriding concern of
'good' directors and actors alike, What is said or not said, during
rehearsals comes to be seen as admissible in terms of this concern, and
the concern itself is used an an organising device to get the work of

rehearsals accomplished,
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Acting as Art not Craft

Acting is a practical craft wherein the control of properties,
terrorities, body and voice must be learnt (viz Lyman & Scott, 1970),
But it is not only a craft; it is spoken of as an Art, To allow talk of acting
as Art there are always consideratiorms other than ones concerning what is
actually done. What is done must be done gracefully but there is more

to the doing than is visible,

Rehearsing is not identical with practicing which carries the notion
of a finally perfectable skill, A performance cannot be perfected because
the elements necessary for a performance (including an audience), are not
all controllable or known in advance, Craft may be perfected but no one
can guarantee Art will turn out well, (See Becker, 1978, Arts and Crafts,

for a discussion of the '"two contrasting aesthetics'.)

In rehearsal, as we have mentioned, there is constant attention paid
to the conventions that are presumed to be operating. In discussing how
to link sketches in a Revue programme, for example, (one necessary feature
of a performance would seem to be an availability for it to be described
as a continuous whole through a concern with theme, topic, or whatever,
and a sense of it being 'rounded off' in having a detectable, unmistakable,
beginning and an end - in this case signalled by a song), what the audience
would accept was a prime consideration:
"He can get into his devil head in the coffin and then stick
on his tail and turn round and he's the devil, They'll accept
that."

"We never push them...they'll take a lot more',

(transcripts, p.350)
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There are certain ways of performing which the audience will accept.
There is also the idea that an audience can be taught to widen its scope
of acceptable conventions; what is new one day is incorporated into
theatrical lore the next - a constant problem for any 'avant-garde'

work,

The probable restrictions of the audience are constantly considered.,
That these reactions are always uncertain yet must be coped with at the
time of performance provides another distinction between rehearsing and
performing., There is always a risk element in a performance., Performance
is not, however, simply rehearsal plus risk. The performance is talked
of by practitioners as being made by the pfesence of the audience and is
always spoken of as a unique event, this originality lying, not in the
audience themselves, but in the relationship struck between them and the

actors,

This talk always of instances of performances:
"I don't visualise the audience, I daren't be as crude as that'",.
(viv Daniels, Actor with Joan Littlewood's Theatre
Workship and Director with various companies,
Transcripts , p.472)
celebrates the mystery, uniqueness and excitement of the theatre, It is
spoken of as a constantly changing, ephemeral world of its own and makes
claims on that basis to be evaluated in terms other than common sense ones.
There is always an immeasurability (in the sense of an immensity), about

a performance and this makes talk about 'the magic of the theatre'

possible.

The constant concern of theatre being an Art over and above a skilled
craft, and professional theatre peoples' concern with building up a critical

vocabulary not available to the ordinary man, allows for the same thing.



Anyone can act (mimic), but Acting involves aesthetic sophistication,

To consider rehearsals more fully we turn to the account of them

given by an actress from Stagecoach, Holly de Jeong (transcripts, p.454)

The conditions that may arise during a performance through technical
problems, actors' mistakes ('drying' - forgetting your words; or 'being
corpsed’ - put off by some occurrence and unable to continue), or
audience behaviour, can never be wholly forseen. A well-rehearsed
production is well-prepared precisely because it can extend itself to cope

with whatever situations may arise.

An ideal rehearsal for certain styles of playing is not a time set
aside to repeat one set way of playing (this approach may be spoken of
disparagingly on the grounds that it attempts to turn theatre into a
static, reproducable product) but is rather an opportunity to 'give
flesh' to the characters of the play, to construct a possible, probable
world for them to inhabit and in so doing to provide a way of handling,
rather than simply guarding against, mistakes which may occur. Good
rehearsal technique is not a constant re-doing so much as a concerted

attempt to 'do' things differently.

Reheéarsal does not, in this case, begin with line learning and blocking,
but with warming up exercises and improvisations which give the actors time
to get to know each other, to explore the ways different people are likely
to react to certain situations and to build up a relationship of trust with

one another.
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The world to be fabricated is mutually fabricated and the other
actors must be relied upon not to rupture the dramatic frame and shatter
the life of that world, Having established a relationship with the actors
as actors the exploring of possible relationships between the actors as
characters begins and, through this process, the actor's own character

emerges as a stable, predictable individual.

Learning lines by rote is the last task., The process of committing
lines to memory follows after the establishment of a character and is
talked of as a 'natural progression' involving, not so much learning as
understanding the character established as likely to say those things in

that situation.

The ultimate horror for an actor is that he will be left on stage
not knowing what to say; the ultimate solution is for him to have so
fully constructed and understood a character that, although the words he
says may not be precisely those scripted, he will always be able to say

something by drawing on his deep knowledge of the character he portrays.

Improvising around the play gives the actor the depth of interpretation
necessary for handling any situation which may, and frequently does arise,

"l mean,..it sounds terribly obvious but the whole point of

a play is to know who you are, where you are and why you

are there. And often people don't think about that.....,.
but if you know these things then you need never worry about
drying because you'll always be able to say something...and
that's what's good about improvisation., I don't always like
doing improvisations just for the sake of it but when you
can see the point of it, understand why, they can be life
savers.,"

(Holly, trans., p.460)
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Improvising, as the name suggests, can consist of any number of
ways of playing around with script, characters, story line, setting,
or whatever., It is in suggesting and guiding ways of improvising that
much of the director's skill is obvious, and it is through this that

agtors' abilities, often formerly undiscovered, may be ‘brought out',

The script offers infinite opportunity for improvisation; it should
be the starting point not the limiting final authority (for a more
detailed discussion of the relationship of author to the text refer to
chapter £ive), The more exploring of the possibilities of the play, the
deeper the feeling for its life, the more truly 'alive' the production.

"The hardest thing to do is to get actors to understand the

play and do it naturally or make sense of it, instead of

saying lines for effect.”

(Holly, trans. p.466)

The improvisations mainly consist of handling the play, parts of
the play, its themes, its characters etc., in a4 number of different ways.
A tragedy for example, may be subjected to a 'corpsey run' , when the
actors play it all for laughs, exagerratedly and not 'seriously' as a
tragic style would indicate, They may sing a play as an opera, or do it
all in double time to 'free up' within the play. The play may be split
up into segments bounded by a mood change and then the moods be exagerrated
and 'hammed'. This is, in effect, a deliberate use of styles of playing
in order to parody them; it is a conscious misplaying deemed helpful in

establishing the most successful approach,

Holly speaks of splitting a play into its Stanislaviskian 'units'

and 'objectives' and discovering its 'inner life'.
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The publication of Stanislavski's works (1924, 1926 and 1950),
provided actors with a set of exercises and practical techniques designed
to aid in developing their 'latent talent' and progressing in their art,

These came to be known as ''The Method',

While most actors are cognisant of The Method, and many make use of
it in their work, it is not spoken of as a fixed system through which a
person could work and finally appear as a proficient actor. Talk of
acting must still be talk that concerns creativity; art is not allowed

to be produced by recipe.

Stanislavski himself states (1949, p.279)

"The method we have been studying is often called the
Stanislavski System, But this is not correct. The very
power of this method lies in the fact that it was not
concocted or invented by anyone. Both in spirit and in
body it is a part of our organic natures.........It is
not possible to invent a system. We are born with it
inside us, with an innate capacity for creativeness.
This last is our natural necessity, therefore it would
seem that we could not know how to express it except in
accordance with a natural system.

Yet strangely enough, when we step on to the stage we
lose our natural endowment and instead of acting creatively
we proceed to perform contortions of pretentious propor-
tions.,.....S50 we have to find means to struggle against
this tendency toward distortion - that is the basis for
our so-called 'system'.,"

All these activities are aimed at as fully exploring and discovering

what is 'in' a text as possible. The superficial character knows only
his lines and his cues, the developed character understands himself and
has a personality which may be relied on to cope with the unexpected.

He has a life on the stage whether he is speaking or not.



The actors may write extensive biographies for their characters,
again building a 'full' character in the assumption that possessing a
life history, though never able to be displayed, deepens in some way
the character's life on stage:

""We used to write histories for the characters, do things
like.,.you know,,.colours and furniture, and...,for character,..,..
so all the time you're on stage you know who you are. Not that

you're upstaginhg people but just that you have a life going on."

(Holly, trans., p.467)

Much of the work of all those involved in producing a play consists
precisely in producing particular contexts, Human action is not a product
of a situation so much as it is necessary to provide a situation in which

to see human action as sensible.

Langer (1953), clarifies the terms that are used in describing the

various contexts produced for a performance,

"A dramatic situation develops as the play proceeds., That is
because all happenings, to be dramatic, must be conceived in
terms of acts, and acts belong only to life; they have motives
rather than causes, and in turn motivate further and further
acts, which compose integrated actions. A situation is a
complex of impending acts."

(ibid. p.312-313)

This is different from the environment wherein characters have
developed; the situation is explicit and the environment implicit:

"Where 'environment' enters into drama at all, it enters as
an idea entertained by persons in the play, such as the
slum visitors and reformers of the 'radical' problem play.
They themselves, however, do not appear in an environment,
because that sociological abstraction has no meaning for
the theatre. They appear in & setting. 'Environment' is an
invisible constant but 'setting' is something immediate,
something sensuously or poetically present.,"

(loc cit.)
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The author provides the situational context of the characters for
the actors, and through this the play develops. The actor constructs
an environmental context for the characiter through whom the action of
the given situation is perpetrated. The director provides the physical
setting in which the drama will unfold and the actions of the play make
sense. This sets the problems to be tackled by each Thespian, which
must be solved so that a single, identifiable; coherent play-world is

the final outcome.

What the author 'meant' is a seriously heard claim for authority
in settling issues of environments, situations and settings. So much so,
indeed, that when the director is also the author the result is that
the actors' creative contribution is considerably muted as he presumes
the author-speaking-as-director to be setting the definitive context for
the play and his freedom of interpretation is thus strangled.
"But the curious thing about The Birthday Party when (Pinter)
directed it, was that the actors were not working in a free
and open way with the director, they were working with the
Author, So when Harold said, and I heard him say it, 'I don't
know, what does it say?' or 'Why don't you try...?' They took
it as God's writ. Therefore they acted results and simplifi-
cations. They didn't go on a quest. They didn't make something

complex, which changed from second to second."

(Hall, 1975, p.13)

The actors’' own ideas are taken into consideration during the
rehearsals and claims for being able to do something 'authentically'

'because that happened to me in real life', are respected and used.

The actor, though, may be spoken of as having less freedom in
deciding what could have happened in a play than the author or the audience,
as, to construct their 'authentic' character, they need to acknowledge one

possible what did happen and so provide a specific environment.
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"But do you think it is possible, at least for the purpose of
the actors to say what acutally happened?"

"Oh, yes, you must, Or what happened for one particular actor,
It may be different from one actor to another, All you can
do for actors is to discover what needs to have happened in
Leeds for each of the, so that their behaviour will make
human and emotional sense, And if you ask Pinter what
happened in Leeds, he does say, 'What needs to have happened
in leeds?', What does it say?'. And I think that's fair
enough'',

(Hall, 1975, p.5)

The particular style of a play, e.g..an 'abstract' play is not
taken by the actors in this case to require a similarly 'abstract'
character. A character whose behaviour 'makes human and emotional’
sense is built up and then displayed through the particular style of

the play.

We have looked at some of the ways of speaking available and accept~—
able to, professional directors and actors when talking of their work,
and the concerns a director picks out as important to him when mounting

a production,

Live Theatre provides us with an c¢xample of polymorphic theatre,
There is no direct reference to 'style' as such but there is a continuous
concern with the prospective audience's life-as-lived in order to establish
the conventions thatmay be successfully exploited in offering a dramatic

performance of life-as-portrayed.

The theatre is not a world of its own; it must make use of its
knowledge of styles of life and exploit them in its styles-of-portraying
life. It must be attentive, for example, to the conventions of self
presentation operating in everyday life, such as the modes of dress customary
in public and private places (the street, the home), and the relationship

between them, (viz Sennet, 1975, for just such a study).
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"The discipline of studying a play is absolutely subject
to understanding its original conditions of performance.
ssessss3ince the activity of the theatre is designed
expressedly to touch and involve an audience, a segment
of society, that audience and that society must in part
control the kind of activity found in the theatre."
(Styan, 1975, p,.108-9)
That Live Theatre is specifically community theatre, playing in
3
certain contexts, to a particular audience, determines the directors

approach; the audience and the society provide the very representational

language which can be exploited by any particular form of theatre.

In order to communicate theatre, minimally, must hold the audience's
attention and keep it 'alive to its perceptual contributions', (ibid.
p.185). Granted this as an aim common to all theatrical performances
the means by which it may be accomplished will alter., Martin uses the
story line as one major element in holding the audience's attention.

He uses, too, characters that 'look like the lady next door', using an
audience's recognition of their own viewpoints, the fact that the play
talks about them (trans:339) to capture and retain their interest, This
theatre deliberately capitalises on a knowledge of its audience's world
to present the world recognisably on stage; recognisably both through

the mode of presentation and the topic treated.

It escapes fossilisation in Brook's terms (Brook, 1972 as it is by
no means limited to using only gestures from everyday life, in the manner,
of a strict Method actor, It jumps between naturalistic playing, to
using specifically theatrical conventions for getting 'off stage', to
representing a sitting room usingone chair and a window frame suspended

from a coat rail.
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It is aptly described in Brook's discussion of what he calls 'Rough
Theatre', by which he means theatre for popular audiences:

"The Rough Theatre is close to the people.......it is usually
distinguished by the absence of what is called 'style’.,

Style needs leisur€.......

The Rough Theatre doesn't pick and choose: if the audience

is restive then it's obviously more important to holler at

the trouble makers - or improvise a gag - than to try to
preserve the unity of style of the scene.......

The popular theatre, freed of unity of style, actually speaks

a very sophisticated and stylish language: a popular audience
usually has no difficulty in accepting inconsistencies of
accent and dress, or in darting between mime and dialogue,
realism and suggestion. They follow the line of story, unaware
in fact that somewhere there is a set of standards which are

being broken."

(Brook, op.cit,, D.76)

A stylistically sophisticated audience, i.e., one that is aware of
categories of particular styles, which lead in turn to set expectations
of ways of performing, may indeed, be fettered by those expectations and

an awareness of a transgression of certain standards,

Martin is guided by an emminently practical aesthetics whose cardinal
rule is to get the audience interested and keep it so. That audience will
still operate standards about what it considers 'a good' piece of work
but they will be standards that are phrased in terms other than accepted

literary critical, style-as-category ones,

Martin remarks:
"In the c¢lubs, when it's dead right....you see people
even if you're doing something dead serious, will sort

of laugh ....saying 'Oh, it's so true',",

(trans., p.344)
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And again, talking of what would count as laudatory feedback:

"I heard at Cullercoats club, about the Filletting Machine....
like a bloke said to me afterwards: 'You laugh, but you Kkna

"

you shouldn't',".

(transcripts, p.337)

The audience themselves have picked up on Live Theatre's intention
to present a performance that takes them and their lives as its topic.
It judges (partly at least, it must be remembered that these are selective
Judgements that Martin is relating to the interviewer), the performance's

success by how apposite the portrayal is.

They comment on the material of the drama rather than the way in
which it is being told to them, Their shared territory is theme and concern,

not elegantly presented aesthetic device.

The director's intention and the audience's perception dialectically
construct the social project, thcy mutually create the style through
which the play communicates. And that there is communication at all
celebrates their membership of a community which, among other projects,

may successfully carry off accomplishment of a dramatic performance.



Chapter Seven

NEGOTIATING THE STYLE OF PARTICIPATING IN PERFORMANCE
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Negotiating the Style of Participating in Performance

Through studying interviews by an author and a director about

their work I have looked at how they describe their respective jobs,

I turn now to consider the mounting of one particular production,
taking it from its inception to its performance for an audience. To
do this I undertook a period of observation at the Young Vic Theatre

Company during the three weeks of their Summer 1978 Festival.

The data used in this chapter includes situated talk, i.e. accounts
given during the actual work process as well as field observations,
rather than the retrospective descriptive talk which formed the bulk of

the data for the first two chapters.

I look again at the process of authoring, directing and rehearsing
a production but concentrate now on the performance itself, looking at
the theatre as a physical environment and the ways in which this physical

context structures the possibilities for performance.

The Company chose to exploit such physical possibilities in a
particular way and during the public performance offered constant guide-
lines to mobilise audience expectations and conventions as to the possible
modes of their participation in the event. They used what I shall term
'devices of inclusivity'. These included direct address to the audience
demanding a public reply from them; active participation by the audience
so that they provide part of the play's setting; asides to the audience
to provide them with information that not all the characters know and

initiation of the audience to the style of playing through 'preshows’'.
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I shall look particularly at the ways in which stressing the
performance aspect of the occasion facilitate a certain style of
playing and one, I shall claim, that allows for "intimate' communi-

cation as that term is used by Sennett (1977).

Before embarking on that project it will be useful to look briefly
at Sennett's dicussion of convention and rule as important constituents

of an individual's ability to be intimately expressive with others.

Sennett notes some reigning beliefs of contemporary life that work
against 'civility', which is 'that activity which protects people from
each other and yet allows them to enjoy each others company', in social

relationships. These are the beliefs that "closeness between persons

is a moral good''; that people ought to aspire 'to develop individual
personality through experiences of closeness and warmth with others';

and that "the evils of society can all be understood as evils of
impersonality, alienation and coldness'. (ibid., p.259) Sennett presents

these as founding an 'ideology of intimacy' where all ''social phenomena,
no matter how impersonal in structure, are converted into matters of

personality in order to have meaning'". (ibid., p.219)

Such a situation has a radical effect on theories of expression in
society. The constant intrusion of questions of personality and
psychology into social relations forces modern man into a species of
self-absorption and an overriding concern with voicing his own feelings.
This very concern with expressing emotions limits an individual's

ability to be expressive.
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The paradox of the narcissism explicit in the cry to 'look at me
feel' it this:

"The more a person concentrates on feeling genuinely rather than

on the objective content of what is felt, the more subjectivity

becomes an end in itself, the less expressive he can be'.

(ibid,:p.30)

In concentrating on self expression in this way what is lost i< the
sense of self-distance and of a public space governed by impersonal
conventions i.e. 'rules for behaviour at a distance from the immediate

desires of the self', which are the prerequisites for play acting.

So modern man becomes, in Sennett's phrase "an actor deprived of
his art."
"People are more sociable the more they have some tangible
barriers between them, just as they need specific places
in public whose sole purpose is to bring them together.
Let us put this another way again: Human beings need to
have some distance from intimate observation by others in

order to feel sociable,"

(ibid., p.15)

Artifice and convention provide just such a distance and in
connection with staging a theatrical performance I shall argue that the
clarity with which its status as a play, bounded by specific conventions,
is proclaimed, directly effects the spontaneity and ease with which

individuals participate in a performance.

While it may seem, commonsensically, that artifice leads to distance
my study of the Young Vic company would seem to display how Sennett's
paradox is true; distance is precisely that fea ture of a communicative

situation which allows for closer interaction. (ibid., 5.336)
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"To the extent, in sum, that a society mobilizes narcissism,

it gives rein to a principle of expression entirely contrary

to the expressive principle of play. In such a society it

is only natural that artifice and convention will seem

suspect. The logic of such a society will be the destruction

of these tools of culture. It will do so in the name of

removing the barriers between people, of bringing them closer

together, but it will succeed only in transposing the structure

of domination in the society into psychological terms."

The Young Vic (which was opened in 1970) operates with a permanent
company presenting shows in the main auditorium of the theatre at
Waterloo and the studio there, "on the road" in children's theatre and

various community projects, TIE (theatre-in-education) work, and national

and international tours.

The director, Michael Bogdanov, 'Bodger' as he is commonly referred
to, was quite willing for me to come to the theatre and watch any of
the rehearsals in progress. The Company had just completed some five
weeks of rehearsal for their major production, Ben Johnson's 'Bartholomew
Fair', which was being performed most evenings in the main auditorium of

the theatre.

Given the structural possibilities of the auditorium ( which I
consider in detail in the next section), this was an interesting choice
of play for a first production with a new director and company. Johnson's
play is one which takes every advantage of an Elizabethan audience who
found no trouble in handling infinite numbers of leaps from fantasy to
realism, plays within plays, and other framing devices (see Styan, 1975,
pp. 80-190, for a discussion of the original staging of this play}, and

is a play designed for the deep embedding of the actors in the audience.



Later 19th century theatre, with its prascenium arch, separated
auditorium and increasing tendency towards Naturalistic playing, is the
form of theatre temporally closest to us and tends to be used as the
paradigmatic form. The Young Vic moves away from that form and offers

us an example of polymorphic theatre.

I watched several performances of Bartholomew Fair and listened
during breaks in the coffee bar and the local pub, to many discussions
about the show, The days were spent in writing, rehearsing and performing
4 number of theatrical ventures specifically devised for the Festival.
There was a travelling Music Hall, a lunchtime musical show, a roving
street theatre, a school's project and a morning auditorium show for
children aged between five and eight years old. To this end the Company
had been split up into groups of six, each with a director and respons-—

ibility for their own project.

It was this last group, working on the children's show ‘Fayre Play’,
that I chose to observe in detail., I sat in on their rehearsals, joined
in their lunchbreaks and watched their first week's performances of the
completed show. The field notes that I took during rehearsals and
performances, and the detailed transcripts of some of the informal

discussions I was present for, appear in the appendix.
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The Theatre Building

It may be thought that the physical context in which a production
is mounted provides only an initial environment. I suggest, however,
that it importantly effects the interactional possibilities for that

production,

The Young Vic building is entered by means of a large foyer off
which lead the coffee bar, the studio (a large room without fixed seating)

and the main auditorium.

The licensed coffee bar is open to any member of the public, not
only to ticket holders, and is well used by the Company itself as they
have no Green Room - a relaxing room for the actors provided by most

companies ~ and spend a good deal of time there.

Already particular democratic modes of interaction between company
and audience are set up. The fover, coffee bar and ticket office, rather
than just being preprocessing areas for patrons are all incorporated into
a display of the style of the occasion and are an important part of mobilising
the presuppositions which allow a certain mode of participation-in-
performance to take place. You may eat and drink here cheek by jowl with

the protagonists of the play you attend.

Such contact serves several purposes. It effectively fetters the
establishment of the sort of 'star system' which necessitates a certain
packaging of an individual, a certain privatisation of The Star, so that
voyeuristic peeps at his offstage life may be carefully engineered and

controlled for promotional and pecuniary reasons. The highly limited
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availability of a Star excludes the possibility of an intimate performer/
audience relationship and changes it into & consumeristic one. (See Dyer
1979 for an extensive study of the phenomenon of stardom). It must also
serve to stress the non-illusory nature of the performance to be presented.
The knowledge that Romeo had pizza and salad half an hour before the
balcony scene disallows one particular mode of participating in the
theatrical experience, a mode which another theatre, in another time (of

the urge towards naturalism of the 19th century) may have assiduously

striven for.

At the Young Vic the actors and audience assemble to provide an
occasion for imagindtive activity not an attempt to construct an illhsion
of actuality on the stage. Company and spectator preparing and 'cooling
off' together in the way described suggest the mutuality of the undertaking,
that there will be a joint contribution made to the ensuing event. Both
the audience's physical proximity to the actor-as-character in performance
and their intimacy in mixing with the actor-as-performer offstage, are

important factors to be considered in the staging of illusion.

The auditorium futher enhances the sense of ccrporation. It consists
of a platform and thrust stage surrounded on three sides by benches for
spectators so that those in the front row have their feet on the stage.
This echoes the intermixing of actor and audience in the 1780's when the
young members of the upper classes had seats on the stage. Such proximity
was then made use of by the audience who interfered directly with the actors
through the system of 'points' - demanding a repeat of a popular part of
the play; and 'setting' - making it impossible, through rowdiness, for an

actor who had resorted to the prompter to carry on, (see Sennett, 1977, p.75)



- 202 -

The Young Vic has ﬁo prompter at «ll as the thrust stage affords
no place for anybody 'on the book'., An actor who'dried must disembroil
himself as best he can, through his own efforts and the help of his
co—actors, Indeed, virtually the entire auditorium is permanently
visible, the small buck stage area and pit that do exist obviating the
possibility for the sort of extensive visual surprises popular in the
19th century. During this period with the extensive wings and flies built
into the design of the theatres, whole scenes, including actors, could
disappear to reveal another visual e¢ffect. A love for realism and
spectacle stalked hand in hand with any number of ingenious devices
utilised to bring a gasp from the audience who would clap the scenery

at the opening of an act as well as the actors as the end.

Ghosts, for example, stimulated much invention; whole sheets of
glass which caught the reflection of an actor in the pit were used and
the New York Evening Post Magazine of 20th December, 1919 told of a
spectral device as follows:

"The ghost stood behind a large concealed wheel which,
when started, caught up each revolution a fresh piece
of some almost transparent stuff, art fully tinted  to

match the background, until the requisite thickness was
obtained. The ghost apparently melted into thin air',

Such constant and total visibility demand of actors the skills of
being expressive with the whole (and often the back) of the body and of
the audience the facility to call upon their powers of imagination using
sign and symbol to construct a scene. (See chapter 3 of the thesis for a
discussion of how an actor's manner of being embedded in the audience

relies on a particular mode of signification).
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It demands a:
"Very flexible treatment of time and space and the ability
of one space to be transformed into many places through
the skill of the performer not the illusionistic devices

of a scenographer’,

(Schechner, 1973, p.48)

The sight lines thus given mean that the audience can see the stage
and the rest of the spectators simultaneously and that the actors can
see the audience. This is facilitated, also, by the lighting arrangements,
There is no absolutely rigid houselight/stage~light demarcation, frequently
the whole auditorium is 1lit, although it may be darkened with relation to the
stage area. Neither are there any footlights - these operate to blind the

actor who is unable to see through them to the audience,

The benches themselves are continuous so it is not possible to
reserve a seat and on crowded evenings you may be asked to 'snuggle up to
your neighbour', so that numbers can be increased. This also means that
seats are all one price and no particular part of the audience is privileged.
A far cry this from the days of the 17th century when the patron of the day
was the focal point for the actors who played to such benefactors virtually
irrespective of the remaining audience and their view of the play. Often
indeed, the audience was better placed to view the patron than the play

and would wait to be guided by him before responding ﬁo the show.

The Young Vic is different, too, from many contemporary, plusher,
theatres where seats are split into stalls circles and boxes of varying
price and prestige. Schechner (1976,n 62, points out that allowing anyone
to have their feet on the acting area is a ''democratisation of the presence
on stage of some of the audience, the rich and/or privileged. It extends to

everyone a once restricted privilege.'



This process of democratisation seems to touch on audience status,
not only in the sense of there being privileged sections of an audience,
but also in the sense of an entire audience's relationship to the play
and the players. The audience are initiated into a position of close
contact with the plavers but they mayv not control fhem or the text
(players in the 18th century, as we have mentioned, could be asked to
re-play a certain favoured section of the performance, so signalling a
lack of subservience Lo the textl), as patrons once could; the actors assume

authority in such matters,.
The foyer presents an area which Bogdonav made much use of in preshows.

A preshow is an informal extension of the main performance (a detailed
description of the Fayre Play preshow is provided later), It uses figures
from the play in costume and/or character and extends the action of the play
in a fairly unstructured way., So, for Bartholomew Fair, the fair ground
characters go into the local pub half an hour before the performance is
scheduled to start and begin there, doing juggling tricks and telling
jokes, before they move into the auditorium to entertain the audience as
they are arriving. Outside the theatre doors and in the foyer more fair-
ground characters are selling Bartholomew Fair badges and T-shirts, Qalling

'roll up and buy your badges'.

The preshow functions for the actors as:

"As a sort of relaxed lead into the play and an atmosphere so

you get the atmosphere and when the show starts then they're

so relaxed into the spirit of what is going to happen that it
Just happens, rather than the set thing of the curtains opening...
oh yes...and the dialogue is set up and...whereas often, with

the preshow, it has started as soon as they come into the
theatre...outside in the street they are met by someone, like

in Bart Fair in the pub...it all starts in the pub (.....) and
then the sort of action just naturally follows on'.

(Mickey O'Donaghue)



For the audience the spill over of actors to the'foyer, street and
public house is not used to dupe them as to actors identities but serves
as an initial suggestion for ways of being involved in the production.
We get to be, for example, on smiling terms with the actors which sets
up the likelihood of more uninhibited response during the main body of
the show.. The back chat that occurs collects all present into one gathering

and may be seen as a further technique of inclusivity.,

This mode of initiating the staging of a theatrical performance
seems to be at variance with Schutz's idea of the necessity for being
thrust into an alternative finite province of meaning through some sort
of reality shock: ''going to sleep as a leap into a dream, the lived
experience of the 'numinous', the jolt by which, for instance, the
scientist shifts after dinner to the theatrical attitude."

"The transition from one province of meaning to another can

only be accomplished by means of a 'leap’' (in Kerkefgaard's

sense), This 'leap' is nothing other than the exchange of

one style of lived experience for another. Since a specific

tension of consciousness belongs essentially to the style of

lived experience, such a 'leap' is accompanied by shock
experience, that is brought about by the radical alteration

of the tension of consciousness."

(Schutz/Luckmann, 1974, p.24)

The Young Vic methods of commencing a performance are aimed at providing
a smooth transition and initiation into the new order rather than admini-
stering a 'jolt', which suggests that in the space of a second the
individual is propelled from one state of consciousness to another. More
strongly it precisely trades on conventions in the audience's everyday life

to accomplish the theatrical event.
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The Young Vic provides a physical context which sets up certain
possibilities for styvles of performing. The Company then exploit these
possibilities in particular ways underlining for the audience, in this

case, the fact of 'gathering' at the theatre for a performance event.

The audience may have refreshed themselves in the coffee bar, or
chatted together in the foyer. They will have been forced to make some
kind of contact with other members of the audience in finding a space in’
the benches (no seats are reserved) as it is virtually impossible to walk
in and sit down without the minimum of contact of & mumbled 'Is anyone

sitting there?'.

The Company may have been seen wandering around thus displaying their
double identities of working actor as well as character. The programme
itself includes no photographs of actors in costume‘during the play but
rather a centre page spread entitled 'The Company at Work'. This depicts
such work as impressive acrobatic feats and playing musical instruments.
The programme is used to stress the skilled, physical business of acting
in the style of the old time travelling players, rather than ignoring this
in favour of presenting the finished illusion of, for example, 'John Labanowksi

as Quarlous'.

There is no rigid segregation of actors from audience to aid in fostering
illusion but a concerted attempt to emphasise that the occasion is one of

performers with the audience telling a story.
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History of the Play

Fayre Play originated from an idea of the assistant director.
Prompted largely by economic consideration he wanted to use the set
of the company's main auditorium show for the morning children's show

he had been assigned.

The play then was to be set in & fairground. The cast and
director talked together exchanging ideas on a story line. They considered,
for example, what it was about fairs that children liked and disliked and
to this end the director had actually visited several classes in a school
talking to children about fairs. Using the potential audience's own
experiences in this way was'aimed at insuring the relevance and compre-
hensibility of the play and made possible the inclusion of such touches as
calling the skeleton in the ghost train 'skelington' as most young children

apparently do.

The discussions were deeply concerned with the social statement that
the play would make to the audience. The suggestion of basing the story
around a pickpocket was generally approved of, providing that it did not
simply present a pickpocket as 'bad' but pointed out that it could well be
an unfair social system which forced a lad to make a living in such a way.
The play should deal with the fact that people who commit criminal acts

are not necessarily essentially 'bad' people.

The exploration of this was taken as the theme and ways of getting

this across to an audience of five to eight year olds set the problem.

After discussions lasting about one week a story line gradually emerged,

which I summarise here, using, for convenience, the names which the author

finally gave the characters.
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Mr. Bartholomew has died leaving the fair to his son, Tumalty. His
wicked Uncle Ur has hidden this fact from Tﬁmalty and his friend Fiona
and helped by a sycophantic, weedy character called Notch, is running the
fair himself, concerned only to make a huge profit from it through

exploiting the children who come to visit it.

It was decided that one way to present a case for the 'wrong' doer
would be to involve the audience themselves in the action of the play and
make them accomplices to the deed. The deed was to be the fact that
Tumalty and Fiona had given free rides on the slide to tﬁe children, instead

of charging them £5, so depriving Uncle Ur of his day's takings.

The basic synopsis was explained to an author, Geoff, plus the number
of actors available for the play and their particular skills - tightrope
walking, riding monocyles, playing trumpets and so on. Geoff them
produced a script which was presented to the cast and:

"We got the script when we came back and read it, it
worked immediately and was magic.....it came alive right

off the page. Funny that, really good."

(Mickey O'Donaghue)
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Rehearsals

Rehearsals began with reading from the script in suitable character
voices while the director explained elementary positioning (blocking out),
with relation to the set he had worked out, As it was run through without
the script actions were devised spontaneously by the actors. Moves done
were laughed at, or got a 'that's very effective' from the director and

on the basis of that sort of approval were kept in.

The dialogue drifted somewhat from the original script. If a
practical piece of 'business' worked well visually, the 'rabbit' (scripted

dialogue), was changed to accommodate it.

The author attended rehearsals several times and was unhappy with some
of the additions and omissions which had been made because they made the
play 'very loose' and stopped it putting across the plot simply and strongly
enought to save confusing the children. He also made suggestions for
characterisations - certain movements, points of emphasis and so on. He
always, however, as did the director, avoided saying that what an actor
was doing was wrong. He phrased his suggestions in terms of extending
possibilities for action not simply cutting something out. Talk in rehearsals
seems implicitly to assume an actor's competence:

Director to actor: '"It's all there,...it just needs...it's just
not quite working."

(transcripts:)

Sq while the rehearsal process is recognised as a questing for something
it seems tacitly assumed that a suitable end product is always there,

hidden somewhere in the fabric and simply waiting to be unearthed.

The Company work within a general rationale of democratic production

with all involved taking an active part in deciding on the way the final
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production will appear to an audience. An undemocratic way of working
on the other hand, would be when the director has very fixed ideas on the
way a play should be performed and reduces the actors to mere ciphers

which give 1life to his conception.

Inherent in the democratic rationale seems to be the notion of

collective discovery which makes an author's attempts to 'own' the text,

or a director's attempts to 'own' the interpretation, likely to be

sucessfully resisted.

Ownership of the text does provide one source of tension in producing
the play. The author is deemed responsible for the script. The actors
claim supremacy in the sphere of the performance - once on stage the very
boundedness of the play means that they have final authority. The text
and how best to interpret the script and then display the interpretation,

is haggled over.

Discontent coalesced over the issue of whether Uncle Ur was angry
enough and Tumalty frightened enough over the absence of the money he
should have collected to warrant basing an entire play on it. Sensibleness
and logic are extended to the probable life histories of the characters and

not simply confined to the actions which will actually be seen.

Several actors thought that the solution lay in giving Uncle Ur an
urgent reason for needing the money which would make his extreme anger more
evidently explicable. Geoff pointed out that if you did that, for example -
Ur needs the money to pay off a gambling debt or to buy a sweetie-melting
machine for the fair - both suggestions made by actors - then the audience
would be able to see his point of view and possibly begin to side with him

against Tumalty.
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All agreed that Ur's selfish anger must be stressed and ways of
doing this were discussed. The final alterations which were made were
made in all three spheres of the production i.e. the author altered bits
of the text, the actors altered the way they communicated that text and

the technical effects (lighting, sound, and other visuals), were adapted.

The badinage between actors and author was couched in apologetic

terms but each equally laid claim to & particular sphere of final

competence:

Chris "It's not a vindictive thing..... it's just that
(Actor to author) we know what works''.

{leoff "I'm sorry to attack ideas that I didn't come up
(Author to actor) with, but why are they (i.e. the ghost costumes

which had been added to facilitate a bit of
'business') there?'".

(transcripts, @368

Chris gives the actor unquestionable authority as to the practical
business of portrayal and maintaining the play's coherence as a reasonable

representation.

Geoff's claim concerns the fact that the play as a whole should present
understandable characters who perpetrate logical actions with the attention
of the audience being focused on those actions which importantly carry
forward and display the point of the play. Geoff is concerned to maintain

the plays structured coherence in exploring a theme.

Both, however, actually run through a part of the play and having done
it and formed an opinion at the 'gut level' then proceed with the retro-

spective analytic work using presumed audience reaction (extrapolated from
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themselves as audience) and actual audience reaction (the play was, in one
sense, never finished as the Company used audience reaction as a basic

for alteration during the actual public run), to ratify or vilify judgements.

The final rule is: make the idea concrete and then consider the claims.
The concrete form, however, is never divorced from the claim and it is in
setting up claims for the fitness of a certain action to fulfill its
function that the artness of the enterprise is constantly maintained and
reaffirmed.

"It's status as art is what we confer upon it in regarding it
as the embodiment of a claim”.

(Taylor, 196€, p.1l80)

The author, director and actor do not simply describe what is to be
done but are able also to provide acceptable reasons for why it is done.
Reasons grounded in, and constitutive of, images of themselves as 'creative'
are the most persuasive. Norms of originality and creativity are institu-

tionally prevalent in theatre work.

Consider the following discussion between the Director (J) and an

actor (C):

J. "Geoff is having a look at the moment at the script to see if he can

follow up one suggestion of Bodger's which is that we try and add five

minutes into the show somewhere. ..
C. "Which I don't altogether agree with,.,.,"

g, "Find another....

C. "Did Bodger watch it...,..?"
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J, "Yes'",

C. "All the way through?"

J. "Yea'

F. "Yea...he was upstairs.,.'".

J. "It was his...a request if you like from the top. Uummmm."

C. "Is that an artistic request or a...eeer...a managerial one?"

J. "No, It's an artistic one, He felt that at the moment...that there

ought to be another five minutes."

(Appendix, p.359)

From the conversation several assumptions that actors and directors

work with in getting the work of production accomplished can be drawn out.

Bodger is only granted a valid opinion on the basis of his having
seen the whole play. Art demands that one look at the product in its
entirety; it demands to be considered in its completeness. Such a claim
is part also of an actor's rhetoric for dismissing the reviews of critics

who slink out before the end of a play. (See also chapter eight).

The rightness of the work can, and must, be, "felt". When people say
that a thing 'feels right' or that 'it works', as is heard often in the
theatre, what they are saying is that it is seen to be in accordance with
certain rules of correctness for that particular artistic product. The
rules for deciding on correctness always consider the thing in itself

(viz. Raffel, 1974, p.154).
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That the vocabulary used is one of emotion also suggests that the
performance itself provides criteria for its evaluation and that such

criteria concern its ability to invoke emotion in the audience.

To bring 'managerial’ constraints to bear on the production is taken
to undermine its status as art in that it makes consideration of factors
extraneous to the thing itself., One rule for seeing art then is to 'focus
on the thing itself', The display that this is being done is taken up
also as a rule for producing art. legitimate grounds for doing a thing in
a particular way involve consideration of their artfulness and any other
considerations are secondary, or worse, inimical to the success of the

enterprise,

The director acted as diplomat in this debate talking to the author
and actors privately and relating to each, the outcome of the discussions

with the other.

One particular problem of production then, arises over differences
in opinion as to what the play is to say and how it is to say it. In
solving this through group discussion what is actually happening is that
the status of the play as artistic enterprise and the group as creative

artists are constantly reaffirmed.

The company discussions dealt endlessly with why such a thing should
happen, what doing it in a particular way would be likely to suggest and
the moral aspects of suggesting such a thing. What this effectively
accomplished was the articulation of the intentionality and method of
assembly of the enterprise and it is precisely method and intention that
must be appreciated for a thing to be termed 'art' rather than placed in

some other category.
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Taking style to be 'the grammar that permits us to see in the
congrete an intention' (Raffel, 1974, p.165) the production process is
continuously aware of its position as enunciator of style, In many
artistic enterprises the creative act is carried out by one person alone,
even though the production or marketing of the art form may require the
enlistment of a large number of support personnel whose activities are
deemed a matter of craft or business acumen rather than artistic sensi-~-
bility (see Becker, 1974 and 1978). Theatre on the other hand, is a form
of art where the internal procedures of its invention are necessarily
publicised during rehearsals and the actors may jointly constitute and

legislate for, the rule by which their production may be acknowledged.

In this way they both work from, and build up, their communities,
Whatever tensions arose over matters of interpretation or whatever, that
such questiong§were the right sort of gquestions to raise and their soclution

a bonafide part of the creative process was never in doubt.

My own observations at the Young Vic concerned exclusively the
activities of artistic personnel and did not consider directly the part
played by stage managers, set-builders, technical or front of house staff.
How the economics of hiring, for example, set-builders and how this con-
strained the inception of the play have been mentioned earlier. This
omission was due to the fact that I specifically chose to observe actors
at work and they had no professional contact with the support personnel

whose activities were controlled through the director,

Becker (1974) concentrates precisely on how the artist's dependence
on support personnel constrains the range of artistic possibilities available

to him and how cooperation is mediated by the use of artistic conventions,
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whose existence both makes the production of work easier and innovation

more difficult.

Lyons (1974) provides us with a specifically theatrical study
looking at how resource constraints in a semi-professional theatre group

effected that group's aesthetic decisions.

Closer to the present project of examining how, rather than style
being exclusively a product of an autonomous set of shared understandings
various factors impinge on possible styles of participating in performance,

is Rosenblum's study of 'Style as Social Process' (1978).

She undertakes a comparative study of news, advertising, and fine
arts photography to demonstrate that '"in addition to other explanations
of style, style is also a function of the structural charactergstics and
constraints associated with typical situations in which photographs are
made'', (ibid.p422). She treats artistic conventions as intervening
variables, sandwiched between the organisation of production and the
characteristics of the final outcome which, as she notes, differs from
those approaches (Becker, 1974 and Burns, 1972) which see shared agreements
as a species of independent variables that account for recurrent pattened
activity and the objective products of that activity. Such an approach is
an attempt to:

"Modify theories which tend to overemphasise the cultural autonomy

of style, its indeperdence from social structure and the 'out-

thereness' of socially unlocated shared meanings’.

(Rosenblum, op.cit,.:p.423)
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Considering the Audience

That performance of a play depends crucially on the presence and
interaction of actors and audience was reflected in the constant consid-
eration of what the audience would be likely to understand and the

conventions it was likely to be able to mobilise.

Acceptable questions and answers raised during the rehearsals were
generally in terms that dealt with audience:

"It's going to have to be a bit more rehearsed....I don't
think the kids will understand that..... really

(transcripts)

"Except that Tumalty is in the wrong. He has been giving
free rides....he is in the wrong...the point that the kids

0

actually think that his wrong is not all that wrong 'cos
they haven't got the money and it's nice to give free rides
if you can, but this old cunt is insisting on having it and
he's going to fucking break his back if he can't give it to
them", '

Appendix, p.380)

The whole production process then, is tied to considerations of the
audience in a number of ways, They must be able to understand what is
said - the grounding of the play in recognisable incidents from a child's
everyday life acknowledges this. They must also - and this is what gives
the theatrical medium its peculiarity - actively participate in the saying,
and it is that which provided the basis for the beliefs and organisational
practices which made up the routine work strategies of the rehearsal

procedure.

Rehearsal is a process of 'repetition, simplification, exaggeration,

rhythmic action and the transformation of 'natural' sequences of behaviour
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into composed sequences'. (Schechner, 1976 p6l) Through repeating an

action in a variety of ways that way which most clearly communicates

the desired message is picked out. It is picked out taking cognisance

of the play's overall message and the everyday life world of the audience

for whom the play is intended. Transforming natural sequences of

behaviour into composed sequences is effectively making the displaying

of the rules of portrayal which govern the doing more important than the doing
itself; this in drama is relegated to second place. The performed quality

of the act is stressed over and above the act itself,

The Fayre Play production dealt very directly with the interface
between the real and the theatrical in so far as it was dealing with an
age group purportedly less sophisticated than adults in managing social
situations which involved constant changes of ways of being involved. In
fact the children were a good deal more sophisticated than they were
initially given credit for. They actually preempted the use that was to be
made of them in making ghost noises to frighten Ur and Notch in the haunted
house and spontaneously began 'haunting' noises before the actors asked

them to.

We now turn to look at how the problem of including the children in
the action to make it a lively experience for them, whilst at the same
time providing them with ways for maintaining their distance from the

action was dealt with.

Fayre Play was a story to be told by means of theatre, not an

opportunity to attempt to maintain a fictional reality.
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The company as a whole espoused an entertainment ideology, the aim
being to give the audience an 'enjoyable night out'. It is this notion
which is implicit in many descriptions of what had been considered a 'good
night:-

"It was just great you know...they just turned it into a pantomime"
(Labanowski, transcript

"(of Canterbury Tales)..they suddenly found themselves in an area

which was so successful that the come back off the audience was

absolutely phenomenal, It was like...at times it was just like

opera....... they stood and cheered".

(Mickey, transcript)

This was stressed in a number of ways and I will suggest that it is
this very stressing which provides the basis for the audience's spontaneity

and close involvement with the action; they 'krow where they stand'.

The relationship between characters and audience can be brought very
close (close in the sense of the ease with which they mutually manipulate
rules), as the rules for involvement in the production are clearly stated in
the constant announcement of its status as play. The theatrical occasion
then becomes a truly sociable event, its sociability being celebrated
precisely through the communal ability to recognise (or reformulate). the
rules for playing. It becomes a genuinely participatory occasion that
goes beyond stimulating private emotion in response to a constructed
illusion (note that you may only participate in others lives, not your own),
and becomes an expression of community through actively constructing an

acknowledged fiction.
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Convention and rule, then, form the basis for intimate expression:
they liberate rather than imprison. As Sennett argues in the work already
mentioned (Sennett, 1974), the modern tendency to attempt to dismiss
convention and artifice in a search for intimacy is misguided and doomed

to failure as such an attempt is based on narcissism.

I hope to show that, rather than distrusting convention as promulgator
of inauthentic behaviour this Young Vic production revels in ritual,
providing an occasion for people to 'engage in the social compact to be
rule governed' (Sennett, 1974, p.317) and thereby creating an impersonal
space where the audience can be free of the outside world, and in consciously
perfecting those rules, in union with others, truly participate in the

Play, in every sense,
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Stressing the Performance Aspect, Techniques of Inclusivity and Distance

Play and Playing

Johan Huizinga in Homo Ludens, isolates three defining aspects of

play and, while. playing and attending a Play are not by any means wholly
synonymous, that they have a common root is no coincidence., Play 1is
voluntary (Huizinga, 1949, p27)i.e. it is 'never imposed by moral duty or

physical necessity'.

It is also a 'disinterested' activity - 'it steps out of 'real' life

into a temporary sphere of activity with a disposition all of its own.
'Disinterested’ in no way means that it is not completely absorbing; it
doces mean that there is about it an 'only pretend' quality; it is a self-

distanced activity.

It is thirdly a 'secluded' activity - it is played out within certain

limits of time and place, containing its own course and meaning.

This is also part of its self-distanced character, it must have an

end.

The first public showing of Fayre Play caused concern precisely because

the ending of the show was not strong enough:

M. "It doesn't end"

J. "I know what you mean"

C. "They're not aware of the conventions of endings...."
M. "We need to make it final"

(transcripts:)
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The characters originally just waved goodbye briefly and left the
stage to silence until one of the teachers accompanying the children

started clapping.

It would seem that simple wave is a commonplace everyday life conven-
tion and is the kind of gesture a character could use from within the play,
it is nd?, however, a strongly theatrical one and insufficient to signal

the end of the theatrical 'frame'. (Goffman, 1976)

Sennett too stresses the importance of the boundedness of the play:
"Freedom as an endless state is not what children aim at, the
(marbles) rules often have messy beginnings, baroque middles,

but always have clear termination points',.

(Sennet, 1977, p.319)

To play happily requires that those three conditions are fulfilled.
To participate in the performance of a Play requires that they be respected
also, though it must be noted that the voluntary aspect of play is the one
most subject to change between the two playings. If going to the theatre
is a school outing it is not necessarily a voluntary attendance. The
characteristics that acknowledge self-distance are, however, crucial to

the theatrical enterprise.
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Self-Distance and Identity

To distance oneself from a theatrical event is not a case of restri-
cting levels of feeling nor one of taking one's involvement in the event
in a less than serious manner. It does demand a particular sort of invol-
vement and one that is aware of the conventions applicable to the event
and aware of those conventions not as definitive rules but as productions
liable to change and manipulation. It is in other words, through an
individual's interest in the content of rules themselves and the recog-
nition of his ability to interactively control them rather than be controlled
by them, that he may objectify actions and put them at a distance from
his Self. Such self-distance is the skill which children acquire in order
to be able to play with each other (see Piaget, 1965, e.g.) Through
erecting rules children establish their own play world and such rules
accomplish self-distance by, for example, putting off mastery over others
as an immediate end - so handicaps are invented to allow a boy to play with
his younger brother. He will then play to win but that is the aim not the

substance of the play itself.

B
Distancing allows one to modify the simple direct response to an
immediate here-and-now interpretation of an external event, by mobilising
a second category of interpretation dependent on perceiving the event

through the operating conventions,

The kind of emotion expressed is dependent on the meanings abstracted
from the situation and the awareness of the rule-boundedness of the theatri-

oal event directs that meaning.
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At Fayre Play after the director had requested that the technical
effects be stepped up during the sequence in the haunted house so that
the entire auditorium was very dark and the ghost noises very loud, one
young boy had to be taken outside as he was overcome by fear and had

started crying.

He had stopped at experiencing the immediate feeling of 'fear in
the dark' whereas presumably the other children had gone on to a second
order of fear which drew on this immediate sense but was mediated through
an awareness of the performance situation and the community of the audience
and although no less truly frightened had gained sufficient self-distance

to enjoy the fun of frightening themselves,

The child who left has lost the capacity to appreciate playacting,
he had failed to keep the theatrical milieu at a distance from his Self.
Maintaining self-distance allows a boundary to be built around the Self
and this in turn facilitates a truly expressive Self - the very opposite
in effect to that Self absorption which measures social reality in psycholo-
gical terms, and prompts Sennett phrase ''makes members of an intimate society

artists deprived of an art" (1976. p.29).

Fayre Play demanded public expression from the audience - it demanded
verbal replies to questions e.g. deciding whether or not Notch should be

allowed to stay and run the fair with Tumalty after Ur had been banished.

To the extent that this style of theatre requires an active rather
than a passive role for the audience, the translation of all matters into
matters of personality as is promoted by the passivity of the mass media

spectator is avoided (viz. Sennett, op.cit.,)
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The child is given an identity as an audience member which liberates

him from a strict concern with personality,.

The importance of the community of the audience is recognised by the
actors in discussing ways of limiting fright in the play.
C. "...when they go in the ghost train that is the worst thing that could

happen to anyone.,.it's not kind of....it's actually the worst place
anywhere,.,it's Hades,,.and I think that it ought to go that far...

M. "...s0 that when he says 'I'll put him in the ghost train' there ought
to be '000000000C0O,....."

J. "It's that strength...even more evil."
F. "They won't be frightened by a total.!
G. "They are all sitting together as well, they are not by themselves,

not in front of the tele and their mums out.....

(transcripts, Pp.367)

These two facts - that the children actively participate and are one
of a community of participants who collectively establish a public space,
are facgts that are importantly different in e.g. TV watching and going to

the theatre.

The strength of the theatre lies here in its engaged impersonality.
The audience 'can invest in a good deal of passion in an impersonal situation
and think of expression in the situation as a matter of the remaking and
perfecting of (those rules to give greater pleasure and prompt greater

sociability with others.' (Sennett, op.cit.,:p.315)
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Proclaiming the Performance

Unlike, for example, naturalistic films which attempt to dissolve their
medium, Fayre Play stresses at every opportunity its theatricality; it

revels in proclaiming its nature as a dramatic performance,

It is not an escape attempt, a case of sitting in a seat trying to
pretend that the world you are looking at removes you from the world from
which you do the looking. It is rather an immensely sociable affair within
which, as participant, (rather than spectator with its overtone of passivity),
you acknowledge and celebrate its rule-boundedness and its conventions,

together-with the rest of the audience.
Ve
.

/

Bartholomew Fair also emphasises the performed-for-an-audience aspect

of the event.

A character from the play begins with a prologue:

Jim:"I don't want you to get arty farty about this, just sit back and
enjoy it because Jonson wrote it and, if he was alive today.....
he'd be four hundred years old. Don't worry about the length
‘cos this book here (he holds up a Penguin copy of Jonsons' works),
has Yolpone and The Alchemisf in it as well, so Bartholomew Fair
is only this long. Ana we've cut this bit here (rips out some
pages) and the first half of act II (tears out some more), and
I'm adlibbing this bit so don't worry if you haven't brought
cushions 'cos it won't be too awful", etc.

As he is doing this people are still arriving and one lady is signalling
furiously to her friend who has gone up into the balcony and whom she

obviously wants to come down and sit with her,

Jim takes this up and says:

"What's the matter madam?, Is your friend up there, well come down
then sir, don't be embarrassed, you just come down and we'll all
laugh at you",
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The same character announces the interval saying:
"We've got fifteen minutes to clear this (the set) up and
you've got fifteen minutes to clear off and have something

to drink".

(transcripts:)

Such banter is the prerogative of non-illusory theatre, unscheduled
off-stage incidents may be picked up and used to carry the business of the
play forward, Illusory theatre must ignore such things at the risk of

breaking the fantasy; it is in this sense a more fragile fabrication.

MacCannell (1977 pls59Y explains that just seeing a sight is not a
touristic experience:

"An authentic touristic experience involves not merely connecting

a marker to a sight but a participation in a collective ritual,

in connecting ones 'own marker to a sight already marked by others',

In the same way Jjust being at the theatre is not automatically to

become an audience. An audience collects itself into a body

through its voluntary negotiation and manipulation of the rules

for attending to a performance.”

To take an example of this we shall look at the preshow which worked
as follows:

Ur and Notch stood in the foyer rubbing their hands together and saying

to the arriving children "Go on little children, go and have a ride at the
fair'",
In the main auditorium Tumalty and Fiona stood next to a slide near

which was a large notice proclaiming '£5 a slide'.

Tumalty looked at the audience and asked 'does anyone want a ride?'
Several kids put up their hands at the first request, with some prompting

from friends 'go on, go on'.

Tumalty then asked the volunteer: "Have you got £5", to which the

child shook its head. '""Have you got £1 then?" '"No',
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Tumalty then addressed the audience as a whole: ''Should we let him have
a go anyway?"
To which they replied 'yes' (on about the tenth ride some started saying
'No'), and Tumalty agreed to let them go on the slide anyway. The child
was put on the silde and the audience taught to sing a song as each child
slid down.

"One, two, three, four, five, go for a ride on Tumalty's slide,

hey o, hey o, du du dudum dum dum" (this was the popular
football chant, complete with hands in the air on the hey o bit).

The audience were exhorted by ruses such as, ''no more free rides till

LA

you sing louder.

Ur came in from the foyer shouting for Tumalty, which stopped the
preshow, and sent Tumalty scuttling into the audience to hide, Ur then
calculated how much money he should have received, asking those who had
rides to put up their hands, doing a quick multiplication by £5, and then

this number was used throughout the play, i.e. it changed every day.

This caused some consternation amongst the actors:

-C. "You know that we've got this notice for five pounds right....which
means in effect that you're only going to be able to charge about
five pounds...which means when we count them up and find out how much

precisely we owe you....."
M. "It means that you have to be good at mathematics...'
C. "It might only be fifty pounds....."
Je "Yea.,,..tomorrow there are fifty children so if everyone has a go then

it is two hundred and fifty pounds."

C. "So this figure of two hundred and fifty.....if there's four hundred
kids then you've got some bloody working out to do....you need a pocket
calculator."
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M. "Do you kncw how you should count, you should do Irish counting...
look., .mumble mumble mumble....that's two hundred and fifty pounds",
C. "No no no.,.if you invite them to put their hands up and count them then

make it real, What you're talking about.....
o]

(transcripts )

Various things are going on in the preshow which can be explained in

terms of constituting an audience through teaching them the mode of
involvement.
Tumalty addresses the whole audience - this recognises them as a

collectivity, at least in terms of potential answerers of questions.

It also demands a verbal answer - silence is no rule of this
performance. Establishing that meant that when Ur had a line,

"Children have more money now than ever before, they don't
know what to do with their money",

'no, no they don't', from

there were vociferous and anguished screams of
the audience. They all seemed aware of the classic pantomime convention
for when one character is creeping up on another and equally screamed out:

13}

"Behind you, behind you....'".

The prompting from friends for someone to try a ride was actually saying:
"Go on go on, you do it first so that through your emabrrassment we can find

out the rules-in-play for having a slide and save our own',

Tumalty lets the audience as a body decide whether any particular
child should have a go. This draws the children into the action and gives
them the power to control the events taking place to some extent. This
control over the play then allows them a crucial distance from it, whilst
at the same time promoting a close involvement in it. They will be mentioned

personally in the play several times as one of the £5's owing to Ur.
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Hiding Tumalty under their legs and 'lying' to Ur also draws them

into the action, but in such a way that they take communal responsibility.

When, after several children had had slides, there started shouts of
'no, no' in response to the question 'should we give them a free ride?’' what
has happened is that some of the children have become certain enough of
the rules for participating that they now have the confidence to experiment
with them. They have learnt thét you can reformulate rules, that they are
not 'immutable truths but conventions to be controlled, they may be played

with' (Sennett, 1977).

Not all children were wholly adept at handling the rules, there were
some mistakes as when, in answer to Ur's threatening 'have you seen Tumalty?'
one little girl piped up 'Yes, I know where he is', and got enthusiastically
hissed and giggled at and was so brought back into line by the rest of the

audience.

One child also responded affirmatively to Tumalty's ‘have you got £5?',
but Tumalty led her back to the expected answer by setting it up in the

next question,

Both the children as members of the audience, and actors as leaders of

the play, give direction to participants; they 'show them the ropes.'

Fayre Play also stresses the performance aspect of the occasion by
underlining the actors' positions as performers as well as characters. By
this I mean that, in allowing the actors to display their skills - e.g.
playing the tumpet, walking the tightrope or riding a monocycle, they
perform stunts which are able to stand in their own rights as bits of

entertainment, over and above their part in the characterisations and role-

playing that the actors achieve.
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Theatre that does involve the audience closely in the sense of
physical proximity and interaction, that leaps between styles of
playing realism to fantasy; the live pigs and handing out gingerbread

of Bartholomew Fair to imagining yourself in a ghost train with the

visutal aid of one cardboard cutout, using the slide, being ghosts,

coping with direct address and answer does so successfully because it
stresses the playful nature of the event. It displays its rule-guidedness
clearly and through this creates a genuine public space where people may
express, or more strongly celebrate sociability through their mutual

ability to be so guided.

In looking at the Company's work in this way I have hoped to show
how a collection of strangers may be constantly provided with cues to
enable them to establish the style of the event; how the physiaal context
structures, and the actors exploit, opportunities for particular styles of
involvement and how, through stressing the conven'tions in opgration and
_using them as the basis of expressability rather than considering them
its antithesis, the audience negotiates the style of the event and leaves

the building having spent 'a lovely night at the theatre'.
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The mounting of this production at the Young Vic had as a constant
concern the provision of clues, expressable codes and rules for the style

of the audience and actors' interaction in the theatrical event.

Mileage was made sometimes out of tensions generated precisely about
legitimate modes of involvement but never to the extent of anarchy or

anguish,

The performance events themselves were endlessly exciting, the
spontaneous interaction between actors and audience effectively altering

the event of each replaying.

It would seem that Baker's claim is contradicted:

"The many technical developments which had overtaken the
theatre in the course of the period (i.e. late Victorian)
to produce a strict separation between performers and
spectators - the use of a stage curtain, a picture frame
proscenium, a darkened auditorium and stage spotlighting -
these had taken the actor to new heights of professionalism,
He was now, as never before in control of his audience.
Indeed it is possible that his role will be never quite so
distinct again, for some modern trends in the theatre, such
as towards audience involvement and improvised performances
appear to be reversing this process. In doing so they are
blurring the distinction between the world inside the
theatre and that outside it and there is a risk that the
actor will be devalued as a professional.

(Baker, 1978, p,161)

There are occasions that are specifically structured to confuse those
present as to the nature of the occasion as with, for example, Guerilla
theatre, and this may result in a 'blurring of the distinction' between worlds.
This blurring, however, I would argue is not so much to do with the fact
that the actor is not cut off from his audience by the physical means which
proscenium arch staging affords but by the paucity of clues to decoding

the event offered by the protagonists.



Chapter Eight

CRITICS AND ACCOUNTING FOR THEATRICAIL PERFORMANCE



Critics and Accounting for Theatrical Performance

Critic as Judge

My project is to look at how theatre is constituted as a taken-for-
granted cultural institution and how the style of any particular
theatrical event and its status as a performance is a matter of practical

constitution by the interactional procedures of individuals,

I have looked at accounts of the theatre and Thespian work given
by actors, author, and directors, indicating how accounts constitute the
topic itself and constitute it in a particular way through employing
certain available rhetorics and calling on explicable institutional norms

to describe dramatic activities,

I have displayed some of the resources available to members in

constituting theatricality.

One particular set of accounts, specifically and professionally pro-
duced as talk about the theatre and providing one resource for such talk,

are those reviews written by theatre critics for circulation in newspapers.

These reviews are readily available to the practitioners and publics
from which an audience will be drawn and may be used by that audience to
direct their gaze to particular aspects of the drama, recommending such
aspects for their serious attention. They offer examples to individuals
of what would count as successfully accomplished 'cultured' talk and,
through this ability to carry off such talk, collect themselves into a
community of competent theatre goers with the stock-of-knowledge of theatre
at hand necessary to be able to provide, for example, formulable criteria

for a performance being either more or less successful.
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Commonsensically newspaper reviews written by dramatic critics offer
readers a description and evaluation of a theatrical event, They are
arguably of especial import for the theatre as the performance of a play
is an essentially ephemeral, unrepeatable, undertaking with a play, be it
performed in the same place, to the same people, by any particular company,
only able to be performed once. The theatrical institution and a text may
continue, a performance, dependent as i1t 1s on sO many contingencies, is

unique.

It has been said that 'dramatic criticism is to the artists what orni-
thology is to birds' but it has equally been argued that for practitioners,
for the actor-as-blind-artist, criticism has a particularly important part
to play. There is no opportunity to put the performance and the critic's
views on it side by side as there is with, for example, literary works as
the thing criticised and the criticism itself has no period of coexistence.

(see Emmet, 1973, p.5)

Reviews also function to alert a potential audience to an event and to
offer recommendations as to which plays are 'worth' seeing and for what
particular reasons. That reviews are indexically tied to the media through
which they are expressed means that the publics being aimed at and the
criteria of 'worth' being chosen will vary in each case, So a particular
newspaper will require a review to be written to accord with the image of
its 'reader profile' and one which stresses aspects of the performance deemed
of greatest interest to the group described in such a profile, These criteria
of worth are as likely to include such things as the star-value, sex appeal
or local origin of the actors involved in a particular performance as they
are to express acceptably 'aesthetic' criteria of evaluation such as 'the

subtle handling of narrative expectation' or use of 'imagery'.
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Similarly talk about how 'good' a criticism is will employ particular
rhetorics which are dependent on the status of the discussant - as member
of a public or as a practitioner and within those categories will alter
with the perceived utility of a review - whether that be to fill the
column inches of an arts page in a newspaper with the sort of journalism
its readers expect or whether the critic is taken as 'defender of the
arts' and his review taken as an attempt to judge a play's aesthetic worth

according to accepted theatrical standards.

Everyday discussions of critics and their work tend to estimate the
'accuracy' of a review in terms of an assumed 'correct' way of under-
standing the play (see, for instance, Esslin's study of a number of
criticisms, 1973 and 1976) and censure such things as the failure of
critics to achieve this understanding or to concur on a performance's
merit, As I hope to show through the following study of critics and
reviews, however, such reviews are not a simple report or substantive
account of a particular performance but are, in the case of newspaper
reviews the product of an activity which treats theatre as news and as such
provides us with insight into the production of news as well as the consti-
tutive conventions available to the critic for describing the concerns of

a theatrical production,

How descriptions of criticisms vary according to the social situation
of the person providing that description may be explained through a consid-
eration (following Chaney, 1972) of the "organising terms of significance"
they employ. Actors and critics may be related through the similar topic
of ""theatre' but they are located within particular institutions which have
specific norms and are thus concerned with that topic in differing ways,

they employ, in other words, distinct and often opposed terms of significance.
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As Chaney puts 1it:
"An actor uses significance in relation to a context as a
way of saying that from a particular stance one's percep-

tion of the environment should be structured in this way."

(Chaney, 1972, p.2)

The practitioners, 1.e directors and actors considered in this
chapter organise their talk of critics employing the term critic-as-
Jjudge as the significant one and one that provides a prescriptive
description of c¢riticism., Dependent upon this notion of critic-as-judge
practitioners have built up a sophisticated rhetoric through which they
discount 'the crits' through listing a number of competency criteria for
adequate judgement which many critics do not fulfill. So the critic may
be decried on the basis of such things as being a less than impartial,
and an uninformed, sort of judge. Critics, so the practitioner's rhetoric
goes, are untrained in the art of acting and incapable of judgement on
this count:

"Critics are the only people allowed to take part in an
activity and even become judges of it without any training

in that activity'.

(Osborne, 1977, p.66)

They are also described as offering only highly subjective and partial
comments on the performance with that partiality stemming from their
personal relationship with the performer, author or whoever. lonesco sees
them as presuming a prescriptive role as 'prophets of fashion' whose
'setting norms and making rules are ways of seeking authority and taking
command." (1978, p.650) Without training they position themselves in some
sense above the author and this position is practically enforced through
the critics ability to "open and shut theatres' doors to the playwrights

work."'" (idem).
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They are also described as being dishonest in their criticism
because their main concern is 'to be caressed by their own received
ideas' (Osborne, op.cit.:68), and their aim to develop their power and

. . N . .
authority vis-a-vis their readers.

Critics are seen as being tied to their age, its ideologies, language
and social milieu in a way that theatre practitioners refuse for themselves,.
"For the artist independence is everything. For the
ideologist and for the critic authority and power

are important."

(Ionesco, op.cit,:649)

This particular version of one of the reasons why critics reviews may
be discounted at the same time provides a version of "artist" as someone
capable of throwing off any enslavement to public opinion and fashion in
the search for noble generalisation., Whereas the critic's dependence on
keeping his readers is seen to constrain him by a concern with 'being
liked', this concern is not admitted into a notion of aesthetic endeavour

which stands outside such mundane concerns.

Critics as judges are furthermore highly fallible, frequently
contradict each other and make the statements they do in an achievedly
objective way so not to appear confused in their opinions. (see Haddawa§

and Holly transcripts in appendix).

Thespians talk about critics, in sharing excuses and legitimation,
persuading co-conversationalist to see esach concrete insténce though
unrelated in themselves as combining to produce a coherent set of reasons
for why critics are 'not to be taken seriously', produce incontravertible
evidence for judgement-negators that are employed and thus build up an

orderly and sensible (if unjust) world.
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It is through the actors' and authors' use of the same sort of
reasons for negating criticisms, in their drawing on similar rhetorics
to conduct their conversation about critics, that we are given a display
of a unified, extant Thespian world, which operates somewhere unspecified
and is the authorising source for such judgement-negators. (For a

discussion of institutionalisation see chapter 2 of this thesis.)

I have looked briefly at how actors and authors use a normative order
as a persuasive explanation of their conduct. I turn now to an interview
with Michael Billington, (one of whose reviews we shall study in depth)
where he displays his knowledge of the set of circumstances which artists
allude to in the face of (unfavourable) criticism and in answering it in
his own talk he refers to, and constitutes this list as a regular feature
of the theatrical world. Both parties use this 'list' as the ''source of,
and ready explanation for, the distinctive patterns of behaviour" and to
make their affairs appear orderly and rational to any outsider who hears
their talk and employs it as an embedded instruction for seeing their world

as they describe it.

The accounts we study in this chapter may be taken, then, not as more
or less accurate in providing a substantive description of the theatrical
world which is their topic but as actively constructing that very order
which they describe. By picking out certain features of a critic's work
and relating them to current Thespian maxims on the position of the critic
in the theatre a sense of structure is given to the code which may be used

by actors to discount the import of c¢ritics and their reviews.

As Zimmerman notes in the preface to Weider's work:



"...the plurisituationality of the rules of the code is a
situated accomplishment, or outcome, of the skilled use of
the code rather a precondition for its use. That is, the
actors' sense of the 'relative constancy' of the meaning of
the code for conduct across situations is accomplished in
situations; the equivalence of behaviours classifiable as
fulfilling the code is a consequence of the use of the code
to analyse behaviour, rather than a prior achievement making
the code usable for that purpose ......behaviours encountered
in the setting are subject to analysis in terms of rules and,
thus, are normatively controlled, The reflexive use of
natural language makes observable, and thus constitutes, the
features of members' social reality."
(Weider, op,cit., p.18-19 emphasis
in original)
"Telling the code" is a multi-formulative and multi-consequential
act of such natural language accounts and an individual's ability to
formulate descriptions of events which exploit knowledge of the code and

provide one more instance of its use are simultaneously displays of member-

ship in a group for which the code is an important organisational device,

Thespiags grounds for complaining about critics are that critigcs are
subjective (arbitrary, contradictory and biased by personal dislikes) in
their judgements; cerebral (having different concerns from the artists); a
and uncreative (only doing what they do because they cannot do anything

else).

That they are subjective is tied to their inability to make judgements.
That they are cerebral is tied to the proper ways of being involved in

the theatre.

Billington provides us with accounts of how such specific changes may
be dismissed and he also gives us a number of rules which guide him in his
work. The charges which he answers and the rules which he formulates as
guidelines ("have a Cause', for example), are only available to use through

talk about them. They may be talked about as if they could be neatly
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produced if such a request were to be made, as if critics had some useful
hand book and authors and actors could refer to some written comprehensive
catalogue. Yet what both groups are doing is taking the observed facts
and offering recipes, explanations and theories in such a fashion that

they self-evidently account for the facts which they discuss,

This is a process of"'idealization', (as is my own organisation of
the idealizations which I am noting as useful devices in the work of critics)
analysing and accounting for behaviour in terms of rules, As Zimmerman
and Pollner (1970, p.84-85), put it:

"Agcording to Schutz, the world as it presents itself to the
member operating under the jurisdiction of the attitude of
everyday life, is a historical, already organized world,...
The member takes for granted that the social world and,
more specifically, the aspect of it relevant to his interest
at hand is actually or potentially assembled by rule or
recipe. That is he may know, or take it that he could
detemine by inquiry, the rules or recipes whereby he and
others might gear into or understand some activity. Put
another way, the member assumes that such structures are
actually or potentially locatable and determinable in their
features by recourse to such practice as asking for or giving
instructions concerning a given matter. Everyday activities
and the perceived connected features present themselves with
the promise that they may be understood and acted upon in
practically sufficient ways by competent employment of
appropriate proverbs, paradigms, motives, organisational
charts and the life,"

We look at how Billington as critic provides such appropriate

proverbs during the following account of his work,

Subjectivity is unavoidable but a Good Thing

"But the essence of a critic I think, is that you have

to shut out other peoples' opinions for long enough in
order....you know,...to be yourself and that is very
difficult sometimes actually. It's difficult if you go
to the theatre with wildly opinionated people uuummm, ..
and I would say I would never go to a theatre full of
actors....It is difficult actually, just preserving your
own vision of what is happening."

( Appendix, p.414)
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There has been a frank admission of the fact that knowing an author
personally does have an effect on how one can write about his work., For
that reason Billington sets himself the principle of never talking to an
author before he sees his play and never asking him what it is that he
is trying to do in it, Even reading a play before seeing it at the
theatre is unwise but this lack of wisdom is on the grounds of such pre-

knowledge taking away from the excitement of the performance.

The critic, then, talks about subjectivity and bias in reviewing
but it is in a way quite different to his complainants discussion of the
same point. They ally subjectivity with an inability to judge, whereas
Billington is only concerned that his reaction be insufficiently subjective

and guided by others' opinions as well; this would be the problem for him,

The critic is meant to offer his own statement of his own reactions
and anything else is contaminating his work in some way. There is, then,
no attempt to gain objectivity through mass consultation, but there is a
sense in which the connations of subjectivity as 'too personal to be of
any use' are counteracted and that is through the presentation of his

work as based on 'informed' subjectivity.

Discounting any attempt by critics to be just the 'man in the stalls'-
gritics are there on free tickets, they see four plays a week every week
of the year which differentiates them from the ordinary man - he presents
as the main point of being a critic his ability to 'relate one play to
another',

"Or you can put a work in some kind of context and I would always

be more interested as a reader, in the opinions of a man who has

seen twenty Hamlets than I would in the opinion of someone who

has seen one Hamlet."

(Appendix, p.400)
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There is, then, a sense in which he does offer more than a
(derogatively) subjective viewpoint. He has a comprehensive knowledge
of types of plays and theatre and talks in terms of having progressed
through a career structure in expanding his theatrical knowledge (appendix, p.39%3-
416). He acknowledges the arrogance of the position of a critic:
"If you set up in business as a critic you are saying uuummm.,.
I think I know what is good for people., There is a kind of
terrible arrogance inseparable from the job, it...I make it
sound a bit heavy...I mean what....all that I am saying is
that a critic should point out, I think really, the defects

of the theatre in any given time...."

(Appendix, p.403)

He legitimates the arrogance as necessary to provide a review which
will interest the readers of the paper as ''there is no point in reading
you actually if you don't sometimes blow up your own commitments and
theories,"” It is also necessary if the critic is to be seen as a creative

writer in his own right.

Here we get an answer to the allegations of authors that the critic

is a frustrated artist.



The Critic as Creative Artist

The critic does have a function to report on the event in a purely
descriptive manner advertising a play and simply letting a potential
audience know what is on at any given time, He has a function beyond
that, however, and that is to modify the art he is writing about, It is
through his description of his job as including this genuine concern for
the .art form with which he deals that the critic makes claims to be talked
of as an artist himself, The critic is creative as he may actively form
the way in which theatrical history progresses. He has the power to
encourage writers in their work and to illustrate this he provides us
with the example of Pinter being on the point of giving up his writing of
plays and being saved from doing just this by a good review of his work
from Harold Hobson, The critic picks on the positive proverbial incidents
whereas the authors and actors used a slightly different store of stories.
Using the example of Bernard Shaw he claims that he:

"Would rather be a good critic than a bad artist honestly, 1I'd

rather have written Bernard Shaw's dramatic criticism than I

would have written the plays that he was writing about. And

in fact Shaw's criticisms have lasted longer than most of the

plays he was actually writing about.....and therefore it seems

to me that it can, as I expressed, only at its very top level

become an art in itself if the prose is good and if the opinions

are well expressed.'

(Appendix, p. 414)

In saying he would rather be a good critic than a bad artist Billington
in fact leaves the 'being a good artist' as the higher achievement. He
then qualifies this by saying how it is possible for a critic to be placed
even higher on the meritorious scale than the author and in doing this he
makes exactly the same point as Osborne did in the article already cited but

makes it this time for the critic rather than for one author - the criticism

now lasts longer than the plays.
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The critic is capable of artistry in writing a review (if he is
not then it is the limited time and space of newspaper journalism which
constrains his ability to be 'much more subtle and nuanced' and forces

him into a 'kind of hurrah or yaboo attitude'), and is creative himself.

To make an even stronger claim for the critic Billington then
answers the charge of uncreativeness by offering us a demystified version
of the writer as Artist.

"I think there is a romantic ummmm....picture of any creativity

as holy however mediocre or shoddy it may be and any act of

criticism as somehow ummm,...as second rate and parasitic. I

would like to demolish that actually, I don't see any virtue

in actually churning out ummmm bad novels or bad plays or bad

anythings for that matter."

(Appendix, p.415)

Billington is building up a picture of the critic as a crusader with
a banner in contradistinction to the authors'/actors' view of him as an
uncreative ignoramus who is capable of anything other than a cerebral

approach.
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Criticism is a cerebral activity

There is an acknowledgement of the excitement of being present at a
play, the charge drawn from 'discovering' what a play is saying. There
is also the admission of the possibility of criticism being a short term
occupation precisely because the palate becomes jaded and it is not

possible to maintain the thrill afforded by live performances.

These are two affirmations of theatre as live and wild (in Styan's
sense, op.cit.), and yet the phrasing of even these affirmations is done

in terms that always includes some notion of employing the intellect:

"So I'm not sure how long one should be a CritiC..ceesees
act ;ally.....that's another problem....how long you can go
on seeing plays,(.......) and responding to them with any

intelligence or enthusiasm or whatever'.
(Appendix: 1.400)

Intelligence is mentioned first.

Critics are portrayed as being sensitive about actors 'egos'., A
choice and witty phrase used by an American critic:

"1 have knocked everything but the knees of the chorus girls
and nature has antioipated me there',

(Appendix: p.410)
or Alan Brien's assessment of Michael Horden's 'Macbeth':

""He looks like an Armenian carpet salesman who has
entered Dunsinane by the back door",

(both comments do have the virtue of being indeed, witty - the choice is wit
or kindness, never simple rudery), should be turned down in appreciation of

the fact that actors (unlike authors who are legitimate targets), must get

up every night and perform and can be both 'physically and | ;

damaged by harsh criticism,
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The critic has a heart, then, but the vocabulary he uses to talk
of the pleasure he gains from his work is notably different from the
actors. They phrase their speech in more emotive terms stressing a

concern with, for example, 'really feeling'.

The greatest personal pleasure in reviewing for the critic is in
seeing:

"A new play.....and trying to kind of lassoo it in the

course of...you know.,.a gertain number of words and in

trying to find out what it's about.,"

(Appendix: p.398)

He attributes his very career to the:

"Puritan urge not to waste anything actually ummmm..,it's
that English Puritanism when if you see someth