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1: Dramaturgy and mise en scÃ¨ne â€“ Critical Stages/ScÃ¨nes critiques
CHAPTER 3 Marlowe on Stage, Theatrical Contexts and Dramaturgical Practice (pp. ) Elizabethan playwrights wrote for
conditions very different from our own.

A course designed to provide the non-major or undeclared liberal arts major experience with a basic
understanding of acting and performance. Fundamentals in improvisation, vocabulary, and scene study are
stressed. Acting I For Minors. Relaxation, concentration, and improvisation are taught along with basic scene
study work. Acting I for Majors. An introduction to theater terminology and technology with an emphasis on
scenic construction, lighting, stage rigging, painting, and production. A practicum in wood shop and stage
construction. It covers each ingredient of the theatrical experience--audience, playwriting, acting, directing,
theatre architecture, design and technology--and attempts to help students define a reasonable set of standards
to judge that part of the experience as an audience member and to clearly communicate their feelings and
thoughts regarding that experience. Readings in this text are augmented by the reading of specific plays that
represent different periods, genres, conventions, and dramatic styles. Many of these plays are supplemented by
short films prepared by Films for the Humanities so that students can see examples of various dramatic and
theatrical styles in performance. The students write critical essays about their experience as an audience
member in relation to a particular aspect of the performance. Students also have an opportunity to complete
in-class projects in which they gain experience functioning as a theatre practitioner. This course offers the
opportunity to learn, develop, and practice the art of set, costume, and lighting design by concentrates
specifically on the processes, skills, and disciplines of design for performance. Furthermore, students will read
several plays and examine ways in which theater design can suggest meaning and interpretation of the script.
Emphasis will be placed on creativity, discovery, analysis, and collaboration. This Practicum is designed to
provide students with hands-on experience in a variety of positions, both on stage and behind the scenes.
Students will register for one credit-hour per semester unless directed otherwise by the Director of
Undergraduate Theater Studies. The course focuses on developing a kinesthetic awareness of the body and its
use as a theatrically expressive instrument. Exercises will encompass development of flexibility, strength
building, alignment, motor skills, and concentration. The twenty-one films of James Bond have become part
of popular culture, and the figure of the superspy has become mythic in proportion. Issues of violence, sex, the
presentation and treatment of women, racial stereotypes, and spectacle among other topics can be discussed
after viewing each film, providing an opportunity to explore the changing expectations of American audiences
and the developing form of contemporary cinema. This course introduces scenic design techniques,
approaches, and tools. Emphasis will be on developing ideas through script analysis, visual research, and
analysis of the physical theater space, and finally, the communication of ideas through drafting and model
building. This course is introduces lighting design techniques and approaches by combining theory with
practical application. The basics of lighting instruments and control consoles are used for practical projects
examining light on the stage. The design process is explored through script analysis, visual research, and
choice of instrumentation, and communicated with the drafted light plot. This course is designed to introduce
costume design techniques, approaches, and tools. Students will learn the process of costume design through
application of skill and theories - from script analysis through post-production. This course will culminate in a
project designed to incorporate skills and techniques acquired during the semester. An introductory hands-on
course in theatrical makeup techniques and tools. Students will study the history of stage makeup, its
application, and the relationship between stage makeup and developing a character. The course will explore a
variety of makeup applications from basic corrective makeup to special effects including prosthetics, crepe
hair, and blood effects. Designed to acquaint student with the numerous aspects of stage management. An
advanced exploration of contemporary acting technique emphasizing the effective use of poetic language,
heightened partner awareness and behavioral response to achieve greater specificity and spontaneity in
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performance. Scene work will focus on American master playwrights of the 20th century such as Williams,
Miller and Odets. An exploration of techniques to approach classical theater, with emphasis on the works of
Shakespeare. Presents the challenges of working with heightened language in classical texts, and provides
skills necessary to transfer modern acting methods to these more poetic plays. This course is designed to teach
the student the introductory techniques utilized by all improvisational actors. In the professional world, improv
is taught as a communication tool to doctors, lawyers, law enforcement officers, corporate big wigs, and little
wigs. In the medical field, the tools of improv are taught to patients suffering with PTSD, and children
suffering from anxiety or social disorders to help them learn valuable communication skills. Theater explores
the foundations of theater in Western civilization, with a special emphasis on Greek theatre in performance.
The course emphasizes the relationship between different theatrical representations and their historical and
social context. Acting for the Camera class with emphasis on how it differs from onstage work. Interviews,
scenes, and exercises will be used to highlight the differences and similarities. Emphasis on contemporary
works. Advanced Camera Technique will build upon the fundamental skills learned in Camera Technique and
focus on preparation for those seeking potential professional opportunities as performers in the film and
television industry. It is a common misconception that there is a comprehensive approach to screen acting that
encompasses all aspects of the work--film, television, commercials, etc. Just as an actor would prepare
differently when performing in a Shakespeare play versus that of a contemporary naturalistic American
playwright, there are any number of styles and genres present in on-camera work and each require a distinctive
skill set. In this course, students will come to understand the unique attributes explicit to varying formats of
television programs and film genres, and develop an informed approach specific to both auditioning for and
performing in each. In addition, students will have the opportunity to hone more advanced aspects of the craft
itself, such as the challenge of performing multiple takes of emotionally-charged moments, developing
credible character relationships without the benefit of the rehearsal time a performer typically experiences in
theatre, and providing the editor with slight tonal variations from take to take while still retaining continuity of
action and objective. A discussion and practicum exploring the problems faced by an actor in various audition
situations. Development of an audition repertory for the actor for stage, video and film. Theory and practice of
dramatic writing, in the context of examples, classic and contemporary. Theory and practice of dramatic
writing with special focus on the craft of writing a full-length play. A critical exploration of the craft of
writing for film, in which reading and practicum assignments will culminate in the student submitting an
original full-length screenplay. Plays and Performance in Ancient Athens. This course provides students the
opportunity to read a significant number of ancient Greek tragedies in modern English translations. We read,
study, and discuss selected works by Aeschylus, Sophocles, and Euripides, as well as selected criticism,
ancient and modern, of these plays. All semester we read the plays as literature composed for performance.
We study literary elements within the plays and theatrical possibilities inherent in the texts. As we read the
plays, we pay close attention to the historical context and look for what each play can tell us about myth,
religion, ethics, and society in ancient Athens. Finally, we give attention to the way these tragic dramas and
the theater in which they were performed have continued to inspire literature and theater for thousands of
years. Lectures provide historical background on the playwrights, the plays, the mythic and historical
background, and possible interpretation of the texts as literature and as performance pieces. Students discuss
the plays that they read in class. The course has three examinations and a final project that includes writing an
essay and staging a monologue or scene from one of the tragedies. Theater in Ancient Rome. Plays and
Performance in Ancient Athens, although it may be taken without having taken, or before having taken, that
course. Students in Theater in Ancient Rome will read a significant number of ancient Roman plays in modern
English translation and study non-literary theatrical entertainment of the Roman Republic and Empire, that
may include mime and pantomime, gladiatorial shows, political speeches, courtroom drama, and various other
spectacles. The dramatic texts that we shall study include the fragments of early Latin drama, selected
comedies by Plautus and Terence, and the tragedies of Seneca. We shall also consider Greek and Roman
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literature that comments on Roman theatrical practices. These works will be read for their literary merits and
theatrical possibilities, while at the same time examining them for what they can tell us about Roman
civilization. Similarly, when studying the non-literary theatrical works we shall examine historical and
theatrical context including archaeological evidence from theaters and amphitheaters and material remains
masks, depictions of actors and gladiators on vases, terra cotta lamps, mosaics, etc. Finally, while the majority
of the course focuses on drama originally written in Latin and theatrical entertainments performed in ancient
Rome, the course may include a brief survey of selected post-classical works indebted to the tradition of
Roman drama and theater. Thus a secondary concern will be to consider how and in what ways the legacy of
Roman drama and theater has continued to shape the dramatic arts since antiquity. This course will examine
various topics relating to theatre design and technology not covered in other design courses. In addition, each
course offering will have its own stated objectives. This course may be repeated by students with each new
topic.. Beginnings to English Renaissance. This course explores the foundations of theater in Western
civilization, beginning with Greece and then charting and analyzing the developments in playwriting, design,
acting and theater architecture. Students read a wide variety of plays in order to obtain a comprehensive
understanding of the history of the art form, but also learn how theater has played an integral societal function
as a medium of political, economic, and cultural commentary. At least Sophomore standing. This course
explores the many developments in playwriting, design, acting, and theater architecture across the world.
Development of Theater II not only explores the development of theatrical conventions in Spain, England,
Italy, France and other European countries that lead to the creation of modern drama, but the course also offers
an in-depth look at the history and conventions of theater in India, Korea, China, and Japan. Designed to
provide students an overview of the development of theater in the United States and to familiarize them with
the work and themes of selected American playwrights. Modern and Contemporary Drama. This course
explores the development of western drama and theatre from through present-day productions. Given this
premise, the course investigates the development of specific European cultures England, France, Germany,
and Italy as well as other regions the United States, South America, and Russia through the - live and literary representations they make of themselves.
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Dramatic, Epic, Lived Prerequisite: Thinking Through Script Analysis. The class will attend the events as a
group. This includes identifying theatrical genres, structures, and historical contexts that help artists read,
dissect, interpret, and present stories for live audiences. We will examine various theatrical models by reading
play texts and attending performances in order to gain a working vocabulary and critical understanding.
Students will identify major dramatic questions, plot structures, characters, and thematic elements. Through
critical reading of plays and the documentation of specific artistic choices made in production, students will
develop skills to synthesize the intellectual and creative work required to bring a text to life. Assessment and
Grading In this course, students are expected to devote significant time and effort reading and writing outside
of class. Students are expected to participate in group discussion in order to demonstrate the ability to use key
terminology effectively. Conceptual understanding is assessed in the completion of dramatic analysis forms
and short in-class response writing. In the Dramaturgical Report, students should be able to effectively apply
tools of analysis and synthesize structural information with creative choices for production. Students will
demonstrate imaginative and critical thinking by completing formal and informal writing assignments, scene
work, and oral presentations. There are no quizzes or exams; written work is assigned every week of the
semester. Students who complete every assignment on time are awarded a 5-point bonus to their final grade. If
you are late, please enter quietly and remind me to mark you tardy at the end of class. They must be in paper
form â€” not on laptops or cell phones. Students should take handwritten notes. Material covered in lectures
and class discussions will help students prepare for presentations and written assignments. Asking for
assistance from the professor will provide students with individual attention not always available in class.
Students who seek help outside of class consistently perform at a much higher level than those students who
remain in the dark. Copies of all drafts of the Dramaturgical Report must also be submitted in paper form.
Formatting Guide for all type-written work: Times Roman point font. Locate one of these moments in
Suppliants and describe the scene. Typed on 2-page form BB. Hamlet and one other. Dramaturgical Report
Stage 1: Students should engage with concepts discussed in the textbook, readings, and in seminars and then
relate aspects of the play to historical events, cultural trends, and theatrical modes contemporaneous with the
play in question. Questions to consider in the report: In the play you are analyzing, discuss how the playwright
uses tragic themes, language, character, spectacle, music, and plot to shed light on the social issues of their
time: Draw connections for the reader of your paper between the modes and structures of dramaturgy and the
wider social phenomena. Students will compare the subjects of their reports with plays discussed in class, and
be able to describe similarities and differences, or explain why comparisons are not useful. Be very specific in
your descriptions and analyses. Give examples for the points you make in your paper by citing specific lines
from plays. Support your arguments with quotes from secondary sources, which can include biographies,
newspaper reviews, journal articles, and books. The sources for this information should be incorporated into
the dramaturgical report using quotes and citations. The assignment will be evaluated on the basis of
originality and depth original ideas considered and explained in detail. What kind of affect is at work in the
play? In other words, what is unique about the theatrical presentation of the narrative and how does this
connect to tragedy? Bibliography 1 page A minimum of four sources is required not including the play itself ,
only one of which may be an internet source. Therefore, periodical and journal articles that have appeared in
print and are accessed through databases Jstor, for instance and web pages nytimes. These types of sources are
great for starting your research; they provide a general picture of the subject matter. However, you will need to
access secondary sources that provide more than basic Wiki-facts: First Draft 6 pages, minimum An early
draft of the essay will be collected and the instructor will provide feedback. Students should focus mostly on
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presenting their original ideas in the first draft, making sure the report has a basic organizational structure.
Grammar, punctuation, and writing mechanics will be graded along with content in the second draft. CUNY
Policy on Academic Integrity Students and all others who work with information, ideas, texts, images, music,
inventions, and other intellectual property owe their audience and sources accuracy and honesty in using,
crediting, and citing sources. As a community of intellectual and professional workers, the College recognizes
its responsibility for providing instruction in information literacy and academic integrity, offering models of
good practice, and responding vigilantly and appropriately to infractions of academic integrity. Accordingly,
academic dishonesty is prohibited in The City University of New York and at New York City College of
Technology and is punishable by penalties, including failing grades, suspension, and expulsion. Tues and
Thurs,
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3: Department of Theater < Case Western Reserve University
Marlowe on Stage, Theatrical Contexts and Dramaturgical Practice; 4. Marlowe as Scholar: Old and New Knowledges in
the Plays; 5. Marlowe the Horizon-Stretcher: Daring God out of Heaven and conquering new worlds; 6.

The attempt to read Marlowe narrowly in terms of his own biography has generated two principal problems. It
seems, therefore, only reasonable to examine him in the same light. This was later bombed in the Second
World War and only the tower now survives. As with many Elizabethans, we do not know the date on which
he was born, but babies were usually christened when they were only two or three days old, so it is a fair bet
that he had been born in the second half of February. Another sister, Joan or Jane, died aged thirteen either
during or shortly after giving birth, having been married less than a year. The Elizabethan age of consent was
twelve for girls and fourteen for boys, so such an early marriage was not particularly unusual. It is perhaps not
surprising that from at least the time he left Cambridge, Marlowe was regularly involved in violence or in
trouble with the law. Perhaps it is not surprising either that he ultimately died by violence. Certainly there
seem to be echoes of his Canterbury days in his later works: From Canterbury Marlowe went to Cambridge. It
included study of optics, Greek, philosophy and cosmography and retained astronomy, but music had
disappeared. Marlowe also deepened his acquaintance with the classics, and he seems at some stage to have
acquired some knowledge of anatomy and physiology. Marlowe, however, was, like so many undergraduates
before and since, doing far more at Cambridge than simply studying. During his time at Cambridge, Marlowe
may already have been at work on his translations of Ovid, and conceivably also of Lucan. Some of the errors
in translation in these poems can be explained by the fact that Marlowe was working from poorer editions of
the originals than we now possess, but some are simply howlers. Tamburlaine stands in opposition to every
religious principle which Anglicans like Matthew Parker revered. As well as writing while he was still a
student, Marlowe was also, it seems, spying. Unfortunately we only have the minutes of the meeting, which
recorded what was going to be said in that letter, rather than the text of what actually was said, and the
surviving document has many ambiguities: Fortunately there is not much doubt about what Marlowe would
have been doing in Rheims if he had in fact gone there, and that gives us a pretty good clue to what this was
all about. We do not know what kind of pressure he was under, or how deeply he damaged those he informed
on, but in our estimation of Marlowe we have to take on board the elements of falsehood and coldness, the
hidden left hand behind the velvet sleeve. Unless new evidence emerges, however, we simply cannot know for
sure where Marlowe had been during his absence from Cambridge. His circle of acquaintance in London
seems to have been wide. In addition, Marlowe certainly knew the dramatist Robert Greene and the writer
Gabriel Harvey, though he does not seem to have been on friendly terms with either of them, and he may well
have known Shakespeare, since they lived not far apart in London and worked in the same profession. He also
seems to have associated with Thomas Hariot, the great mathematician, and, perhaps through Hariot, he may
well have known Sir Walter Ralegh. In all of these cases, Marlowe was associating with men who constituted
risky and sometimes violent company. Tamberlaine Though the style means this cannot possibly have been by
Marlowe, it clearly contains a number of references to him. The idea of upstarts occupying the seats of nobles
might also glance at Edward II. Possibly simply because he was seeking to exculpate himself or possibly
because he was telling the truth, Kyd said that this belonged to Marlowe. This listed a number of wildly
provocative things which Marlowe was alleged to have said: That the beginning of religion was only to keep
men in awe. That it was an easy matter for Moses being brought up in all the arts of the Egyptians to abuse the
Jews, being a rude and gross people. That Christ was a bastard and his mother dishonest. That he was the son
of a carpenter, and that if the Jews among whom he was born did crucify him, they best knew him and whence
he came. That if there be any God or any good religion, then it is in the Papists, because the service of God is
performed with more ceremonies, as elevation of the mass, organs, singing men, shaven crowns, etc. That all
Protestants are hypocritical asses. That the woman of Samaria and her sister were whores and that Christ knew
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them dishonestly. That Saint John the Evangelist was bedfellow to Christ and leaned always in his bosom; that
he used him as the sinners of Sodoma. That all they that love not tobacco and boys are fools. That he had as
good a right to coin as the Queen of England, and that he was acquainted with one Poole, a prisoner in
Newgate, who hath great skill in mixture of metals, and having learned some things of him, he meant through
help of a cunning stamp-maker to coin French crowns, pistolets, and English shillings. That if Christ would
have instituted the sacrament with more ceremonial reverence, it would have been in more admiration; that it
would have been much better being administered in a tobacco pipe. That the angel Gabriel was bawd to the
Holy Ghost, because he brought the salutation to Mary. Most of all, there is a strikingly close relationship
between what Baines accuses Marlowe of and what he had himself confessed to after his arrest in Rheims.
There are two possible dates when the Baines Note could have been delivered. An annotation on the note itself
gives two mutually contradictory pieces of information: One thing we can be clear about is that there were
three other men in the room when Marlowe died: Nevertheless, the fact that the men had spent all day together
before Marlowe died does not really suggest a premeditated killing; it perhaps indicates more negotiations that
had gone wrong, or, as they themselves say, an unexpected disagreement, in which Marlowe was
outnumbered. Was he silenced before he could reveal something compromising about someone â€” Ralegh,
Essex, Walsingham â€” with whom he had been associating? However, perhaps it does not much matter who
killed Marlowe, because despite his own death, his works proved immortal. Conversely, it is a remarkable
phenomenon that a number of those who claim, in the teeth of the evidence, that Marlowe wrote the works of
Shakespeare also claim with equal ferocity that Marlowe was not and could not possibly have been
homosexual. So was Marlowe homosexual? In a technical sense, no: It is rarely easy to get a reputation to
stick if there is no evidence to support it, as has happened in this case, and those who argue that Marlowe was
not homosexual are all too often motivated by a palpable distaste for the idea of homosexuality. No one who
knew Marlowe when he was alive contradicted the implication of homosexuality in the Baines Note; his name
was never coupled with that of a woman; to the best of our knowledge, which seems reliable on this point, he
never wrote a sonnet, that classic form of heterosexual love poetry in the period; and both Hero and Leander
and Edward II show a clear and open interest in homosexuality, while parts of Tamburlaine the Great and The
Massacre at Paris also certainly or possibly glance in the same direction. I would give a similar answer to the
equally vexed question of whether or not Marlowe was an atheist: Nevertheless, attempts to argue for an
orthodox Marlowe are essentially as desperate as arguments for a heterosexual one. This book is called
Christopher Marlowe, Renaissance Dramatist, so I will naturally be concentrating primarily on the plays, but
Marlowe was a writer who brought very much the same preoccupations to all his works, and it will be
impossible to consider the plays entirely in isolation from the other works. I will, however, begin with the
plays. Tamburlaine the Great, Parts One and Two might initially seem to be just one play, and you may
sometimes see it referred to as a tenact drama. It looks, therefore, as though Marlowe had originally planned
only one play, which would have ended in the marriage of Tamburlaine and Zenocrate, but, in the true style of
Hollywood sequels, was prompted to write Part Two by the success of Part One. Marlowe is less interested in
what actually happened to the real Timur than he is in creating the image of an invincible superman. Admyrall
his men and players having a devyse in ther playe to tye one of their fellowes to a poste and so to shoote him
to deathe, having borrowed their callyvers one of the players handes swerved his peece being charged with
bullett missed the fellowe he aymed at and killed a chyld and a woman great with chyld forthwith, and hurt an
other man in the head very soore. It therefore seems probable that Tamburlaine the Great, Part One was
already written by the time Marlowe arrived in London and that Part Two was written between March and
November of that year. It tells the story of a scholar who, disillusioned with all conventional branches of
study, turns to magic and eventually decides to sell his soul to the devil. The importance of the English Faust
Book as a source also bears on the most important question about Doctor Faustus: However, there are also
strong links between Doctor Faustus and Tamburlaine, and there is increasing evidence that there was an
earlier edition of the English Faust Book which is now lost. This has given rise to a long and heated debate
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about whether we should read the A Text, the B Text, or both. There is no obvious answer to this. My own
preference is for the A Text, because it is earlier, shapelier and clearer, and it is certainly the one which, in my
experience, works better on the stage, but this is merely a personal preference. Moreover, the position is
further complicated by the fact that the play may well have been censored, perhaps extensively. Empson also
used the argument about censorship to put forward a very surprising reading of the overall tonality of the play.
He claimed that, because the censor only saw the words of the script and had no idea of the tone in which they
would be spoken or of any gestures which might accompany them, the only parts which might have escaped
him were a few moments where expression would have to be relied on to create meaning: He dies in the arms
of his deceitful friend with immense relief, also gratitude, surprise, love, forgiveness, and exhaustion. It is the
happiest death in all drama. Whatever has happened to the text subsequently has in a sense only helped to
hone and strip it still further down to the bare essentials: Doctor Faustus sells his soul to the devil, fails to
achieve or receive anything notable in return, and is ultimately damned. Essentially it was because the subject
of Doctor Faustus was one so close to the central concern of the period: Broadly speaking, Lutheranism
stressed the need for humans to develop a personal relationship with God, without the intercession of a priest,
but assured its followers that if they did this they could achieve salvation. Calvinism was a less optimistic and
a less comfortable theology. There are various possible answers to this. In dramatic terms, it is obviously all
downhill from the moment Faustus does his deal with the devil. But from a Calvinist point of view, Faustus, if
he is damned at the end, must automatically have been damned from the very beginning of the play and never
had any meaningful choice. This would be the standard Lutheran position: Marlowe can have written only one
of these lines, but both make perfect sense in that each speaks to a dominant theological position of the time,
and indeed the fact that both exist, and that we must choose between them, forces us to share the choice that
every Renaissance Christian had to make between competing theologies. It is relatively easy to identify at
least some bits of the play which Marlowe cannot have written. This strange, mischievous play plays a typical
Marlowe trick by taking as its protagonist a character who was, in Renaissance terms, the ultimate outsider,
since he was a Jew. The Jew of Malta alludes directly to this idea by having its hero named Barabas. In the
Bible, this was the name of the murderer whom the Jews asked Pontius Pilate to release instead of Jesus. He
gives us a quite remarkable history of himself: But mark how I am blest for plaguing them, I have as much
coin as will buy the town! He refers, for instance, to how the Jews were conquered by Titus and Vespasian,
suggesting that Marlowe had an unusually sound grasp, for the period, of the nature of Judaism and of Jewish
history, just as in Tamburlaine the Great, Part Two, he has Orcanes exhibit an unusually informed
understanding of Islam for the period: In the same way, Marlowe gives Barabas a number of speeches which
stress his pride in his heritage and are underpinned by at least a basic knowledge of Jewish custom and
tradition, such as Some Jews are wicked, as all Christians are: But say the tribe that I descended of Were all in
general cast away for sin, Shall I be tried by their transgression? Machiavelli, author of The Prince, was
notorious throughout Europe for his amoral advocacy of the pursuit of power at all costs and his hero-worship
of the murderous Cesare Borgia, son of the corrupt Pope Alexander VI. Above all, Machiavelli was interested
in success, and Barabas is not ultimately successful. Alone, unloved, having poisoned his daughter and having
been betrayed by his surrogate child Ithamore, he is eventually killed by being plunged into a boiling cooking
vat. Indeed to some extent The Jew of Malta can be seen as a programmatic exploration of the relationship of
Christianity to Judaism and Islam. We might also note that the names of Mathias and Lodovico look uncannily
like the evangelists Matthew and Luke, and that Barabas compares Abigail to a light shining in the East, like
the light which guided the Magi to the infant Jesus, as if we were watching the emergence of a Christianity in
a previously Jewish world. This strange play is one of the most puzzling in the canon. It seems much too short
for a Renaissance play, and takes a cartoon approach to both characterisation and storytelling:
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Bloomsbury Publishing We train because we are human and we become human because we train. This is the
surprising and original conclusion of Anatomy of Performance Training, in which John Matthews shows how
training is a very human response to the problems of having a body and living in the world. Using illustrative
case-studies of professional practice, each chapter addresses a specific body part, offering a self-contained
discussion of its symbolic and practical significance in the artistic, and commercial, activities of training.
These anatomical case-studies are cross-referenced with other disciplines such as sport, high diving, deep
diving and artisan craft to further expand our understanding of performance. Stand-alone chapters, ideal for
reference, build towards an overall conclusion that the uniquely human practice of training is emerging as a
new and pervasive ideology globally. Ideal for readers seeking to understand the relationship the body has
with the theatre and training, or for teachers looking for a new, innovative approach to performance, Anatomy
of Performance Training is an accessible, original contribution to the philosophy of training for performance.
Graduate students, researchers, faculty, professionals. CHOICE Matthews offers an insightful, engaging, and
imaginative read that urgently questions the place of training, and its attendant implications and values, in the
twenty-first-century theatremaking context. Furthermore, particular plays have produced particular anecdotes
â€” stories of a real skull in Hamlet, superstitions about the name Macbeth, toga troubles in Julius Caesar â€”
and therefore express something embedded in the plays they attend. Mostly through plays on words. Menzer is
a writer sure never to shun a pun or fail to say oui to a bon mot. There is an entry for every play, summarising
its plot and outlining its major characters and themes. Whether you need to know the plot of Cymbeline, the
names of characters in As You Like It, or something about the actors Shakespeare wrote for, this book
provides the perfect quick reference. The book is arranged thematically rather than alphabetically, with a full
index making it easy to navigate if you want an answer to a particular question, or intriguing just to dip in and
out of. The core topics covered are: This essential guide tackles that question, alongside many others, taking
songwriters through all the developmental phases and commercial experiences along the way in order to
inspire and encourage the reader to find their own voice and write successfully within their chosen genre.
Collating the best-available expertise with fresh ideas about the industry, Andrew West equips the reader with
what every productive songwriter needs to know: Armed with this knowledge, the songwriter is able to engage
creatively and financially to make the most of their potential. Together with Paul Clements, [Berendse] has
crafted not only a readable but a highly engaging rendition of a series of conversations whose length makes
them suitable for a sustained read or a more relaxed series of perusals In other words, ending capitalism was
the precondition for making and understanding great art. Austin Eyer and Lyndy Franklin Smith draw on their
own experiences as performers, and gather first-hand stories from other Swings about the glories and
hardships of their industry. Broadway Swings is the ideal guide for anyone considering a career in this most
unique of positions, or anyone curious about what really goes on, behind-the-scenes, in a long-running show.
A useful and accessible book about a subject which really needed spelling out clearly. This user-friendly guide
explains everything you need to know to be a successful swing or cover on any stage, anywhere. It takes all of
the confusion and intimidation out of the job and explains every responsibility in detail. It is designed to be
accessible to those who can use, or train others to use, their voices professionally and should be useful to
clinicians caring for patients. The book aims to help promote a good, general understanding of the conditions
that affect vocal performance, types of diseases and their therapy. It should also help students embarking on a
career to nurture and get the best out of their vocal skills. Clowning as Social Performance in Colombia: In
doing so it brings a fresh and updated perspective on what clowning is as well as what it does in the 21st
century. In contrast with their North American and European counterparts, clowns in Latin America are seen
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every day in public settings, are popular cultural figures and sometimes claim to exercise real political
influence. Drawing on five years of co-performative ethnography, the book argues that clown artists have
thrived by adapting their craft to changing social and economic conditions, in some cases by allying
themselves with authority and power, and in others by generating spaces for creativity and resistance in
adverse circumstances. By applying performance theory to clowning in a specific cultural context this is the
first work to propose an appropriate scholarly response to the diversity and ingenuity of clowning beyond
Europe and North America. Modern Drama This book is recommended not only to those already interested in
clowning, but even more to those whose perception of clowning was shaped by Hollywood horror movie
clowns. It will undoubtedly change that distorted image of clowns, as it provides ample evidence of the
important role clowning can play in society. Auteurship and Directorial Visions provides a wide-ranging
analysis of the role of the director in shaping adaptations for the stage today. Through its focus on a wide
range of international productions by Katie Mitchell, Theodoros Terzopoulos, Peter Sellars, Jan Fabre, Ariane
Mnouchkine, Tadashi Suzuki, Yukio Ninagawa, Andrei Serban, Nikos Charalambous, Bryan Doerries and
Richard Schechner, among others, it offers readers a detailed study of the ways directors have responded to the
original texts, refashioning them for different audiences, contexts and purposes. The volume Contemporary
Adaptations of Greek Tragedy is divided in three sections: In each, the varying approaches of different
directors are analysed, together with a detailed investigation of the mise-en-scene. The Contemporary Political
Play Bloomsbury Publishing What does it mean for a play to be political in the 21st century? Does it require
explicit engagement with events and situations with the aim of bringing about change or highlighting social
wrongs? Is it purely a matter of content or is it also a matter of structure? The Contemporary Political Play:
Through analysing the experimental dramaturgies of contemporary plays by playwrights including Caryl
Churchill, Simon Stephens, Anthony Neilson, debbie tucker green and Mark Ravenhill, among others, it offers
a set of new principles for understanding how a play functions politically and reveals how today the
dramaturgical structure of a play is as political as its content. Rethinking Dramaturgical Structure is a valuable
resource for students and academics, as well as to new and established playwrights. This book will become a
staple in my arsenal as an academic, lecturer and playwright. I found the book so useful that I began using it in
my teaching and lectures even before I had finished reading it. For some artists approaching Shakespeare, the
ability to capture the dynamic movement of thought from mind to mouth, and the paradox of using the
formality of verse to express a realistic form of speech, can seem daunting. The Globe approach is always
active and inclusive - each student finds their own way into Shakespeare - focussing on speaking, moving and
performing rather than reading. Drawing on her rich and varied experience as a teacher, Fiona Banks offers a
range of examples and practical ideas teachers can take and adapt for their own lessons. In Creative
Shakespeare, Fiona Banks describes the ways in which educational practitioners at the Globe bring
Shakespeare to life for students of all ages. The Stage Creative Shakespeare is not only a book of fantastic
teaching ideas: The Globe Education Guide to Practical Shakespeare is a rich resource of educational tactics
for students of all ages, although elementary and secondary teachers will find it most useful. There is no
patronizing, no spoonfeeding, but respect for students and their intellect â€¦ Banks expresses the purpose of
the book quite clearly, and anyone who has ever been engaged in this sort of work will emphatically agree.
The Shakespeare Newsletter Culture, Democracy and the Right to Make Art Bloomsbury Publishing Based on
the words and experiences of the people involved, this book tells the story of the community arts movement in
the UK, and, through a series of essays, assesses its influence on present day participatory arts practices. Part I
offers the first comprehensive account of the movement, its history, rationale and modes of working in
England, Northern Ireland, Scotland and Wales; Part II brings the work up to the present, through a scholarly
assessment of its influence on contemporary practice that considers the role of technologies and networks,
training, funding, commissioning and curating socially engaged art today. The community arts movement was
a well-known but little understood and largely undocumented creative revolution that began as part of the
counter-cultural scene in the late s. A wide range of art forms were developed, including large processions
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with floats and giant puppets, shadow puppet shows, murals and public art, events on adventure playgrounds
and play schemes, outdoor events and fireshows. By the middle of the s community arts had changed and
diversified to the point where its fragmentation meant that it could no longer be seen as a coherent movement.
Interviews with the early pioneers provide a unique insight into the arts practices of the time. Culture,
Democracy and the Right to Make Art is not simply a history because the legacy and influence of the
community arts movement can be seen in a huge range of diverse locations today. Anyone who has ever
encountered a community festival or educational project in a gallery or museum or visited a local arts centre
could be said to be part of the on-going story of the community arts. The book is a satisfying read that not only
sheds new light on community arts and its offspring, participatory arts and socially engaged art, but that also
offers new insights that are at times deeply personal and at other times more academic and theoretical. It may
even encourage some artists and organisations to self-organise in new forms of community arts practices that
offer real dissent. Current Practices Bloomsbury Publishing In this first substantive study of directing
Shakespeare in the USA, Charles Ney compares and contrasts directors working at major companies across
the country. Directors disclose their interpretation of the text, their management of the various stages of
production, how they go about supervising rehearsals and share tactics. This book will be useful to students
wanting to develop skills, practitioners who want to learn from what other directors are doing, and scholars
and students studying production practice and performance. No doubt, Directing Shakespeare will be a
welcome text for classrooms worldwide providing students with the "best practices" of notable directors. This
is a study that attempts to truly capture diverse approaches and contextualize them â€¦ This book is an
effective snapshot of an incredibly diverse body of work and a must read for Shakespeare directors, scholars,
and enthusiasts. It is likely that other directors will turn to the book for valuable insight while they are in the
process of directing their own Shakespearean productions â€¦ It adds valuable insight and specific geographic
perspective that is often absent in Elizabethan theatre studies â€¦ Ney uses the thoughts, reflections, and
opinions of this broad group of directors and companies to create a wide-ranging, thoughtful, and inspiring
conversation on the directing process and the purpose of theatre. Critics and scholars will find a useful context
to help them view and analyse the work. I would certainly recommend this book to anyone preparing to work
with one of these directors, all of whom remain active in the profession. The inspiration here is the work of the
Russian director Anatoly Efros, whose pioneering work led the way for a reawakening of theatre in
post-Soviet Russia. Knebel was hand-selected by Stanislavsky to carry his final work forward in unadulterated
form for succeeding generations of directors and actors. Its 13 articles open up a new territory in the critical
discussion of the Disney mega-musical, its gender, sexual and racial politics, outreach work and impact of
stage, film and television adaptations. The final section focuses on issues of gender and race portraying
representations of race, hetero-normativity, masculinity and femininity in Newsies, Frozen, High School
Musical, Aladdin and The Jungle Book. The various chapters address these three aspects of the Disney
Musical and offer new critical readings of a vast range of important works from the Disney musical cannon
including Enchanted, Mary Poppins, Hunchback of Notre Dame, The Lion King and versions of musicals for
television in the early s and s. The critical readings are detailed, open-minded and come to surprising
conclusions about the nature of the Disney Musical and its impact. The Context and Processes of Digital
Curation and Archiving Bloomsbury Publishing Performance in the digital age has undergone a radical shift in
which a once ephemeral art form can now be relived, replayed and repeated. Until now, much scholarship has
been devoted to the nature of live performance in the digital age; Documenting Performance is the first book
to provide a collection of key writings about the process of documenting performance, focused not on
questions of liveness or the artistic qualities of documents, but rather on the professional approaches to
recovering, preserving and disseminating knowledge of live performance. Through its four-part structure, the
volume introduces readers to important writings by international practitioners and scholars on: While theorists
have argued that performance becomes something else whenever it is documented, the writings reveal how the
documents themselves cannot be regarded simply as incomplete remains from live events. The methods for
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preserving and managing them over time, ensuring easy access of such materials in systematic archives and
collections, requires professional attention in its own right. Through the process of documenting performance,
artists acquire a different perspective on their own work, audiences can recall specific images and sounds for
works they have witnessed in person, and others who did not see the original work can trace the memories of
particular events, or use them to gain an understanding of something that would otherwise remain unknown to
them and their peers. Thrilling, inspiring and bewildering in equal measure, the Edinburgh Festival Fringe can
make you a star or break your bank. So what is the secret of making it work for you? From choosing a venue
to keeping on top of the budget, from sorting out accommodation to securing the best press coverage, from
generating word of mouth to making the most of a hit, this unique practical guide for performers, directors and
producers helps you get your show the audience it deserves. The foreword is written by playwright Mark
Ravenhill. The Edinburgh Fringe Survival Guide is an invaluable tool for participants of all levels of
experience. She was a key figure in creating innovative art theatre work. In she assumed a leading role with
the Pioneer Players in bringing international art theatre to Britain and introducing London audiences to
expressionist and feminist drama from Nikolai Evreinov to Susan Glaspell. She captured the imagination of
Virginia Woolf, inspiring the portrait of Miss LaTrobe in her novel Between the Acts, and influenced a
generation of actors, such as Sybil Thorndike and Edith Evans. It argues that permitting the excesses of the
early modern drama onto the contemporary stage might free actors and audiences alike from assumptions that
in order to engage with the drama of the past, its characters must be just like us. It is about moments in the
theatre when excessive emotion is rewarded and applauded - and about moments when the expression of
emotion is in excess of what is socially acceptable: It is concerned with the acting of excessive emotion and
with acting emotion excessively. And it asks how these excesses are produced or erased, give pleasure or pain,
in versions of early modern drama in theatre, film and television today. Escolme provides an imaginative and
profitable nexus between theatre studies and the history of emotions, benefitting scholars from both fields
Cerae: The book considers the way in which tragedy in general, and English Renaissance tragedy in particular,
addresses ideas of freedom, understood both from an individual and a sociopolitical perspective. Tragedy
since the Greeks has addressed the constraints and necessities to which human life is subject Fate, the gods,
chance, the conflict between state and individual as well as the human desire for autonomy and self-direction.
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5: Doctor Faustus (Passion in Practice) @ The Sam Wanamaker Playhouse - The Bardathon
Marlowe's life and death --The Marlowe canon --Marlowe on stage, theatrical contexts and dramaturgical practice
--Marlowe as scholar: old and new knowledges in the plays --Marlowe the horizon-stretcher: daring God out of heaven
and conquering new worlds --Critical issues.

The text threw both the A- and B-text up in the air, stripping out almost the entirety of the comic scenes and
reorganising what remained to tell a story recognisable as Faustus but pursuing an inward-looking experience.
The clock started striking the final hour within the opening minutes of the production, and the recurring
chimes rendered increasingly disharmoniously by two violin players, whose names I apologetically forget
rendered the narrative circular rather than linear. What was left focused on Faustus as an individual in crisis.
Lines that occur at points of despair in the play were here sometimes spoken with gleeful anticipation, Faustus
thrilling to the idea of communing with Hell, before returning later to the same words of damnation with more
experience. Shorn of his travels evoked within his study by Mephistopheles flapping a piece of paper attached
to two feathers around the room to evoke his dragon-drawn chariot , Faustus had a psychic rather than
narrative arc, moving from ebullience and hope to what seemed to me to be loneliness and terror. Whether or
not the other bodies in his room were to be understood as real or imaginary, the sense of loss as they gradually
left him alone on stage was profound. Husain found several comic beats as Faustus, notably when writing the
deed of gift for Mephistopheles and checking how best to address Lucifer. And the image towards the end of
Faustus cowering under his desk with a basin on his head as a protective helmet found physical comedy even
at a moment of terror. Lucifer sprawled in his chair with a foot on the desk, but burst into a roar of outrage
when commanding Faustus not to speak of God. The games of the spirits all held a darker edge in becoming
internal to Faustus, and the laughter of Beelzebub and Lucifer as Faustus demanded that he think on God I
found chillingly mirthless. The desk became a locus for Faustus which shifted its status according to his state
of mind, becoming either a shelter or a podium, a barrier or a throne. The devils also competed for ownership
of this space. But the Old Man Boxall also took his place at the table, sitting face-to-face with Faustus and
pleading with him for sanity. The final set of resonances which consolidated meaning were the actual
presences themselves. She reappeared when Faustus summoned her, but only on his fourth set of calls; and she
sidled into the room behind him, leaving him to notice her only after he had climbed down and humbled
himself. The Angels entered as Faustus read the Bible and stayed for the most part at the upstage corners,
animating themselves when needing to act upon Faustus for good or evil. As they parted, they began the
process of leaving Faustus alone in his room, the state in which he finally delivered his speech of damnation.
At the close of it, he got up, went to the tiring house doors, pushed them open and stepped through, they then
closing behind him. The sense of Faustus abandoning his study â€” either rejoining the world or leaving it â€”
was effective, Faustus going within the spatial logic of the production out of his mind. As an editor of the
play, the most important resonances for me were those revealed in the rolling assonance of the lines, which
carried a weight suited to the context. Turning Faustus into a chamber piece, Passion in Practice found a dark
â€” and darkly comic â€” exploration of self-analysis, panic and interiority. It was a fascinating counter-point
to the similarly focused RSC production, but perhaps more crucially demonstrated the mutual value of close
textual work and creative editing in allowing a text to speak afresh.
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6: Christopher Marlowe, Renaissance Dramatist (Renaissance Dramatists) - PDF Free Download
Marlowe on Stage, -: Theatrical Contexts and Dramaturgical Practice MARLOWE'S THEATRICAL CONTEXTS
lizabethan playwrights wrote for conditions very diï¬€erent from our own.

The course descriptions displayed here are current as of Thursday, November 15, , but the official Course
Catalog should be used for all official planning. Dance Appreciation How do you define dance? Where is
dance found? How does dance affect you? As we explore this line of inquiry, we will touch on topics such as
dance history, theory, culture and documentation. Drawing from a variety of somatic practices and our
collaborative experience, we will physically sample approaches to dance and practice noticing dance in our
lives. Introduction to the Theatre A survey of the traditions of dramatic form and the contributing arts of the
theatre presented in historical context. Students read representative playscripts and attend performances. Also
offered at the London Centre. Ensemble Thinking Ensemble Thinking is a system of physical,
improvisational, group exercises that provides organizing lenses through which we observe and participate in
movement and performance. Using this technique, we will develop awareness and listening skills for relating
to others, build a common language, and practice collaboratively creating dances. Through embodied studio
investigations, this course introduces students to dance composition. The practice of Contact Improvisation
encourages the development of self-responsibility, awareness, clear physical communication and a strong,
versatile body. This is a rigorous dance lab in which we will experiment with action, physics and listening.
Stagecraft An introduction to the technical aspects of theatre production. Laboratory experience in scenic
construction and rigging, painting, lighting, sound, backstage organization, and management. In addition to
regular class meeting times, there is a lab component that gives students hands-on application of technical and
theatre design. Embodied Creative Practice This is a course designed to build your creative muscle. In the
supportive community of this class, we will access your individual story, writing, drawing, movement and
voice to create and perform for each other every class meeting. Employing diverse performance techniques
and referencing various readings, we will discover and craft our unique inspirations, directions, and
experience. Costume Crafts and Technology An introduction to the technical aspects of costume creation and
production for the theatre. Course includes hands-on experience in costume construction, cutting, draping,
millinery, and other costume crafts. Practicum in the costume shop in support of current productions is
required. In the studio, we will work with clarity, speed, and precision to develop a versatile and conscious
dancer. We will also explore topics such as performance, intention, and habits while dancing. Movement for
the Theatre: Fundamentals of Movement Movement for the Theatre introduces students to the basic movement
and gestural vocabulary of the dance discipline and promotes a fundamental understanding of how dance and
movement serve as one of the contributing arts to the theatre. In each section, emphasis will be placed on basic
technique, historical context, and their relationship to common theatre, musical, and opera production
practices. Recommended for students who wish to participate in theatre, opera, and musical productions. Only
6 units of Movement for the Theatre any type can count toward the theatre arts major. Ballet Movement for
the Theatre introduces students to the basic movement and gestural vocabulary of the dance discipline and
promotes a fundamental understanding of how dance and movement serve as one of the contributing arts to the
theatre. Modern Dance Movement for the Theatre introduces students to the basic movement and gestural
vocabulary of the dance discipline and promotes a fundamental understanding of how dance and movement
serve as one of the contributing arts to the theatre. Social Dance Movement for the Theatre introduces students
to the basic movement and gestural vocabulary of the dance discipline and promotes a fundamental
understanding of how dance and movement serve as one of the contributing arts to the theatre. Stage Make-Up
A hands-on course offering experience in the proper design and application of stage make-up for students
interested in theatre or music-theatre performance. Practicum in stage makeup in support of current
productions is required. Shakespeare London Students will study several plays by William Shakespeare
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selected from among the current offerings by the Royal Shakespeare and other companies. Discussions will
address the plays themselves, production techniques, and the audiences to whom they appeal. Students are
required to attend performances of the plays under study. Offered at the London Centre. Also listed as English
Prerequisite: Movement and Text This studio-based introductory course examines the interplay of physical
movement with verbal and written texts. Using choreographic approaches and improvisational structures,
students will investigate how to mine a theatrical text for its range of expression, embodiment, and
compositional qualities, and to examine the kinesthetic body as a text. Acting I We present a demystified,
participatory approach to the craft of acting. Using the methods of Viola Spolin, students master the
fundamental concepts of Stanislavsky and explore acting tools in the traditions of Grotowski and Meisner.
Freshman or sophomore standing or consent of instructor THAR Directed Study in Theatre Arts Directed
study follows a syllabus set primarily by the instructor to meet the needs or interests of an individual student
or small group of students. The main goal of directed study is knowledge or skill acquisition, not research or
creative work. Internship in Theatre Arts An opportunity for students to apply their theatre skills in business
and the non-profit sector on the regional, national, and international levels. Arranged in collaboration with and
supervised by a member of the department. Advance consultation and application required. Introduction to
London Theatre Introduction to a critical approach to theatrical performance. Students read play scripts before
attending a wide range of plays in a variety of performance spaces in London, working towards a developed
understanding of dramatic form. Greeks Through the 18th Century A survey of theatre in its cultural context
from its Greek origins through the 18th century. Extensive readings from the dramatic literature of each period
supplement the study of the physical theatre and production practices. Sophomore standing or consent of
instructor THAR May be repeated when topic is different. Topic for Spring Musicians in Movement Units:
Global Perspectives This course introduces major concepts, approaches and issues in the study of dance as a
cultural, historical and artistic practice. By examining key texts in dance studies, viewing dance films and
engaging in the practice of dancing, students will investigate how moving bodies shaped history while
considering dance as a form of cultural identity and political power. Romanticism Through the Present A
survey of theatre in its cultural context from Romanticism through the present day. Extensive readings from
the dramatic literature of each period illustrate the ideas, aesthetic values, and staging innovations that led to
the theatre of the 21st century. Performance of Literature A study of the principles involved in the oral
performance of different forms of literature. Class involves practical platform training and experience with
interpretive analysis and presentation. Introduction to Design for the Theatre A survey covering all aspects of
visual design for the theatre. Emphasis on the necessary techniques of drafting, painting, and modelmaking,
with attention to aesthetic and practical problems of theatre design. Hands-on patterning and draping provides
an immersive experience as we explore period silhouettes and techniques unique to each period. We will also
explore representative plays and theatrical conventions from each period. Start-Up Theatre Open to students
from theatre, economics, and other students interested in entrepreneurship in the performing arts. Topics
change each year. May be repeated when topic is different up to 6 total units. Sophomore standing THAR
Fringe Theatre in London This course will attempt to define Fringe Theatre a movement started in and to
categorize its main elements. The class shall attend a wide variety of plays and venues and come to an
understanding of how the fringe has changed over the years. Discussions will address production techniques,
the plays themselves, the audiences to whom they appeal, and to what extent the fringe is still an important
theatrical force. Three Centuries of Russian Theater This course introduces students to the rich theatrical
tradition of Russia. The readings for the course span over two centuries, starting from the social comedies of
the late eighteenth century to the contemporary "New Drama" and documentary theater. The plays are situated
within the larger historical and political context of Imperial, Soviet and post-Soviet Russia. Instructor approval
is required. The instructor will talk with each student about the hands-on aspects of the technique and the code
of ethics that governs the work. Playscript Analysis The playscript is a blueprint for a construction that uses
the media of space, time, color, speech, and action to reflect from the stage images of what it means to be
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human. This course will explore both technical and creative ways to decipher the play text. Musical Theatre
Production Overview This course is designed to equip future educators with a basic understanding of the
various details and responsibilities involved in mounting a musical theatre production. Offered every other
year, fall term even years. Also listed as Music Education and Pedagogy Prerequisite: Film in Germany in
English This course selects from 90 years of filmmaking in Germany. Films range from expressionism to Nazi
propaganda and from escapist comedies to avant garde art. German majors and minors may participate in a
two-unit tutorial in which discussions and some course readings will be in German. What themes does he
address? Do his films have a recognizable style? What can we learn from viewing his wide ranging collection
of films? Selected films represent various countries, genres and directors from Latin America and Spain.
Readings of relevant film theory, class discussions and composition tasks prepare students for other advanced
courses in the Spanish program. Also listed as Film Studies , Spanish Prerequisite: SPAN , its equivalent, or
consent of instructor; not open to native speakers of Spanish. Theatre Production Laboratory Practicum in
theatre production. May be taken for one or more terms; six terms required of theatre arts majors, three terms
required of minors. May be taken by any student involved in theatre production. May be repeated for credit.
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7: THE Play Analysis: Texts and Contexts | Christopher Swift - www.enganchecubano.com
Shakespearean Stageâ€”Scripts, Music and Context by Roger Clegg and Lucie Skeaping (review) Robert M. Black
Theatre Journal, Volume 68, Number 1, March , pp.

Matusiak Chapter 11 Marlowe and Theater History Christopher Matusiak There is no such thing as a clearly
defined historical field; facts are linked to other facts in all directions, and investigation merely leads to further
and yet further questions. Greg asking better questions is surely the heart of our enterprise Logan has observed
a growing tendency to view Marlowe as both "a well-educated, professional writer with a strong literary
background" and "a playwright who, without compromising himself, managed to marshal his talents and
accommodate them to the pragmatic and commercial demands of the theater. Broadly construed, the discipline
differs from other critical approaches in its meticulous focus on the material, cultural, and sociopolitical
conditions underlying early modem play production. In practice, it has come to encompass a seemingly
unbounded range of theatrical and paratheatrical subjects, including playhouse architecture, the organization
of acting companies, styles of performance, stage effects, theatrical manuscripts, repertorial commerce,
censorship, patronage, and the interpretive communities privy to original performances. If a shared agenda can
be said to weave such variegated threads of research together, it is perhaps best understood, as John D. Cox
and David Scott Kastan have argued, as the desire "to restore drama to the rich field of its social origins,
insisting that its W. Bullen, , 2: Logan, "Marlowe Scholarship and Criticism: Lives, Stage, and Page, ed.
Ashgate, , Marlowe and Theater History in part, compelled this diversification of inquiry. But neither the
kinds of questions asked nor our theoretical understanding of their function in practice have remained static.
From his vantage point in , W. Greg regarded the many queries that arise naturally as one sifts the residue of
the theatrical past as troubling uncertainties with a power to worry the researcher from every direction. For
every solution to an avowed problem "further and yet further questions" crowd into view, muddying the
investigative boundaries one has staked out, ceaselessly deferring the resolution of ambiguity. A prominent
response to this anxiety in the intervening century has been to hammer the stakes back in and dig deeper for
more documents. Oxford University Press, , Rarely do fragments of the past reach us by design, and they have
the potential to speak in multiple, even contradictory ways. The questions we put to these fragments are
precisely what make them intelligible and coherent in relation to other fragments. A broadening application of
this logic has been crucial to the expansion of historical perspectives on Marlowe and the stage. It is true that
the data at hand leaves much to be desired. Studied closely, even our richest sources of information are
blighted by gaps and puzzles. Nevertheless, the textual and material records at our disposal should be
understood to retain a value proportionate to the creativity of the questions we bring to them. Among the
treasures that Alleyn preserved is the well-known collection of manuscript accounts kept by his father-in-law
and business partner, PhilipHenslowe. Manchester University Press, , ix-xxiv, n. Yet how Marlowe came to be
affiliated with Alleyn and Henslowe at the Rose remains a mystery. We know that after arriving in London in
the spring or summer of , he settled in the Liberty of Norton Folgate, a community dense with writers, players,
and theatrical entrepreneurs. Harvard University Press, , Harvard University Press, ], 2: Brian Morris [New
York: Deuided into two tragicall discourses London: Marlowe and Theater History brought to market without
some erstwhile planning on their own part. Playwrights tendered ideas for new plays using manuscript "plots,"
which outlined the scenario and structure oftheir proposed dramatic action. Plotters designed these
manuscripts in consort with players, and untested writers may have been expected to demonstrate competence
in this way before being commissioned for further work. In , the actor-playwright Nathan Field urged
Henslowe to buy a plot prepared collaboratively with Robert Daborne: Cambridge University Press, , An
undated note adds: The Yearbook ofEnglish Studies 23 , 1 Similar expenditures are recorded for wine,
venison, and "good cheare" at the reading of other new playbooks. One detects a rare artistic chemistry in
particular between Marlowe and Alleyn. The two men appear to have fascinated each other. Alleyn was only
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two years younger than Marlowe and born into comparably middling circumstances, his father having been a
Bishopsgate innkeeper and minor court servant. Early in life, however, different educational experiences set
the two youths on divergent paths. His voice was reportedly captivating and his physique unusually imposing.
In addition to his capacity for "great and thundering speech" A3r , Tamburlaine is said to be: Of stature tall,
and straightly fashioned, Like his desire, lift vpwards and diuine, 27 A letter of May 16, by Dabome to
Henslowe suggests playwrights could be involved even at this late stage ofproduction: Marlowe and Theater
History So large oflims, his ioints so strongly knit, Such breadth ofshoulders as might mainely bear Olde Atlas
burthen The roles are likewise bold in outline and deliberately complicate the first impression they make in
order to stimulate contesting interpretation. Conversely, the grotesque artificial nose worn by Alleyn in The
Jew ofMalta signals at first a one-dimensional species of stage villainy that is then surprisingly destabilized as
Barabas lures spectators, with Vice-like energy, into discomforting complicity in his destructive ventures. The
relatively small playing area discovered by archaeologists at the site of the Rose seems to have encouraged
intimacy between player and spectator, and a customary directness may have prompted these experiments in
the disruption of conventional patterns of audience identification. Their unevenness has sometimes confused
and displeased modem critics, largely because the subteqanean psychological depths later mapped by
Shakespeare and Burbage are not their concern. But they do possess logic as vehicles for exhibiting virtuosity.
They are almost entirely extroverted in their powerful audibility and hyperbolic gestural clarity, and their 31
Joseph Hall, Virgidemiarum London: Thomas Creede for Robert Dexter, , 7. Expanding his Critical Contexts,
ed. Sara Munson Deats and Robert A. University ofDelaware Press, , In a recent analysis of the part of
Zenocrate, Evelyn Tribble identifies traces of what she terms "scaffolding techniques" designed to limit the
demands placed upon the novice player in performance. The Zenocrate-actor typically appears onstage
accompanied by a more experienced player often Alleyn as Tamburlaine whose responsibility-in addition to
playing his own part-was to shepherd the boy through his action with pointed cues of address and physical
guidance. She has also explored the likelihood that Alleyn acted the transvestite part of the termagant
Margaret in "Long Meg of Westminster," a popular lost play in repertory alongside Tamburlaine in "Long
Meg of Westminster," The Lost Plays Database, last modified March 12, , http: Cambridge University Press, ],
Marlowe and Theater History to "cut loose" in a less inhibited articulation of passion. How might writing for
the Chapel boys have differed from writing for professional adult companies? Understandably, a fellow
playwright and insider like Robert Greene could refer to him as a "famous gracer of Tragedians. Or was
awareness confined largely to theatrical professionals and coteries intrigued by his reputed heresy? Yet, on the
present evidence, it does appear that London audiences crossed the Thames chiefly to see their favorite players
perform, not to discern the distinctive verse styles of individual playwrights. Five years after erecting his first
playing platform, Henslowe evidently replaced it with a shallower stage covered by a cantilevered roof. John
Danter, ], Gr. The Rose fa9ade, by contrast, seems to have angled backward along the lines of five rear bay
walls. The stage itself thrust out into the yardfrom the northern part of the polygon, not, apparently, in the
interest of maximizing natural light but rather to ensure that spectators could enter from Maiden Lane to the
south-and erosion of the mortal floor at the foot of the stage suggests they came to the playhouse en masse.
Although acting companies were capable of adapting their plays to many species of venue-from mayoral halls
and provincial inn-yards to the courtly chambers of Whitehall- their steadiedfooting in London in the s meant
that the drama scripted for them naturally began to reflect the spatial dimensions and material properties of
purpose-built theaters such as these. The Rose housed a richly ornamental and emblematic dramaturgy.
Cambridge University Press, Cambridge, 2 vols [Toronto: University of Toronto Press, ], I: See also
Bakeless, Tragicall History, 1: Cambridge University Press, , 47, He is everywhere co-opting their
iconography: Recontextualizing old signifiers generates new theatrical experiences. University of Toronto
Press, , ; S. Elizabethan Acta,; Jacobean Gentleman, ed. Marlovian stage emblems characteristically
short-circuit the cautionary content hardwired to earlier homiletic images by jolting them with provocatively
electric new tones and implications. Marlowe was equally adept at manipulating stage space to create
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meaning. Military marches, triumphs, and other colorful processions across the Rose platform evoked a world
perpetually in motion. Marlowe locates particular significance in scenes of"discovery. Leslie T homson has
furthermore shown how Marlowe maximizes his limited theatrical space by positing thematic relationships
between actions that occur successively within the same location onstage. The scene was among the most
memorable in Elizabethan drama. Marlowe and Theater History perusal ofhis books, the source ofhis
intellectual pride, appears to occupy the same dramaturgical space in which the scholar makes his final
pathetic plea for release from the devils, crying, "Ugly hell, gape not, come not Lucifer, I Ile burne my bookes,
ah Mephostophelis" Ql, F3r. Rick Bowers has noted, for instance, the frequency with which Marlowe posits
his spectators as witnesses to stabbing violence. Like the grievous harm caused by edged weapons, the
destructive power of flame could become phobic in a culture surrounded by timber and prone to burning its
sectarian enemies to ash. This is evident especially in the second part of Tamb: Fire and smoke are central
visual motifs in Doctor Faustus as well, and closely associated with infernal powers: In the visual and
olfactory sensations of flame and smoke, Marlowe located a powerful means of expressing the destructiveness
of both secular and metaphysical powers. Considering the real risks involved with manipulating incendiaries
onstage, he also seemingly sought to create a sensation so visceral as to transcend artone no doubt experienced
by audiences at the Globe and the l ortune when those venues accidentally burned down in 3 and Aural
effects, in particular, have yet to be fully explored, despite indications that theatrical sound was as memorable
as spectacle. No parley wil be graunted, no composition stood vpon, But the Allarum is strucke vp, the Toxin
ringes out for life, and no voice heard but Tue, Tue, Kill, Kill; the little Belles onely like small shot do yet goe
off, and make no great worke for wormes, a hundred or two lost in euery skirmish, or so: Thomas Creede, ],
Dir. Before the violence subsides, the Guise again issues the order:
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8: Bloomsbury Publishing - Drama Online
Conceiving Dramaturgical Practice in English Canada: Histories, Methods, and Models, Post-WWI to the s in Michael
Chekhov's Theatre Practice and Theory.

Why do we do it? What does theatre contribute to our society? Examines how performance both reflects and
constitutes community and culture, and the numerous forms it takes around the world. Also considers the roles
of the actor, director, playwright, and designer, and how they work together. Examines selected plays central
to the development of world drama, with critical emphasis on a cultural, historical, and theatrical analysis of
these works. The first semester covers the major periods of Greek and Roman drama; Indian, Japanese, and
Chinese classical theatre; medieval drama; theatre of the English, Italian, and Spanish Renaissance; and
French neoclassical drama. The second semester begins in the late seventeenth century and draws from
18th-century comedy and classical German theatre, nineteenth-century works from Germany, Russia, and the
U. Approaches medieval literature as works that were acted out, sung, and narrated from memory as part of a
storytelling tradition. A study of the origins and development of the most influential dramatic movements of
the 20th century. Specific topics vary by term and instructor. Explores traditions of philosophical and
theoretical engagement with theatre and drama. What do theory and theatre have in common, and what can
they learn from each other? How does theatre constitute a laboratory for aesthetic, conceptual, and political
experimentation? How does theoretical philosophy depend on models of knowledge and action that derive
from theatre? Explores over years of gay and lesbian characters and themes in Western theatre and
performance. From Marlowe to Kushner, Broadway to the cutting edge of performance, examines gay and
lesbian identities across time and performance genres against a background of cultural, social, sexual, and
critical history. Historical and critical study of the idea and practice of tragedy from the Greeks to the present.
Coversâ€”in the best available translationsâ€”the masterpieces of Aeschylus, Sophocles, and Euripides,
including the place of the plays in the history of the drama and the continuing influence they have had on
serious playwrights, including those of the 20th century. Study of early comedy, its form, content, and social
and historical background. Authors include Aristophanes 11 comedies are studied, and one is staged ;
Euripides, whose tragedies revolutionized the form of both comedy and tragedy; Menander, whose plays were
only recently discovered; and Plautus and Terence, whose works profoundly influenced comedy in Western
Europe. Study of the drama written for the London stage from the restoration of the Stuart monarchy in to the
Stage Licensing Act in , including urban comedies and classical tragedies, closet dramas and box-office
successes, propaganda pieces and broad satires. A study of plays by female playwrights and feminist theatre
from the perspective of contemporary feminist theory. Considerations include strategies for asserting new
images of women on stage, the dramatic devices employed by female playwrights, lesbian aesthetics, race,
class, and the rejection of realism. Studies in the modern drama of England and Ireland, always focusing on a
specific period, a specific group of playwrights, a specific dramatic movement of theatre, or a specific topic.
Content varies by semester. Explores one or more distinctive theatrical genres, such as tragedy, comedy,
melodrama, satire, or farce, or plays of distinctive theatrical types, such as theatre of the absurd, the
documentary play, or theatre of witness. Considers the role and function of the theatre within societies as a
response to historical, psychological, and spiritual forces. Focuses on two or three related playwrights:
In-depth study of their writings, their theories, and the production histories of their plays in relation to
biographical, cultural, political, and aesthetic contexts. A careful examination of the evolving trends in black
performance since World War II. Focuses on self-identified black playwrights who take ownership over U.
How their works reflect the social changes civil rights, the cold war and aesthetic changes absurdism,
postmodernism, postcolonialism, hip hop of the time period. Socially engaged theatre exemplifying
performance as a site of resistance, social critique, and utopianism. We meet world-conquering heroes,
murderous conspirators, riotous good-fellows, and star-crossed lovers while examining the fast-changing
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culture of Jacobean and Carolinian England, with its new patterns of urban life, emergent notions of
republican politics and personal liberty, the discovery of new worlds and new sciences, and the increasing
pressures of European war, revolution, and civil war. Introduces theatre and performance practices throughout
the Americas U. Considers how drama reflects the different histories and cultures of Latin America. Examines
the extraordinary range of performance theories, practices, dramaturgical structures, and modes of
spectatorship embodied in modern Asian performance. Ranges broadly over India, Japan, China, Taiwan,
Korea, and Southeast Asia, and considers new and experimental work as well as contemporary adaptations of
classics and classical theatrical genres. Considers theatrical forms influenced by the theories of Artaud and the
European avantgarde, as well as John Cage and visual aesthetics related to American acting, painting, collage,
and environmental and conceptual art. Examines the dynamic relationships between theatre, performance, and
the city of New York. Considers how the city itself is constituted through different kinds of performances even
our own , and how performance serves as a mode of understanding urban processes. Drawing on the rich
theatrical resources of New York City, students see approximately 12 performances from across the boroughs,
covering Broadway to Off-Off, traditional to experimental theatre. Readings include plays and essays in
theory and criticism. Uses key theoretical concepts from the field of performance studies to examine a diverse
range of performance practices. Topics include ritual studies, interculturalism, tourist performances,
discourses of stardom, theatre anthropology, and documentary performances. Considers a wide range of
aesthetic expressions: Explores the history and semiotics of one of several hybrid genres, such as opera, dance,
drama, film adaptations of plays, or multimedia works. Introduces a range of dramatic writing and
performance practices throughout Europe from the s to the present with a strong emphasis on contemporary
theatre and performance. Studies a variety of artistic movements postdramatic theatre, theatre of the real,
digital performance, physical theatre, Tanztheatre, and Regietheatre alongside popular thematic concerns war,
the everyday, domestic life, race, immigration, capitalism, and violence. Either term may be taken alone for
credit. Comprehensive, practical survey of the various technical aspects of theatrical production. First term
explores the planning, construction, and painting of scenery and the architecture of the stage. Second term
deals with stage electrics, lighting, crafts, sound technology, and special effects. Theories of light and lighting.
The practice of lighting the stage. Experiments with light as design. Costume design for the modern stage; the
history of fashion. Elements of play scripts are analyzed and dramatized. Students may cast and rehearse brief
scenes performed on Friday afternoons. Methods of originating and presenting a design conception. Practice in
scene sketching. Scenes from period plays Greek, Roman, Elizabethan, neoclassical French, Restoration, and
18th- and 19th-century European are studied and performed with attention to performance styles and
techniques. Through theatre games, structured improvisation, and beginning scene work, students will exercise
their imaginations, learn how to work as an ensemble, and develop a sense of their bodies as expressive
instruments. All techniques covered have been developed by the most celebrated 20th century theorists, such
as Stanislavski, Grotowski, and Bogart, and are the same theories that underlie the training of the Tisch
undergraduate acting conservatory. No prior experience necessary. Admission to the course is by application;
please contact dramatic literature for information. Identifies and then responds to the specific opportunities
and challenges of writing for live performance. We analyze the very different ways other playwrights have
done this, and locate specific strategies to adapt to our own ends. Preparation for each week includes reading
assignments and written exercises, as well as progressive work towards a final project, the one-act play.
Topics include Japanese, Chinese, and various East Asian cultures and their interactions with Western culture
through the medium of cinema. Content varies by semester, but will focus on the development of the film as a
major art form and its relationship to other art forms. Particular attention will be paid to the language of
cinema, the director and screenwriter as authors, and the problems of translating literature into film, with
extensive discussion of the potentials and limitations of each art form. Milestone films are viewed and
analyzed. Studies representations of Italian history, from ancient Rome through the Risorgimento, through the
medium of film. Examines the use of filmic history as a means of forging national identity. Studies
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representations of Italian history, from the unification of Italy to the present, through the medium of film.
Fascism, the resistance, , and other events. Considers how film functions with respect to canonical national
narratives and dominant systems of power. Considers various modes and genres, such as expressionism, social
realism, and the projection of the hero. One film is viewed per week and analyzed through reading
assignments that include novels, plays, and poems. Emphasis on the potentiality of different media and
discovering the many facets of Europe and European experience on which these media so often focus. Topics
in Dramatic Literature Content varies by semester. Open to qualified upper-class dramatic literature majors or
minors, but may not be used to fulfill the minimum requirements of either the major or the minor. Requires a
commitment of 8 to 12 hours of work per week in an unpaid position to be approved by the director of the
program. A written evaluation is solicited from the on-site supervisor at the end of the placement. The grade is
based on a final project submitted to a faculty director with whom the student meets regularly over the
semester to discuss the progress of the internship. May not duplicate the content of a regularly offered course.
Intended for qualified upper-class majors or minors in dramatic literature, but may not be used to fulfill the
minimum requirements of either the major or the minor.
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9: Mathematics and Late Elizabethan Drama,
Rereading Transvestism and Desire in Marlowe's Edward the Second of young boys in the period, particularly when
contrasted with Gaveston's vision of satyr-like men.

Although the role of the dramaturg was established by G. We can observe this role developing in the work of
Meininger Hoftheater from to in the collaboration between George II, the Duke of Saxe-Meiningen, the
director of the company with his wife, actor and dramaturg Baroness Helene Freifrau von Heldburg, and
director and stage manager Ludwig Chronegk; or in the work of the Moscow Art Theatre under the leadership
of Vladimir Nemirovich-Danchenko and Konstantin Stanislavsky. Brecht is considered to have developed the
role still further. The consequences of this for dramaturgy were considerable: By the end of the twentieth
century, theatre seemed to have loosened its function as the immediate agent of political change and
enlightenment. At the same time, however, another influence was beginning to emerge: In this case
dramaturgy is no longer a means of bringing out the structure of the meaning of the world in a play, but a
quest for a provisional or possible arrangement which the artist imposes on those elements he gathers from a
reality that appears to him chaotic. As these practices are diverse, consequently, production dramaturgy today
which is developed in response to the given creative process can take many forms. Perhaps as a result of the
explosion of the theatrical i. This is evident, as often the given production process needs to develop its own
dramaturgy that is unique to the production. What these three productions have in common is that the starting
point is a classic novel or play , which, during the creative process, undergoes a strong transformation, some
sort of interpretational-adaptation process. This is also the title under which the play was published in , in the
first complete works of Chekhov. Therefore it has to be radically cut. However, once you take away half of a
play, what you are left with arguably is a version. In the case of Platonov I think that every playtext is an
adaptation. Statistically, the amount of decisions you have to make will reach a critical mass that will simply
certify it as an adaptation. Before translating the whole play, though, the director and the dramaturg edited and
cut the text in the Russian original. They also made up one rule to shape the play: As the production was made
in a theatre that has a permanent ensemble, they could have had as many actors as they wanted to work with.
Sticking to this new rule, Kordonsky and Radnai removed all the servants and maids from the play, and their
functions delivering a letter, for instance were given to other characters who were neutral in the given scene.
They also decided to leave out Osip, the thief: I tried to take away everything that belongs to an earlier, say,
romanticist tradition. We tried to make this non-polyphonic play as polyphonic as the later, four great
Chekhov plays are â€” not only in the playtext the editing and translating but also in the directing the acting
and scenic solutions. We tried to follow the scheme these mature plays suggest, not only in the number of
characters, but also in the dialogue-technique, and the linguistic style. In his opinion this is the dramaturgy
Chekhov moved towards in his later plays â€” and away from having one protagonist. If you think about it, in
one of the greatest Chekhov plays, The Three Sisters, we would find it hard to tell who the main character is.
There is no one central character in Uncle Vanya either. On the other hand, his lover, Sophie, is neurotic and
artificial, and gradually becomes more unbearable with her demanding emotions towards Platonov. And his
characters across his plays for instance, the character of the doctor are very similar. One can tell that they were
written by the same author. They removed the beginnings of scenes, and started them with actors already on
stage involved in the dialogue. The second act of the play is a set of duets: Here, instead of the repetitions of
these duet forms that Yuri found mechanical, we overlapped the end of the scenes with the beginning of the
following one. During rehearsals I often notice alien, false things left in the script with my ears; whereas the
actors feel the problems, untruthful situations with their bodies. And these problems might have dramaturgical
consequences. We realise that something is not working, something is missing â€” maybe we had cut a
sentence that was a stepping stone to create the situation, and without that step the situation cannot be realised,
as the way leading there is missing. Then we put that missing link back. During the rehearsals Kordonsky
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asked the same from his actors: This dynamism, this speed, the restlessness of the characters was also helped
by the way the production exploited the humour in the play. It also emphasised the physical and emotional
intoxication of the characters, the chaos they live in and the absolute hopelessness of their situation. The set
furthered this aim of gently freeing the Chekhov play from its period and showing how contemporary his
observations are regarding the confused emotional state we are in. Radnai admits that their concept showing
the fatherâ€”son relationships worked to a lesser extent after the end of the first act. Sometimes moments
occurred when I saw something I could never have expected, something that made me surprised. These were
my happiest moments. The result is exciting polyphony. German directors since Brecht have the ambition to
interpret the plays in a new theatrical way. You are experimenting at the rehearsals. And to make those
experiments at the rehearsal a real process, you need other people to talk to. These can be the actors as well as
the dramaturg. However, there are some exceptions to this rule, such as the production of Berlin
Alexanderplatz. For instance, his production of Medea â€” a project based on Euripides, in the Staatstheater
Stuttgart in , was set in a German community where the protagonist was portrayed as a Turkish immigrant
living in contemporary German society, and the chorus was played by a group of immigrants recruited from
the local community. Relocating the drama, and finding corresponding conflicts in contemporary German
society, made the performance of this classic tragedy a poignant warning about the existing traumas in
intercultural societies. The novel is set during the time of the Weimar Republic in Berlin and is concerned
with the struggles of a small-time criminal, Franz Biberkopf, trying to live a reformed life after being released
from prison: Then they split up: The novel was very theatrical; it lent itself to adaptation easily. Once the
draft-adaptation was ready, they consulted with Zade, and adjusted it, including her suggestions. While
director and one dramaturg were creating an adaptation of the novel for the stage, Zade went to local prisons,
contacted probation officers and visited homeless shelters to recruit the chorus. The idea was to find twenty
people whose presence would fill the performance space, and their own stories would be woven into the
play-text. The conditions for being involved in the production included the proviso that they had to be willing
to share their stories with the theatre. The agreement between the chorus members and the theatre was that it
was entirely up to them which stories they chose to contribute to the performance. They also had a right to
veto during the creative process. Their engagement in the show meant that these ex-offenders and offenders
from open prisons had to keep to an uncompromising albeit longer than usual rehearsal period; not turning up
at work was strictly sanctioned. The performer would be expelled from the production. Yet they received lots
of support from the theatre â€” there was even a staff member allocated from the theatre to look after the
chorus. All the above mentioned ethical considerations were part of the production process. Once the chorus
members had been found, they were all interviewed, and the interviews were transcribed. This dramaturgy was
very similar to the structuring stage of the devising process, whereby all the scenes that have been generated in
the rehearsal room eventually have to find their place in the performance. The dramaturgical work mirrored
the collage technique employed by the original novel. He really works together with his creative team, nd it is
a collective work. What do we want to say to this end? Are we really challenging people? What are we saying
about society? Obviously, the choice of the performers people with no previous acting experience had
influenced the style of the acting. The plan was even to plant some of the chorus members in the audience.
This was a risk â€” as the company had no idea how the audience would react. I found it very powerful to give
these people a platform and bring them into the conscience of the middle class, mainstream society. It is
important to see how the audience responds, and to hear what they say after the performance. Joe wanted to
foster a conversation about concept and how to bring the ideas generated by the play to the stage. Thinking
about the play as material you generate the performance from â€” this was the impetus for us starting to work
together. Another entry point they found for the rehearsals was the British hands-on approach: It is a problem
if you think about the concept as a scaffold that gets imposed on a play, or something that locks everything
down. I think about it rather as conception: And you are trying to find out what it is at the heart of the play that
concerns you. This understanding gave them an idea of how to work with the actors: Prior to the rehearsals,
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they planned a two-week workshop as embedded research using four actors and six young directors from the
Young Vic Directors Program , during which they wanted not only to test their structural findings but also to
discover more about the space this play would inhabit. This enabled them to experiment site-specifically, and
test their ideas against the possibilities the space could offer to them. Ultz visited these workshops, and his
design benefited from watching the research and development work. His design took influence from the
breeze blocks that the Young Vic is built from, and from the architecture of the theatres of the time when the
play was written early seventeenth century. From this a design emerged, where the audience was wrapped
around the stage. This recognition guided them later when editing and cutting the playtext, and rearranging or
amalgamating some of the scenes. The actors responded to this kind of work well: However, Hill-Gibbins was
conscious not developing a consensus about the meaning of the play, because there were competing
subjectivities in the drama with different aims â€” for each of them the story was about something else. This
decision helped them highlight the misunderstandings within the play, as well as show the simultaneously
existing different worlds. Once the play premiered, it proved to be such a success that the theatre decided to
repeat the show in its main space later that year. This second production process gave the creative team an
opportunity to rethink and re-evaluate their ideas about the play, take apart and re-organise its structure, and
make it fit for a larger space, whilst retaining its intensity. Svendsen later describes, how, when she compared
the script they created for the second production with the original playtext, to her surprise she realised that
they had gone full circle: But by then the difference was that we really understood what every word was
doing. From the modern era the Meininger Ensemble, the early Moscow Art Theatre is taken the notion of the
production as a coherent whole that is realised through the work of the ensemble. From new dramaturgy
comes the openness towards an emergent form that arises during the creative process.
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